NEW YORKER

The Metropolitan Opera Celebrates Itself

By Russell Platt May 11, 2017

The Russian baritone Dmitri Huorouvstousky gave a surprise performance at the Metropolitan Opera’s gala

last week, singing “Cortigiani, vil razza dannata,” from Verdis “Rigoletto.” PHOTOGRAPH BY KEN HOWARD /
METROPOLITAN OPERA

There are standing ovations, and there are standing ovations. Those looking for one of the superlative
kind would have witnessed an example last Sunday evening, when Dmitri Hvorostovsky walked to the
front of the Metropolitan Opera’s stage.

The occasion was the gala celebrating the company’s fifty years at Lincoln Center, and the Russian
baritone, who has been battling brain cancer in recent months and who was not scheduled to sing, showed
once again his iron bond with the Met’s audience. Yes, he was a bit unsteady, he was somewhat gaunt,
and, as he sang “Cortigiani, vil razza dannata,” from Verdi’s “Rigoletto”—the searing, pleading, give-me-
back-my-daughter aria—the wondrous voice wavered at moments; midway through, Hvorostovsky’s
breath control, which was always astonishing in its smoothness and capacity, began to falter. But the
performance, which was rapturously received, was a powerful reminder of this singer’s total commitment,
resilience, and expressive power, and of the fact that, in Russia, the Verdi tradition runs deep. An artist
such as this does not come out of nownhere.
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Like Russia, the United States had to play catch-up during the nineteenth century, to try and put down
roots for an art form—classical music—that had flourished somewhere else. The construction of Lincoln
Center for the Performing Arts and of the new Metropolitan Opera House, which opened on September
16, 1966, was perhaps the largest single example in our history of the vigor and vision of that continuing
enterprise. And, to commemorate the company’s arrival there, it put on a show that was imaginative and
entertaining, and which contained a few surprises.

Yannick Nézet-Séguin, the Met’s music director designate, shared conducting duties with the company’s
great Italian opera hand Marco Armiliato and with the music director emeritus, James Levine. Nézet-
Séguin’s opening performance of the current run of Wagner’s “Flying Dutchman,” on April 25th, was
typical of the conductor’s usual style. He’s never at his best in first acts: it is as if he needs the infusion of
the singers’ outside energy to fully invigorate a performance that he, paradoxically, is himself shaping.
(By the middle of Act II, his “Dutchman” was in full roar.) Levine, in his decades-long prime, always
established his authority immediately. But, at the gala on Sunday, the younger man was fully engaged
from early on in an evening that, including intermission, hit the five-hour mark.

That a sequence of thirty-one musical numbers passed with such smoothness and inevitability was due not
only to the professionalism of the orchestra and the dozens of superb singers but to the designer Julian
Crouch, who, with the lighting designer Brian MacDevitt and with the staff of 59 Productions, created a
series of virtual sets and projections that conjured up, with love and whimsy, a slew of Met productions
from the recent and distant past. (One of the “Ah!” moments for the audience was when the urban rooftop
setting—complete with virtual clothesline—of a scene from “Don Pasquale” re-drew itself into Baron

Scarpia’s Roman apartment for Act II of Franco Zeffirelli’s beloved production of “Tosca.”)

There were a handful of actual design elements, and their rare use signified a certain megastar status.
René Pape, in “Boris Godunov,” got a wooden throne to go with his richly colored costume and long
stringy hair. (The mellow brawn of his bass voice, not heard at the Met enough these days, is wonderfully
intact.) Anna Netrebko got a staircase on which to enact a chilling moment for Lady Macbeth, planning
the murder of King Duncan, in Verdi’s “Macbeth.” Renée Fleming, singing two scenes in a row, got a
living monument, Placido Domingo, for a brief duet from Massenet’s “Thais.” Domingo, singing a
baritone aria from “Andrea Chénier,” credibly made the first solo contribution of the evening. But on his
return, late in the show, his voice had thinned to not much more than a whisper. In a 2015 interview with
the music journalist Fred Cohn, Domingo maintained that he could carry the considerable weight of his
diverse and amazingly long career because he had “big shoulders.” But, in moments like these, Domingo
is resting on our shoulders, made of love and memory instead of sinew and bone. He is a superhuman
force, and classical music is the better for him. But it cannot go on forever.

