MAY - SEPTEMBER

WAGN E R N EWS

2017
2017

Wa g n e r N e w s i s p u b l i s h e d b y t h e TO R O N TO WA G N E R S O C I E T Y
TWS web site: www.torontowagner.org
E-mail: torontowagner@yahoo.com
ITT viewsNSIDE

Two views of one performance; Die
Meistersinger von Nürnberg in London
by Pierre Couture
by Richard and Susan Horner

page 2
page 3

Thoughts on COC’s Götterdämmerung and
its Ring
by Frances Henry
page5
Die Götterdämmerung in Toronto
by Hans-Jürgen Lötzerich

page 5

BURIED WITH HONOURS; Götz Friedrich
Ring at the Deutsche Oper by Richard Rosenman page 6
Parsifal, Secession style in Vienna
by Pierre Couture

page 8

Another stunning Claus Guth production; Die
Frau Ohne Schatten in Staatsoper Berlin
by Richard Rosenman

Wagner on Stage

page 10
page 12

TWS CALENDAR
Tuesday, May 16, 8 p.m.

ALEXANDER NEEF, in
question and answer
ALL MEETINGS AT
ARTS AND LETTERS CLUB
14 ELM STREET

MEMBERS WHO HAVE NOT PAID THEIR DUES FOR
2016/17 WILL RECEIVE THIS ISSUE WITH A RED DOT

2

Two views of one performance; Die Meistersinger von Nürnberg

Bryn Terfel, Hans Sachs and Antonio Pappano
Photos ; Pierre Couture

Pierre Couture
The Dane Kasper Holten made his farewell last March as The
Royal Opera’s Director of Opera with Wagner’s monumental
and comic opera, Die Meistersinger von Nürnberg. This most
popular Wagner opera, always a highly charged theatrical and
musical event, turned out to be a fitting farewell for this very
controversial director who somehow never managed to
conquer the hearts and minds of the Covent Garden public,
particularly in his previous productions of Guillaume Tell and
Eugene Onegin.
Also, a controversy continues to surround the opera itself
which, certainly an historic rallying cry for the Nazis with a
very strong nationalist undertone, also conveys a very
humanistic message by the Meistersingers. They show up
dressed in traditional, almost medieval, outfits and attempt to
transmit a nationalistic message to some of the younger
generation who attend the show on the stage in modern dress.
The huge great hall is a very impressive German traditional
wooden structure, geometrically designed to remind us of
different aspects of the German Art and the Meistersinger
rules. It is also adjustable enough to prepare us for the last
Act's song contest where we will witness a performance
within a performance. The beginning of Act 3 shows
simultaneously the stage and the back stage where Hans Sachs

and Walther are preparing for the contest. It is a very well
crafted theatre scene, and where also Beckmesser can be seen
backstage inquiring about what is being planned. This is,
unfortunately, the only time where fantasies and new ideas are
present, sadly missing during the first two Acts. Mind you, the
Act 1 scene showing the Meistersingers dining in what looks
like a private club with David and Magdelene acting as
servants, is more impressive and convincing than the previous
Covent Garden production where the Meistersingers were
running their business on a golf course.
Royal Opera musical director Antonio Pappano conducted this
long opera magnificently with all the nuances and subtleties
expected. There was so much clarity and lyricism, particularly
during the first and final acts, that it almost sounded Italian at
times. He was able to ignite a splendid poetic fire and
maintain a very musical, almost Mozartian, equilibrium
between the voices and the mass of sound, throughout the
various scenes.
Naturally it was the Hans Sachs of Bryn Terfel that the
London public waited for and, despite some vibrations in the
voice at the beginning and some obvious signs of light aging,
he delivered this very human character with his usual most
elegant and musical legato singing. He truly makes you
wonder why Eva just does not go for Hans Sachs instead of
the obviously far less physically attractive figure of Gwyn
Hughes Jones's Walther.
Eva was sung by a newcomer, American soprano Rachel
Willis-Sorenson, who made her Royal Opera debut as the
Feldmarshallin in Rosenkavalier in January, sharing the role
with retiring Renée Fleming - not a favorite artist of mine. I
purposely chose to book a performance with this rising star
and was so very much pleased to have done so. She is gifted
with an excess youthful energy, a rich tone, and a very
expressive voice that is well focused. Her singing was at times
very reminiscent of the legendary Tiana Lemnitz.
Johannes Martin Kränzle repeated his unique MET and
Glyndebourne performances as a fantastic and entertaining
Beckmesser making his character more amusing than usual.
Gwyn Hughes Jones, though not an attractive Walther,
managed to project his character very well with his bright
tenor voice, even if he sometimes lacks lyricism. The always
reliable Stephen Milling gave us a very respectful Pogner.
All in all, a great Wagner evening where the music triumphs
over some directorial weaknesses.
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at the Royal Opera House; April 2017. Kasper Holten’s swan song!

