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CHAPTER I 

THE 'MET' 

From its beginning, spectacle has always played an important role 

in theatrical performances. Many productions of antiquity used 

mechanical devices which aided in either changing the scene or the 

creation of illusory effects. Machinery on stage has helped to create 

the illusions of raging sea battles, crumbling palaces, descending gods, 

rolling waves, moving clouds, and many other spectacular events 

required by the plays. These machines have become an integral part of 

the theatre, past and present. 

The principles of the earlier mechanical systems have all 

contributed to the evolution of modern day stage machinery. For 

instance, the flying machines of the Renaissance court masque, and 

the deus ex machina of the Greek theatre have influenced the 

development of today's counterweighted and spotline flying systems. 

The eccyclema of ancient Greece--a rolling platform with a revolving 

center--has evolved into the turntable and stagewagon that is 

presently used in larger theatrical houses. The angled wings, shutters, 

and flat wings of Renaissance origin are still employed in today's 

stagecraft techniques, as well as the ever present painted backdrop. 

As the centuries passed physical theatre facillties, both here 

and abroad, undoubtedly became inore sophisticated in their mechanical 

capabilities. Support from State and City governments account for many 

fine theatre spaces in Europe. Some of the state supported facilities 

are quite large and many of them are very well equipped with machinery 

to aid in changing scenery. 

In imitation of these fine European theatres, one of New York's 

oldest opera companies, the Metropolitan Opera Association, in 1966, 

opened Its new doors and joined the state theatres of Europe to become 

1 



one of the world's most extensively equipped theatre facilities. 

The Metropolitan's audience had first enjoyed opera at the 

Acadeniy of Music which was built in 1853. This house located on 

Fourteenth Street had only nine operatic boxes which, in the 

beginning, were enough for the established socially elite. However, 

with the new fortunes rooted in railroading, banking and real estate, 

these few boxes would not serve the new rising aristocracy. In 

1883 the Metropolitan Opera Association acquired a new home under 

the direction of Mrs. William H. Vanderbilt, because she was 

refused a particular partarre box at the Academy, and because there 

was a need for a newer building with a larger house and a larger 

stage. The opening of this new opera house ushered in an exciting 

era in world operatic history. The aim of its founders was to bring to 

the New World, in an organized way, opera that was artistically 

comparable to that presented in the capitals of Europe. Not only was 

singing important to the founders, but all other aspects of the opera, 

including scenic design. The new Met boasted the largest auditorium in 

the world, seating 3,600 audience members, including 122 operatic boxes 

which were reserved for the new generation of the socially elite. 

During the new Met's existence the house underwent many changes to keep 

abreast of the times. Unfortunately, the need for a facility became 

apparent in the 1950's as it was discovered that the old ". . . had a 

backstage area quite insufficient to the purposes of presenting opera 

in a technically up-to-date way." This led Rudolf Bing (General 

Manager of the Met 1959-1972) and his staff to develop a list of what 

was needed in order to develop a first-rate producing opera house. 

Bing worked through Herman Krawitz who was the Met's business 

administrator at that time, and the architect Wallace K. Harrison, to 

build an opera house which could supply, in America, the finest of 

operatic tradition and artistry. The old Met located on Fortieth and 

Broadway gave way in 1966 to the present facility located at the Lincoln 

p. 50. 
Conrad L. Osborne, "The New Met," High Fidelity, September 1966, 



Center for the Performing Arts. 

Many long years of planning and construction took place before the 

new house opened its doors to the public on the night of September 16, 

1966 with the premiere showing of Samuel Barber's Antony and Cleopatra. 

Franco Zeffirelli was employed to direct and design this production 

for the opening, and it ". . . became one of the most lavishly expensive 
2 

productions ever done at the Met." There were many complicated sets 

calling ". . . for everything from a queen's barge floating down the 
3 

Nile to a sea battle of epic proportions." 

Durlng its initial ten years in the new house, the Met spent 

millions of dollars for scenery created by prominent designers from 

all over the world. The Metropolitan Opera's stage offers a challenge 

for even the most imaginative designer. As an article in the September 

1966 issue of Architectural Record states: "While most of the 

mechanical devices in use at the Met can be found in one or another of 

the European opera houses, the Met has them all, so the potential of 

exciting theatrical effects on the grandest scale is there to challenge 

scenic designers and Met technicians." 