It was an interesting night for tenors, especially for two younger ones, in mid- and early career,
respectively. Joseph Calleja, appearing with a splendid Sonya Yoncheva in the Act I duet from “La
Bohéme,” once again showed how, note for note, he possesses the most beautiful tenor voice in opera: his

honeyed tone conjures up the shades of Gigli and Caruso. But that’s just it—it’s a throwback, a return to a



time bottled in sonic amber. Michael Fabiano, however, who shone (with an excellent Angela Meade and
Giinther Groissbdck) in a scene from Verdi’s early “I Lombardi,” projects, with his emotional
vulnerability and dramatic versatility, a more contemporary sensibility. Dramatic complexity will
probably never be Javier Camarena’s strong suit, but so what?—he nailed the nine high Cs of “Ah! Mes
amis,” from Donizetti’s “La Fille du Régiment,” just about perfectly. Among the veteran men was the
bass James Morris, who, as the Grand Inquisitor in a scene from “Don Carlo,” made a powerful

impression with limited means.

Fleming and Elina Garanca, exerting themselves magnificently in the Met’s current “Der Rosenkavalier,”
were more vocally guarded in their appearances here, but Fleming, singing the Countess’s “Porgi, Amor”
from “The Marriage of Figaro”—the opera in which she made her Met début—painted her lines with
delicate lacquer; it was a touching farewell to the role. Netrebko, in the “Macbeth” excerpt and in a
showstopping rendition of “Un bel di,” from Puccini’s “Madama Butterfly,” showed off the newly
deepened timbre of her soprano voice, a timbre that Fleming’s more sensitive instrument never acquired.
Pretty Yende was adaptability itself, displaying her charming gifts in Donizetti and Gershwin. But
Kristine Opolais was never quite convincing as Puccini’s Tosca, and Diana Damrau’s take on Verdi’s
Violetta (in the Act I finale of “La Traviata”), while vocally coherent, was interpretively willful and
mannered. (Among the many other singers performing capably were Stephanie Blythe, Susan Graham,
Vittorio Grigolo, David Daniels, and Mariusz Kwiecien.)

There was one star soprano, however, who did not sing, at least not live. Several video featurettes
connected to the construction of Lincoln Center, all enlightening, separated the vocal numbers. One, an
explanation of how the Met’s chandeliers acquired their fanciful design, was playful, but most of the
others were serious. One of those was about “Antony and Cleopatra,” the opera by Samuel Barber that
was as new as the house itself on that first opening night, in 1966, and which received a (largely unfair)
critical drubbing afterward that crushed the composer’s spirit for the rest of his life. “Sam!” Leontyne
Price exclaimed in an interview, recalling her love for Barber’s music and his love for her resplendent
voice—which we were allowed to hear, all too briefly, in an excerpt from Cleopatra’s tragic final aria,
“Give me my robe, put on my crown.” She had the audience in the palm of her hand. It was followed,
live, by the Met chorus, singing the exciting music (“From Alexandria, this is the news”) with which
Barber opened the opera. Many names in the program had asterisks next to them, indicating a “future Met
role.” Barber’s opera—ypart of the glorious past that the Met unabashedly embraced in this uplifting
event—deserved one, too.



MeTpononuTeH-onepa oTMeYaeT CBOW Npa3gHuK
Paccen Maarr 11 mas 2017 .

BoiBalOT NPOSOMKUTENbHBIE aNN0AMCMEHTEI, 8 BEIBAIOT AaNACAMCMEHTEI CTOA. Te, KTO WMLWEeT NPeBOCXOAHYI0 CTENEHL, MO CTaTh
CBMABTENAMM 3TOFO NPOLWALIM BOCKPECHBIM BEYEPOM, KOTAd JMWTPWA XBOPOCTOBCHMIA BLIWEN HA CUeHY MeTpononuTeH-
onep.l.

nDED,El'DM nocnyxun rana-eevyep B YeCTe NATHMABCATHNETHA TRYNNLl B ﬂHHRDJ‘IbH—Ll,E'HTFJE,H p{JCCHﬁEHHﬁ 5apHTDH, HDTprIﬁ
NOCABAHME MeCAUbl BOpPEeTCA € paKkom MO3ra U He A0MKEH Dbl NeTs, BHOBb NPOAEMOHCTPHPOBAN CBOE MENEIHOE BAWMHEHWE C
nmyBankol MeTtpononuteH. [1a, oH BbIA HEMHOTO HEyCTOW4MB, HEMHOMO noxyaen, u, korga oH nen "Cortigiani, vil'razza dannata”
W3 onepel Bepaw "PUronerto” - NPOHIMTENBHYIO, yMONAIOUYI0 apuio "BepHuTe Mo Ooub", - ero YygecHbld ronoc B HEKOTOpbIE
MOMEHTbI 4POMAN; B CEPEAMHE BLICTYNABHWA KOHTPOAb AbXaHWA XBOPOCTOBCKOrD, HOTOPLIA BCErAAMOPAMAN CBOEH NNaBHOCTbIO
M MOUWBH, Ha4an chupaTbecA. Ho BBICTYMIEHWE, NPUHATOE C BOCTORTOM, CTAN0 MOLWHBIM HanoMUHaHKem o NOAHOK CamooToave,
CTORKOCTH W BHIPA3UTENEHOW CMAE 3TOFD NEBUa, 8 TAKKE O TOM,YTO B POCCMM BEPOMEBCHKAA TPABMLMA UMEET FNYBOKKWE KOPHHW.
TakoW apTMCT HE NOABNABTCA M3 HWOTKYAE.