Richard and Susan Horner
Walther von Stolzing when arriving in Covent Garden’s
Nürnberg would have been well advised to have followed
Groucho Marx’s maxim “I refuse to join any club that would
have me as a member”. Sporting a mullet hair style, rock band
T-shirt under his tailcoat, sunglasses and backpack he enters a
gentlemen’s club, but four and a half hours later rather than
carrying off his intended Eva Pogner he is left standing at the
altar.
Although Act I seems to be set in a gentlemen’s club it is not to
paraphrase David Hare in his play Skylight, what is politely
called a ‘men’s interest” club. It would appear to have more in
common with the nearby United Grand Lodge of England’s
Freemasons’ Hall, which has been there since the late
eighteenth century. When the Mastersingers arrive, they are
wearing light blue masonic aprons together with formal attire.
The design of the club evoked the Bauhaus school. The
opening choral piece is performed on a tiered terrace as a
choral practice conducted by the company’s chorus master, who
discusses the finer points of the work with Hans Sachs. When
entering the club, Walther is required to put on a tie provided
by one of the plethora of serving staff. David and Magdalene,
who are wearing Masters green jackets with an embroidered
emblem on the breast pocket, seem to be the senior staff at the
club. One wonders how they fit in their club duties with their
respective responsibilities at the Hans Sachs and Pogner
households.
All the Mastersingers except for Hans Sachs, Beckmesser and
Pogner arrive with lady escorts, who look as if they are high
maintenance ‘ladies who lunch”. The ladies are shown off stage
to a side room whilst the gentlemen have dinner followed by

cigars. Beckmesser seems to either be teetotal or not partaking
of the club’s fine wine this evening and brings his own
beverage. A large bronze half trophy is situated on the stairs
into the club and Eva is seated in it whilst her father expounds
his plans for the trophy bride. There are several incidents
during and after dinner – a mastersinger choking on his food,
another falling off his chair and Hans Sachs nudges one awake
as he succumbs to a post-prandial nap.
Act 2’s set is basically the same as the first act, but now the
entrance portals and half trophy are off kilter. One or two of the
dining tables are still present, as is the marker’s lectern. After
Hans Sachs asks for his last to be brought outside, he pushes
back the table cloth on a dining table to work on Beckmesser’s
new shoes. Hans Sachs presumably is unaware that it is bad
luck to put new shoes on a table. Is this why he is unlucky in
his feelings for Eva? The reference to a humid night is enforced
by the wiping of brows. However, one started to doubt if the
action was taking place outside. Perhaps it was a dream (or
nightmare) of Hans Sachs. If so, why was Beckmesser sporting
a shiner in Act 3? When Walther enters, he scrawls “Kinder,
schafft Neues!” (Children, create something New!) on a wall.
The sides of the set move together to create a partially hidden
space where Walther and Eva can laugh at Beckmesser wooing
Eva/Magdalene, whilst they munch on apples. Beckmesser,
who seems to be wearing a flower arrangement on his head,
plays a harpsichord to accompany his song. As if to emphasize
the surreal scene that is about to unfold, he removes the inside
of the harpsichord to continue his serenade. The night
watchman is a cloven-footed satyr – in the photograph it is
standing on the left in front of the remains of Walther’s scrawl.
In keeping with its presence, the riot is a bacchanalian Mardi
Gras carnival. It might be a scene from a men’s interest club of
which the libertine French politician DSK was a member.