Because of its high artistic standards, "The Metropolitan commands 

the largest audience for the longest season of any opera company in the 
5 

country." As Rudolph Bing said in a letter to the management March 24, 

1952, "The Metropolitan Opera will be judged by future critics on its 

artistic merits. . . " , merits which are maintained by employing the 

best designers and artists. Designers such as Ming Cho Lee, Gunther 

p 
Rîlph G. Martin, Lincoln Center for the Performing Arts 

(Englewood Cliffs, New Jersey: Prentice-Hall Inc, 1971), p. 132. 

^lbid. 

"Met's Amazing Stage," Architectural Record, September 1966, 
p. 156. 

^lbid. 

^Sir Rudolf Bing, 5000 Niqhts at the Qpera (Garden City, New 
York: Doubleday & Company. Inc. 1972), p. 317. 
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Schneider-Siemssen, Robert O'Hearn, John Piper, Cecil Beaton, Eugene 

Berman, and Boris Aronson, to name only a few, have designed at the 

New Met. With these internationally known artists designing at the Met 

many innovations have evolved in design practices. New techniques in 

opera staging have been employed, and new stylistic approaches 

initiated. No study of the Metropolitan's scenic designs has been 

published which has truly contributed to the field of international 

theatrical design. 

The nature of the opera as an art has proposed difficult problems 

for designers in terms of requirements for each production: many 

different sets are often needed for one opera or even one act. The 

machinery in the Met's new facility at Lincoln Center has 

allowed designers a greater flexibility in solving any difficulties in 

designing opera. The Metropolitan Opera stage offers a scenic designer 

almost limitless facilities to encourage imaginative and creative 

solutions to design problems. 

For students of design to study these immense works of art would 

prove to be a valuable learning experience. Therefore, the purpose 

of this study is twofold. First, to present a selective pictorial 

history of the first ten years of stage design produced at the New 

Metropolitan Opera House. Second, to analyze a limited number of those 

designs to determine any original and unique solutions made possible 

by this extraordinary facility. 

The first purpose will be achieved by finding and photographing 

original renderings, photographs, or color transparencies of each 

production and organizing them chronologically. The second purpose 

will require an analysis of the realization of each setting in 

accordance with the mechanical and electrical systems of the Met stage 

as can be derived from the investigation of available floor plans, 

working drawings, renderings, and photographs. This analysis will be 

limited to one newly commissioned production from each season of the 

ten-year period. 

Thls book will be divided into four chapters. This chapter 

(Chapter I) will be an introduction to the problem and will present 

some background information on the planning and construction of the 



New Met, including the technical data and photographs of the stage 

facility. Chapter II will present a chronology of the productions 

performed at the New Met presenting certain information about each 

production: benefactor, designers, principal singers, composers, 

and initial production date. A number of selected photographs from 

each production in the ten year period will be included. The next 

(Chapter III) will analyze ten of the new productions in order to 

determine how they used the stage facilities. A short biography of 

each designer will be presented along with the discussions. The last 

(Chapter IV) will review the overall use of the facilities and state 

conclusions as to what original and unique design solutions were made 

possible by this extraordinary facility. Also, these design solutions 

might determine what conventions or stylistic approaches were favored 

by the various designers. 



Fig. 1. Front of Metropolitan Opera facility 
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Fig. 2. Lobby área and grand staircase 



Definition of Terms 

Many. terms used throughout the text are terms commonly used by 

scene designers, lighting designers, technical directors and students 

of theatre. They include: 

Design Elements 

Color - "The sensation resulting from stimulation of the retina 

of the eye by light waves of certain lengths." This 

is a wery important element of design because of its 

effect on the final product. There are three variables 

which are associated with color. They are hue, chroma 

and value. Hue is the specific color; chroma is the 

purity of the color; and value deals with the black to 

white relationship of the color. 

Light - Light in this sense deals with a set of four qualities: 

intensity, color, form, and movement, and four functions 

which are visibility, revelation of form, composition, and 

mood. This element of design is a very important aspect 

because it shows the form, color, line, measure, 

visuality, naturalism, composition, mood, position, and 

texture of the design. 

Line - Line is an element of design that appears either straight 

or curved which creates a shape when enclosing a space. 

A line is generally long and thin in character, but it can 

also be defined as a leadline where "... the eye . . . 
o 

follows a sequence of forms in a composition." 

David B. Guralnik, Webster's New World Dictionary of the 
American Language (New York: The World Publishing Company, 1970) 
p. 280. 

\ . Oren Parker, Harvey K. Smith, Scene Design and Stage Lighting 
(New York: Holt, Rinehart and Winston, Inc, 1974) p. 48, 
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Measure - The dimension of a shape is its measure. Measure not 

only deals with the weight, depth, and height, but also 

the relationship of sizes between themselves. The spaces 

that appear between shapes in a composition are also 

subject to this element. 