Kaw 1 Poccuu, B XIX Bewe CoegmuHeHHbiv LUTaTaM NPUWAOCE MIpate B OOFOHAAKW, ALITAACE NYCTUTE KOPHWM OAA roe-to
NPOLBETABLIEND MCKYCCTBA HAACCHYECKON MY3bIKKM. CTROMTENBCTBO JIMHKOBH-LIEHTPE MCNONHWTENBCKMX MCKYCCTE M HOBOTD
3aaHKA MeTpononMTeH-0NE Pbi, OTKpbIBWeecA 16 ceHTABpA 1966 roaa, CTano, BOIMOMHO, KPYNHERLWMM B HALWen WCTOPHKA
MPMMEPOM IHEPIMYHOCTH W O3NbHOBMOHOCTM 3TOTD NPOAD/MEIWErOCA NPEANPHATHA. M B YecTb wbuneR npubbiTiA Tyaa
TPYNna nNoka3ana Woy, KOTOpoe OTAMHYaNock BOODpaMEHHMEM WM 3PENMLUHOCTERY W COAEMMEN0 HEeCKDBKO CHPNPU30E.

AHHME Heze-CereH, HA3HAYEHHBIA MY3bIKANEHEIM gupekTopoM MeTponoauTeH, pasgendn gupusepckne o0bA3aHHOCTK C
3AMEYATENEHBIM MTANBAHCKMM OREPHBIM AUPHMMEPOM Mapko APMHAKETO W € NOYETHEIM MY3bIKANLHBEIM AMPEKTOPOM
Oaenmconm NueaidHom. Beictynnenuwe Hese-Cerena 8 "fletyyem  ronnavgue” Bardepa 25 anpena BblAo TMAWYHBIM 408
obelMHOro cTungs 3Toro ,uupumépa. OH HHWHEOrda He brIBAET Ha-BbICOTE B NEPBBIX AKTAX: EMY HaK 5‘.!',5,1'0 HYHHO BAHMBAHWE
BHELWHEA IHEPIMK NEBLOB, YToBbl NOAHOCTLIO OMWBUTL CMEKTAKNL, KOTOPLIA OH, KAK 3TO HW NapajoKCanbHo, cam dopmupyeT. (K
cepeguHe BTOPOro awta ero "Toanavgew” wen nofiHbiM Xogom). JIMBAMH, PAcUBET KOTOPOrO OAMTCA YHE HECKONbHKO
OECATMAETHIA, BCET4A CPasy Me YCTaHaeNMBan CBOE. rMaBeHcTBo. HO Ha rana-KoHUEPTE B BOCKPECEHBE MONOLOA Yencsex Bwin
NONHOCTBIO BOBNEYEH B AEMCTBME C CAMOTD HE4afid Bevepa, KOTOPbIA, BKAKMAA aHTPaKT, ONWACA NATb Yacoe.

To,4ro 31 My3bIKANBHBIA HOMED NpPoWwEn cNoHoMHO 1 Be3 cBoeB- 3acnyra He TO/bKO NPOMECCMOHANKIMA OpKECTpa K
[OECATKOB NPEBOCKDAHLIX NEBUOE,HO W Au3aiHepa Jwynvada Kpayda, KOTOpeIA BMECTE C XyO0MHWKOM no ceety BpaiaHom
MakaeBuTTOM W COTPYOHMKamMK “S9 Productions” npuoymand pag BMPTYanbHbeIX OSHOPALKMA M NPOEKUMA, ¢ NBOBEH W
paHTazmell BOCCO3AAB MHOMECTEQ COBPEMEHHLIX WM NpowWwnbx nocraHosok MET. (OgHum w3 momentoe "Ax!" ons 3purenen
CTana CUEeHa, Koraa ropoackan oBCTAHOBKA HA KPbIWE - B KOMNAEKTE C BUPTYaneHOH Genbeeoi eepéeroi - u3a "doHa Nackyana”
NPeepaTMace B PUMCKWE anaptamedTol baposa CHapnwa W3 BTOPOro akta Mobumol noctaHoBkk Ppanko [Ozeddupenin
"Tocka").