4
Front and centre of this lurid dream are the Mastersingers’
escorts who now look as if they have been walking the streets
for a living.
The first scene of Act 3 is the back of the set which is slowly
revolving. A small part is shown in the photograph of Hans
Sachs, Eva, and Walther. Are we being prepared to view the
staged managed second scene as mere political rhetoric?
Racks of fine cloaks for the Mastersingers to wear in that
scene are ready to be donned. Amongst the back-stage items
are the water cooler, fire extinguisher and some trunks. Out of
one, Hans Sachs extracts some family mementoes; putting on
a ring (presumably his wedding ring) and kissing a teddy bear.
He keeps referring to the previous evening as a stag night,
which seems odd as Eva has yet to be awarded to the prize
winner. David, Beckmesser and the occasional mastersinger
come on in casual attire. The backstage crew are seen
preparing for the staged event.
Thanks to the slow revolve, by the end of the first scene we
have returned to a set like Act 1. David and Magdalena are the
stage managers for the political spectacle, wearing headsets
and holding clipboards. The chorus with many in evening
attire, are positioned on tiered terraces either side of the
entrance. The Mastersingers are now wearing those fine
garments together with large square hats which reminded one
of those worn by certain Wisconsin sports fans. The half
trophy now contains a veiled Eva. The harpsichord is situated
on a large pedestal in the front of the stage. After Beckmesser
attempts the prize song and is mocked, his fine cloak and
chains of office are removed and he stands at the side in his
undershirt. The photograph shows Beckmesser on the left with

David. His fellow stage manager Magdalena is on the extreme
right. When Walther succeeds in gaining the approval of the
chorus and Mastersingers for his rendition of the prize song
but turns down admission to the club, it is met with some fist
pumping by a jubilant Eva. As Hans Sachs launches into his
political speech warning of foreign rule and asking what is
German and true, Walther slowly is absorbed by the rhetoric
to the extent that when Eva tries to tear him away he puts up
his hand for her not to disturb him. When the indoctrinated
Walther accepts club membership he is adorned in
Beckmesser’s cloak and receives many chains of office. Eva
finds this unacceptable and walks up the stairs to leave the
club. She gives one last look back as Walther is absorbed by
the praise from his fellow club members.
Antonio Pappano superbly conducted the musical forces. His
clothes often seem drenched by the end of the evening so we
now refer to the effects upon our attire of a particularly
engaging operatic performance as “suffering from a
Pappano!” Bryn Terfel and Gwyn Hughes Jones were Hans
Sachs and Walther, which they had also sung in 2010 for
Welsh National Opera. Despite the occasional strained higher
notes, Bryn Terfel was moving as Sachs until he turns into a
politician. We could not recall Gwyn Hughes Jones as singing
so wonderfully in 2010. Rachel Willis-Sørensen as Eva led the
Act 3 quintet to great effect. Johannes Martin Kränzle as
Beckmesser evoked our sympathy at the end – much as on
another evening Tamsin Greig did as Malvolia in Twelfth
Night. The production was Kasper Holten’s swansong as
director of opera at Covent Garden. Although at times we
were befuddled, we believe that his productions always reflect
deep innovative thought about the work.

Bryn Terfel, Hans Sachs
Rachel Willis-Sorensen
Eva;
Gwyn Hughes Jones,
Walther von Stolzing

Photos; Clive Barda
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Die Götterdämmerung in Toronto:
Hans-Jürgen Lötzerich, Kassel Wagner Society, Germany