BbIND HECKONBKO HaCTOALIMX 3NEMEHTOB OWM3alHa, 1 WX PEOKOE WCMOMb30BaHWME 03HA4an0 onpefendHHbli CTaTyc Merassesgpbl.
Pene Mane 8 "Bopuce TogyHoBe" JOCTaNCA AEpPeBAHHLIA TPOH K ero GOrato pacKpaleHHoMY KOCTIOMY W AAMHHbIM
PACMYLLEHHBIM BOAOCAM (MPEKPACHD 3BYYMT €10 MATKMIA M CMNbHbIA Bac, KAKOM B HAWKW AHW HE Tak 4acTD MOMHO YCNblWaTh B
MET). AHHa HeTpefiko nonyumna NecTHMLUY, Ha KOTOPOW OHa cuirpana nefeHAuMiA ayuy gparmedt w3 "ManGera" Bepaw, korga
nenw MakBet nnaHupyeT ybBuiacTeo kopona [yHkada. PeHe ®nemuHr, NOKWAR ABE CUEHbLI NOAPAA, NONYYUNE MUBOH NAMATHUK,
Mnacwao JomuHro, gna KopoTKoro gyata w3 "Tawc" MaccHe. JomuHro, cnee apuio Baputoa us "Awgpea LWewnbe",
\fﬁe,EI,IfITEJ'IbHO coenan rIE'pEbII:l CONbHBIA BHNag B 3TOT BEYep. Ho HOrga OH BEPHYNCA B KOHUE LWOY, ero ronoc MCToOH4KMACA 00
wenota. B 2015 rogy B MHTEPBBID MYy3blKanbHOMY MypHanucty $pegy Koy JOMHHIDO 33ABWA,YTO OH MOMET HECTH
3HAYMTENBHLIM FPY3 CBOEH pasHOOBPasHON W YAUBMTENLHO AOAMOH Kapbepbl, NOTOMY YTO y HEro "WWpokue naedn”. Ho B



TAKME MOMEHTbI [JOMHMHIO ONMPAETCA HA HAWMK NAEYM M3 MBBM W NAMATH, 8 HE W3 MYCKYIO0B W KOCTEA. OH -
CBEPXYENOBEUECKAA CWMAA, U KNACCMYECKAA My3blka Aydwe Baarofapa emy. Ho 3To HE MOMET NPOAO/IKATHCA BEWHO.

3T0 BB MHTEPECHBIA BeYep ANA TEHOPOB, 0coDeHHD ANA ABYX MONOALN, B CEPEAMHE W B HAYANE Kapbepbl, COOTBETCTBEHHO.
Owosed Kannes, BLICTYNMB € BenwkonenHoi CoHel Monyesoid B ayate M3 nepeoro akta "Borembt”, ewé pa3
NPoaeMOHCTPMPOBaN € KW AW HOTOM, 4T OH 0BnagaeT CamelM KPAcMBEIM TEHOPOBRIM FONCOCOM B ONEPE: Br0 MEaoBIA TOH
BbI3bIBAET B NAMATH OTTEHKK [IMWnbK M Kapy3o. Ho B TOM-TO W AEN0, YTO 3TO PErpecc, B03BpalleHWe B npounoe,
3ane4aTaHHoe B 3BYKOBOW AHTapb. OgHako Maikn ®abuano, BAMCTaBWKWA (BMECTE C NPEBOCKOAHBIMK AHOMENOW Mug W
Mourepom Mpoicbékom) B cueHe w3 panHer onepesl Bepaw "Mlombapauw", CBORA 3MOLMOHANEHOW YYBCTBUTENBHOCTEHD M
OpamaTHM4ecKO MHOTOrpaHHOCTRI0 OEMOHCTpUpYeT Bonee cOBpemMeHHOE BOCNPHMATHE. [lpamaTH4eckan CAQMHOCTE, BEPOATHO,
HAKOrOa He DyJeT CMNbHOM CTOPOHON Xasbepa KamapeHbl, HO YTO C TOTD —OH NOMTM WOEENBHO WCNOJHWA JEBATb BbICOKMX
“Oo" B "Ahl Mes amis" w3 "fovepu nonka" OoHuueTtri. Cpeau seTepaHos Bein Bac Oweldmc MoppWc, HOTOPBIA B ponK
BenMKoro MHKBWM3IWMTOPa B cueHe M3 "[oHa Kapno" orpaHMYeHHbIMKM CPEACTBaMKM NPOM3BEN CUIBHOE BNeYaTieHue.,

dnemrnr W 3nuHa Mapanya, BeAMKonenHo npoAsuBlwKe ceba B HolHewwem "Kasanepe po3wl”, Boinn Gonee caepmanHbl B
CBOMX BLICTYNAEHMAX 30€Ch, HO PAEMMHT, MCNONHKE apuio TpadmHn "Porgi, Amor" 13 "HMeuutebel durapo” - onepel, B KOTOPOH
oHa pefwTupoBana B METPONONMTEH, - NOKPLINA CBOM NMHWMKM TOHKMM NaKom; 310 BbIN0 TPAraTensHoe NpPOoLEHWE € PONbHD.
Hetpebko B oTpbieke W3 "Makbeta" M B NOTPACAKOWEM MCNoNHEHKMKM "Un bel di" M3 "Magam BatTepdasid” MywdnHm,
NpoAEMOHCTPMPOBana HoBbIl raybormidi TemBp CBOErD CONPaHO, KOTOPLIH Bonee YyBCTBUTENLHBLIA WHCTPYMEHT DNEMMHT TAK M
He npuobpén. Mpurtv Henge Bbina cama aganTMBHOCTL, GEMOHCTPMPYA CBOM OYapOBATENbHbIE AAPbl B [LOHWMUETTH W
FepwewHe. Ho KpucTui Ononaic He Boina ybegurensHa B ponu Tocku MyuumHK, a3 Ouvana Jampay, B3ABWKMCE 33 Buonetty
Bepaw (B gmuane nepeoro akta "Tpaewatel”), XOTA BOKaNbHO BGblNa. rAPMOKWMYHOW, B MHTEPNPETALUMK Bbifid HANOPKMCTON W
maHepHoi. (Cpegn MHOMMX Opyrvx NesuoB, BEICTYNMBLUKMX O0CTOMHO, Belav Credadn Bnait, Coiosed pam, BurTopuo Mpurono,
Jzemg Osnuenc n Mapuyw KeeyeHs).

OfHaKD OAHO 3BE3AHOE CONPAHO HE NENo, N0 KPaHHeH MEDE, BMMBYHD. BOKANbHBIMK HOMEDAMK NEPEMEMANWCE HECKONBKO
MHPOPMALMOHHEIX BMASOCHIMETOB O CTPOMTENLCTEE JIMHKOABH-LUEHTPA. OauH M3 HUX, OB BLACHAIOWMIA, KaK NHOCTPLI
MeTponoaMTeH-LEeHTPa NPMOBPENK CBOM NPUYYOAMBEIN GM3anH, Db WYTAMBBIM, HO BONBWWHCTBO APYrMX BbLIK CepBB3HBbIMM,
OguH 13 Hu Bein noceAwéH onepe Camwo3anA bapbepa "AHToHMA W Kneonarpa", KOTOpPaA B TOT NEpBbid BEYep NPeMbEepl, B
1966 rogy, Bbina Tak Me HOBa, KaK W Cam TeaTp, M KOTOpas BROCNEOCTEMW NOAYYKMNE (BO MHOTOM HECNpaBesMByHo)
KPMTHUECKYH TPABNHD, NOAABUBLUYID AYX KOMAO3MTOPA Ha BCH OCTABWYHOCA MM3Hb. "Cam!" —BocKAMKHyNa fleoHmaHa Mpakc B
OO0HOM M3 MHTEpBLH, BCNOMMHAA CBOK NHD0BL K- My3bike Bapbepa v ero nwboBb K BE BEAMKONENHOMY FOAOCY, KOTOPLIA Mbl
CMOFNKM YCABILWATE, NPaBAa, CAMWKOM HOPOTKO, B OTPLIBKE M3 TParM4eckol $uHanbHOM apuu Kneonatpel "fdaiite mue moi
MaHTHIO, HAOEHBETE MO0 HopoHy' . AyautopwAa Goina y e& Hor. 3a Heit B npAmom adupe nocheaoean xop MeTpononuTeH-
onepsl, MCNONHWBLUKMIA BONHY KWWY. My3siky (M3 AneKcaHapuMM —BOT HOBOCTR"), C KOTOPOM HauwiHaeTcA onepa bapbBepa. Muorue
MMEHa B nporpamme Bbink 0TMeYeHbl 3BEIA0UKAMMK, YTO O3HauYano "Byayuyo ponb B Metpononuter". Onepa BapBepa - wacTb
CNABHOMD NPOWAOrD, KOTOpOER MeTPoNoAMTEH DE3 CTECHEHWMA NPWHAN B 3TOM MMIHEYTBEPHAAIOWeEM CoDbITHK, - TOMeE
3ACNYMMBAET 3TOMD.
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