Thoughts on the COC’s
Götterdammerung and its Ring revival
Frances Henry

With Götterdämmerung, the COC has come to the end of its
revival of their three productions of the Ring of the Nibelungen.
This was a worthy enterprise that received much critical and
public acclaim and demonstrated that this company now has
the ability to reach international standards of opera production.
Many in the opera world believe that an opera company has not
reached adulthood without a Ring in its list of credits! Above
all, this iteration of the Ring powerfully confirmed that the
COC now has the ability to attract first class international
singers. As well, its fine tuned orchestra under the direction of
Johannes Debus can hold its own with major Wagnerian
standards. This, despite the fact that it was the first time that
Debus had conducted a Ring which made his impressive
handling of the orchestra and the complexity of the score all the
more noteworthy.
I would love to be able to cite more impressive achievements
but alas cannot do so. As much as I admire, love and respect
Wagner's operas, I know only too well that they cannot be done
justice without good, interesting, provocative or even 'ugly'
direction and design. That is the basic meaning of the
'Gesamtkunstwerk' philosophy of Richard Wagner in which the
dramatic and scenic elements carry equal - or perhaps almost
equal - weight to the music and singing. I believe that the COC
should have developed new direction and design for their
recent Ring at least for Die Walküre and Götterdämmerung. It
is interesting to note that Rheingold was not even included in
this revival perhaps because the original production was
basically sophomoric and could not bear repeating! The best
staged and designed production for me was Siegfried but it
seemed to me that director Francois Girard did a fair amount of
tweaking of the original direction. He should have been tasked
with directing the entire Ring but no doubt time, scheduling and
financial constraints made that impossible. I also understand
that was the same reason for reviving the old productions in the
hope that the great casting especially of principal roles would
make the venture more feasible or acceptable. Nevertheless, I
cannot really fully praise Götterdämmerung because the
dramatic and scenic elements were uninteresting and the stage
only came to light and life with the magnificence of the cast
led by a spectacular Brünnhilde in Christine Goerke, a good
Siegfried (Andreas Schager), an expressively dark Hagen (Ain
Anger), a very moving Waltraute (Karen Cargill) and even a
soft emotional Gunter (Martin Gantner), a role that is rarely
highlighted. Johannes Debus and his orchestra, despite a few
brass blips, played with heart, soul and passion.

During my visit to Toronto on Feb. 2, this year, I saw the
Canadian Opera Company's production of Die
Götterdämmerung in their relatively new opera house.
The singers cast in this production were outstanding.
Andreas Schager who is now appearing in many opera
houses and has little competition sang a strong, lyrical and
heroic Siegfried.
At his side in this Canadian production was Christine
Goerke in her debut as Brünnhilde. She has an extremely
large and powerful voice, which managed all the hurdles
in this diffiuclt role with a warm, full and expressive
voice, albeit with a strong vibrato. Its highpoint was the
Act 2 where her strong vibrato bothered me less
particularly in the face of her strong dramatic force. These
two singers have been cast as Siegfried and Brünnhilde in
the next Bayreuth Ring. The same kind of vocal heights
were reached by Estonian Ain Anger whose black bass
illuminated all facets of this comples role. Surely, he is
one of the best Hagens of our time. Also breathtaking was
the Waltraute of Scottish soprano Karen Cargill whose
wonderful voice endowed this scene with special
expression. The Günter of Martin Gantner added his
mellifluous baritone seamlessly into this great ensemble.
Only the Gutrune of Ileana Montal Betti fell slightly. Her
voice sound a bit thin alongside all the other high
characters. Norns, Alberich and Rhine daughters, all
blended well into this high level performance.
The orchestra was under the direction of Johannes Debus
who used to be first kappelmeister at the Frankfurt opera.
This is the first time he has conducted this piece and did it
very well even though there were a few horn problems.
Occasionally the orchestra played too loud and
overshadowed the singers on the stage. This was,
however, also brought about by the unfavourable
acoustical set design which did not send the sound to the
audience but contained it within the stage. This led to a
poor sound in an opera house otherwise acclaimed for its
good acoustics. This set should have been revised after its
first performance some years ago which would have
greatly benefited the great voices.
Later I was introduced to Johannes Debus who told me
that he is very happy to be chief conductor at the Canadian
Opera company. The working conditions here are
incomparable and here he has
a vocal ensemble to direct which would be the envy of
Bayreuth. However, he has future plans to work at his
former site in Frankfurt as a guest director.
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BURIED WITH HONOURS,
Götz Friedrich Ring at Deutsche
Oper Berlin Richard Rosenman
The Götz Friedrich Ring, so identified by the name of its
director, was staged in Berlin in 1984, in a city divided by two
enemy powers. It was a child of its age. Now it is a relic of
another age and thus treated accordingly, its inconsistencies
and its frequent illogic accepted, ignored, tolerated.
The concerns of then are not the concerns of today and the
preoccupations that gave birth to it have no meaning for us
today and are not overriding as then.
It is meant to be a post-catastrophe world, destroyed and not Stuart Skelton, Siegmund; Evelyn Herlitzius, Brünnhilde
livable on the earth’s surface. The staging, supposedly,
represents a “time tunnel”, the gods’ emergency exit after a
nuclear cataclysm; supposedly, because one has to read the
interpretation to understand it all, an interpretation that has to
be fed to us and is not obvious. This is not one of these that
asks more questions than the answers it provides - there is
only one question and it can be ignored.
When need be, this production unceremoniously ignores the
central premise of this mise en scene and inserts what is
needed, or called for, by Wagner’s own instructions, as the
Forest Scene in Siegfried, or the Nothung tree and the open
portal to sunshine, or the frequent need to set up walls to
isolate the action from the ever present coffers, even if no sky
or even intimation of sun is provided for to sing to, or the
waters for the Rheinmaidens.
It was easy to accept an erroneous impression, given the often
dismissive comments about the “Ring In The Tunnel”,
painting a dark, claustrophobic atmosphere. These comments
caused my reluctance to experience it personally in the past
Die Walküre; Wotan, Iain Paterson
until this, the last chance. To counter these insinuations it is
fair to praise it right from the beginning, for the brilliant use of
lighting and the rich colours that belie the grayness of the
walls and clothes.
And, above all, to praise the gathering of great voices and the
great acting.
Some singers began inauspiciously to give later a brilliant
account of themselves, as in the case of Fricka,-Daniela
Sindram, later extraordinarily good as Waltraute (also the 2nd
Norn) and especially Evelyn Herlitzius, in her role as
Brünnhilde who gave the most cause for concern only to more
than vindicate herself, giving a memorable account in
Götterdämmerung.
Others have shined from the first moment to go from one
brilliant account to another. Among them are Siegmund- Stuart
Skelton and Sieglinde- Eva-Maria Westbroek, Siegfried Stefan Vinke and Erda- Ronnita Miller, a fabulous mezzo who
debuted in this role in San Francisco, 2010. The wonderful
fact was that these were in majority.
Then there were those who never found themselves or who
never had anything to find, like the Wanderer- Samuel Youn,
monochromatic, stiff and uncomfortable, and the unfortunate

Evelyn Herlitzius

Stefan Vinke

Eva-Maria Westbroek
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Gutrune- Ricarda Merbeth, who also gave us a very
disappointing Brünnhilde in Siegfried, thankfully a short role.

make any judgements based on their reaction. A large part of
the public were opera fans from several European countries,
pampered, feted and fed, bussed in from hotels by their
hundreds. This grateful audience, appreciative and overall
uncritical and non-judgemental, was happy to just be there, a
part of the scene.
It was for them that Siegfried followed on the heels of Die
Walküre, without a day’s rest and we had to have two
Brünnhildes, one good and one bad.
Donald Runicles conducted.

A fourth category is a ‘pleasant surprise’, when a last moment
replacement unknown to one turns out to give a good, even
brilliant account. Here it was so, Derek Welton surprising me
with the beauty of his voice notwithstanding some fading in
the low register.
To say more about those praiseworthy, Skelton’s Siegmund in
full voice, powerful though occasionally indisciplined. While
his recent multiple Tristans were contemplative and measured,
here, as called for, he showed the right temperament. His
acting is a splendid example of when direction takes over.
Acting, singing and music at the same level. He is the first
Siegmund in my memory who did not compete with the length
of the sustained famous note. The only criticism is that he
looked like a big, overweight boy in short pants.
Eva-Maria Westbroek was her usual self, energetic delivery
where personality excuses the occasional excesses. She sang
mindless of perils, not subtle, rather overwhelming. She
earned bigger ovation than Herlitzius.
And then Evelyn Herlitzius. In her first appearance in Die
Walküre she disappoints. Full of nervous energy, high pitched.
Too girlish in size and voice, no authority when needed. But
her brilliant singing in Götterdämmerung was only more
striking after this hiccup. She was overwhelming, totally
communicating the tumultuous state of mind of this character.
She convinced the most reluctant and the applause and
ovations lasted a long while.
Stefan Vinke made Siegfried young and athletic again. He
reminded me of young Siegfried Jerusalem, in body language,
voice and delivery, though at times, unfortunately, also of the
older Jerusalem in some fadeouts in low and slow passages.

For the sentimental of us, during Siegfried’s intermission,
Karan Armstrong, Hanna Schwarz and Matti Salminen were
signing and chatting. Some aged less than others.
Karan Armstrong was, here in Berlin, at home - she is the
widow of Götz Friedrich, the director of the Ring we just have
seen. Some of us remember her as the guest of Toronto
Wagner Society in 2002.
As this Ring is put to rest we are told that the next will be
directed by Stefan Herheim.

Knowledgeable European audiences are vocal in expressing
their likes and dislikes on one hand and in their appreciation of
the quality of singing on the other. Here it was difficult to

Eva-Maria Westbroek, Sieglinde; Stuart Skelton, Siegmund!

“Heil dir, Sonne! Heil dir Licht! What sun? What light?
Siegfried, Stefan Vinke; Brünnhilde, Ricarda Merbeth

!

!

Photos: Bettina Stöss
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The Latvian director Alvis Hermanis, in charge of the new
Parsifal production at the Vienna State Opera which opened on
Thursday the 30th March 2017, is setting the action into an
experimental psychiatric hospital for lightly mentally ill
patients during the dying days of the Habsburg monarchy, just
prior to the outbreak of World War I. In the Otto Wagner
psychiatric asylum, Gurnemanz and Klingsor are the
researching physicians. The human brain, shown on the stage in
various forms and sizes, appears to be their main focus of
research. Ultimately, during the transfiguration scene, a goldenhoused illuminated adult-sized brain represents the Holy Grail
as a somewhat problematic human mind in a discarded brain.
This additional perspective - after all we are in the cultural
focus of Vienna, the city of Freud, possibly at the border of the
psyche - allows Hermanis to develop a very spiritual, almost
religious experience throughout some of the most beautiful
musical moments of operatic history. The most profound
themes of salvation, redemption, compassion and healing are
all developed by this director, who is fairly new to opera.
I have always been fascinated by this period in history when
this city was a laboratory for modernity, experimentation for
scientists, and an intellectual centre where the streets and cafés
provided this intensity suitable for the brotherhood of knights
working in search of the Grail. Through different levels of
consciousness, very much like Kundry, Amfortas, Gurnemanz
and Parsifal, we all function at various stages of awareness and
enlightenment in our pursuit of the Truth. Because of the
complications, irrationalities and vicissitudes of modern life
that may block our spirits, Hermanis introduces us to a Parsifal
whose consciousness has not been affected by these handicaps.
That is how I perceived this production. The connection to this
mind cleansing experience without blood - with the exception
of a few stains on Amfortas's costume as a result of a surgically
inflicted hole drilled by Klingsor through his head - is contrary
to the recent Parsifal productions at the MET, London and
Bayreuth.
Sure enough, this fairly conservative production did not get
booed at all, contrary to maestro Bychkov who received

PARSIFAL Secession style,
in Vienna
Pierre Couture
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thunderous boos - and some bravos - at the very end of the
performance. Bychkov has produced some very fine Wagnerian
conducting in Vienna in the past but his Parsifal sounded too
"raw" for part of this Viennese audience - either too slow or too
fast with some bombastic tempos - and was lacking the nuances
and subtleties they had previously admired with Levine, Petrenko
and Thielemann.
René Pape and Gerald Finley were superb in their roles. Gerald
Finley is an enormously convincing singing actor who gives his
Amfortas character a rich intimate tone and timbre which convey
the pain so movingly with all the vocal dynamics. His quality
singing was certainly aided by the marvelous acoustics of the
Vienna State Opera. And what a luxury to welcome René Pape as
a replacement for Hans-Peter König who canceled just a few days
before opening night. Papé sang the first two performances with
his usual authority, vocal magnanimity and sense of compassion
inherent to the role.
Nina Stemme, at her second performance singing the part, plays a
very schizophrenic character and she is certainly on her way to
become THE Kundry of our generation with her usual big
Wagnerian voice, high notes, gorgeous and rich low notes. For
most of the evening, in the title role, Christopher Ventris sang
well with a beautiful tone albeit somewhat bland at times, but
showed straining signs in the last act. Not particularly known for
his high notes - and certainly not aided by Bychkov in the buildup
to "Amfortas, Die Wunde.." - this heroic turning point in Act 2 fell
totally uninspiring and not eventful. The second act duet, possibly
because of this particular staging, did not have the usual passion
and chemistry encountered between Parsifal and Kundry.
The audience followed Wagner's directions concerning "no
applause" and silence after the first act; a leaflet inserted into the
programme had advised the audience to respect the composer's
wish.

PHOTOS; Michael Pöhn; Wiener Staatsoper
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ANOTHER STUNNING PRODUCTION FROM CLAUS GUTH;
DIE FRAU OHNE SCHATTEN AT THE STAATSOPER UNTER DEN
LINDEN Richard Rosenman

Die Kaiserin, Camilla Nylund

Die Frau Ohne Schatten presented first in 1919 can still
shock. Perhaps because of this it did not have a good
reception then despite the presence in the main roles of
the legendary Maria Jeritza and Lotte Lehmann.
Last April, 2016, within the Strauss Festival at the
Berlin Deutsche Oper, I have singled out the Claus
Guth’s directed Salome out of the five Strauss works
presented, for it being the most thought provoking and
denying the obvious.
This April, 2017, at the Berlin’s Staatsoper Unter den
Linden, now at the Schiller Theater, Claus Guth did it
again through its sheer inventiveness, the alternative
concept for this work which for some is a complex fairy
tale and for others a case of dream interpretation and as
such freed from conventions and restrictions of reality.
While Hofmannstahl took many liberties with logic and
convention, Claus Guth here takes it even further into
this territory though never abandoning the perverted
logic of the Hofmannstahl original. The symbolic
libretto lends itself to a wealth of interpretations and
Guth felt free to indulge in a psychological thriller.
In total silence we find the Empress a patient in bed in a
psychiatric clinic and the music starts when she begins
to dream or to have a nightmare, a nightmare from
which she eventually wakes up back to the everyday
routine. It opens and closes with the Empress in bed and
all is enclosed in that frame. It also means that we are
denied the happy ending of the original, the good

imposing itself upon evil, the good rewarded, the evil
punished. The Shadow, the subject of the story, is given
its due importance in this production as never before, its
presence overwhelmingly more obvious than its vaunted
absence. The lighting deliberately exaggerates the size
of shade cast on the stage’s walls. Masks of grey falcons
and white gazelles in and out, or stay for a while.
The stage is populated by fantastical creatures, beyond
the written-in Keikobad- unicorns, animal headed adults
and children, adults with grown wings, black for
mischief or evil, that cast gigantic, ominous shadows on
the walls around the Empress cowering in her everpresent clinical bed.
MICHAELA SCHUSTER, the Nurse, wisely contrasted
with the passivity of the Empress, very macchiavellic
and evil, aggressively sang and acted in stark contrast
and counterweight to the gentle and subdued Empress.
Schuster, the only veteran of the three previous runs of
this production has developed an effortless athletic and
truly malevolent image.
CAMILLA NYLUND, the Empress, with the most
disciplined voice among the three women, was also the
most convincing in her role with her lyric soprano. She
surpasses herself in the beauty of her sound in the last
act.Present on stage through almost the entire action, a
cowering, unwilling witness to all the implied violence.
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The legendary couple, The Dyer and Dyer’s Wife, are
WOLFGANG KOCH and IRENE THÉORIN.
Koch, whose take on this role I have seen before makes
it look easy and comfortable and is entirely convincing
as the mate of a difficult spouse. With a rich dramatic
bass-baritone he may show some tiredness as compared
to his Munich role, but, nevertheless, he has become
the Barak for me.
IRENE THEORIN is properly aggressive and tireless.
You can see her as the alter ego of the Empress. Her
powerful soprano at times produced a shriek - there
were moments of a competition between the orchestra
and the singer.

Die Kaiserin and the SHADOWS

BURKHARD FRITZ, the Emperor, distinguished by
clarity of delivery. His extended solo in Act 2, was easy
and comfortable in his upper range. He was the natural
choice to take over this role when Johan Botha
tragically died.
ZUBIN MEHTA, 80 years old and showing it but still in
command if not control. His reception was somewhat
subdued but the audience greeted him with affection.
Outstanding were the cello and violin solos, especially
so in the confines of this small theatre.
The richness of detail of this presentation was such that
it would require several viewings to register them all. It
could not have been, unfortunately, even for the most
determined since there were only three showings.

Die Kaiserin and nightmares

Baraks Frau, Irene Theorin; Die Amme, Michaela Schuster; Barak, Wolfgang Koch, in Act 3

PHOTOS; Hans Jörg Michel
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opera companies via:www.operabase.com

Die Feen
Kosice; May 26 - June 10
Rienzi
Budapest; June 19

Dusseldorf; June 23 - July 16
NP
Die Walküre
Nothington; June 29 - July 15
CP

Der fliegende Holländer
Berlin, DO; May 16 - June 10
Vilnius; May 17
Minsk; May 18
Barcelona; May 18 - 28
Tallin; May 19
Hagen; May 19 - JUly 13
Hannover; May 19 - June 18
Dusseldorf; May 20 - 25
Frankfurt; May 20 - June 10
Ekaterinburg; May 27
Lubeck; June 9 - July 9
Halle; June 21
Heidenheim; July 7 - 28
Regensburg; July 15
Lohengrin
Krefeld; May 20 - July 2
Prague; June 8 - 17
St. Etienne; June 9 - 13
Zurich; July 4 - 16
Erl; July 8 - 29
Tannhäuser
Munich; May 21 - 28
Riga; May 23 - June 15
Darmstad; May 25 - June 15
Meiningen; May 26 - June3
Saarbrucken; June 4 - 30
Moscow; June 14
Munich; July 9
Das Rheingold
Baden-Baden; June 3
CP

NP

Siegfried
Tokyo; June 1 - 17
The Ring
Stockholm; May 17 - 24
Vienna; May 20
Nürnberg; May 23 - June 7
Wiesbaden;
May 23
Budapest; June 15
Kiel; June 27
Leipzig; June 28
Erl; July 13
Bayreuth; July 29
Die Meistersinger
Detmold; May 20
Meiningen; June 11
Bayreuth; July 25
Tristan
Minsk; May 15
Passau; May 21 - 25
Gelsenkirchen; June 4
Longborough; June 8 - 14
Parsifal
Mannheim; June 4 - 15
Bremen; June 5
Budapest; June 8 - 21
Sofia; July 4 - 10

CP - Concert performance
NP - New production

NP

Please renew
your TWS
membership for
2017-2018.
Mail to:
TORONTOWAGNER
SOCIETY
Richard Horner, Treasurer
197 Northwood Drive
North York, Ontario M2M 2K5
TWS 2011-2012
Executive contact numbers
Chair:
Frances Henry:416-203 7555
franceshenry@sympatico.ca
Vice-chair
Barry Hood: 416-484 1493
barryjhood5@gmail.com
Secretary:
Edward Brain: 905-274 4951
wotanbrain@hotmail.com
Treasurer:
Richard Horner:416-226 2302
tristundisold@gmail.com
Members:
Jim Warrington416-932 9659
jwarring@rogers.com
Jacky Finch 416-366 1995
jackyfinch@sympatico.ca
Thomas Burton 416-529 5883
thomas.burton@rogers.com
Editor-Wagner News:
Richard Rosenman:
416-9242483
rosenman@rogers.com