Position - The relationship of the size and shape in a composition 

is affected by the position. "Position brings two things 
9 

to composition, direction and attitude." 

Shape - Shape is a space which is enclosed by a line and is two-

dimensional in form. 

Textural Qualities - The textural qualities of each surface that 

are used to promote the theme of a play may not be 

represented through the use of real surfaces in the 

rendering but can be a simulated representation through 

the style of painting. 

Backstage Masking Devices 

House Curtain - The House Curtain is generally the second curtain, 

which hangs behind the grand drape, and is as high as the 

proscenium opening. It may be made of heavy, or 

relatively heavy, material which is 50%-100% in fullness 

and can be either traveled or flown. The grand drape and 

house curtain are often made of the same material. 

Act Curtain - The act curtain is used at the beginning or end of 

an act. This curtain may travel or be used as a tab 

curtain. 

Scene Curtain - A scene Curtain is used between scenes of acts. 

^lbid., p. 49. 



Again, this curtain can be flown or traveled, 

Tab or Guillotine Curtain - This is a curtain -A'hich flys and opens 

only in a vertical fashion. 

Cyclorama - The cyclorama is a very large piece of material made of 

muslin, canvas, or scrim that usually wraps around to the 

side stage area, many times eliminating the need for side 

masking. Also, it is used many times to represent a sky 

or as a projection surface for projecting scenic elements. 

Drop - A drop is a piece of prestretched muslin, canvas, e t c , 

that generally has a particular scene painted on the 

surface, or it can be a textured piece of material and 

is generally lighted from the front. 

Contour Drop - This drop has a large opening cut out of it so 

that other contour drops, cut drops or back drops, can 

be placed behind it to give the illusion of depth on 

stage. 

Cut Drop - A cut drop has smaller areas cut out of it so that 

other cut drops, contour drops, and back drops, can be 

placed behind this drop to achieve the illusion of depth. 

Translucent Drop - This drop is painted on the front and back 

with dyes or translucent paints. It can then be back 

lighted which will be seen on the front as a warm glow. 

Flat - A flat is a piece of muslin or canvas that is framed 

which permits rapid scene changes when necessary. It can 

be used as a tormentor, wing, header, part of a ground 

row or, of course, a flat wall. 
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Ground Row - This is a masking device that is made from flats 

that is used to obscure any lighting instruments that 
» 

might be placed on the floor to front light a scrim or 

cyclorama. This unit can also be used to create depth 

within the total stage picture. 

Scrim - Scrim is a material which has an open weave. When the 

scrim is lit from the front it appears opaque and when 

lit from the back disappears. Scrims come in a variety 

of open weaves and are generally painted with dyes. 

Traveler - A Traveler generally consists of two sets of legs 

that are rigged to open and close from the wings to 

center stage on a track, running parallel to the 

proscenium opening, 

S1de Stage Masking Devices 

Leg - A leg is a soft curtain that is often made of black, or 

some light absorbent material. It is basically the same 

as the wing except it does not have scenic elements 

painted on it. 

Tormentor - The Tormentor is a framed piece of scenery like a 

flat which can be wide and tall. If the flat is used in 

conjunction with a header it is called a portal unit, 

Wing - A wing is generally a soft piece of scenery that is made 

from canvas, muslin, e t c , that is not very wide but can 

be wery tall. It also contains scenic elements painted 

on it. 

Fly Gallery Masking Devices 

Border - This is a short curtain that is designed and painted 
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along with the scenery. 

Grand Drape - The grand drape is the first curtain which is hung 

behind the proscenium. The curtain is used primarily to 

adjust the height of the proscenium opening. 

Header - The header is a framed short curtain that sets the 

height of the proscenium arch. When it is used with 

tormentors it is then known as a portal unit. 

Teaser - The teaser is a short curtain generally made of black or 

dark blue velour which is used to mask electricals, 

battens, cable, and flown scenery. The teaser is used in 

conjunction with legs for general stage masking. 

Valance - The valance is a soft curtain and is used in the same 

manner as the teaser. 

Mechanical Devices 

Arbor - This is a carriage which holds weights to counter balance 

the weight on a batten. This device is directly 

connected to the batten through a series of wire cables. 

Batten - The batten is usually a long thin beam or pipe that runs 

parallel to the proscenium arch. It can be made from 

either wood or metal but it must be capable of supporting 

at least 1000 pounds of dead weight. 

Decks - The stage floors are generally referred to as "decks"; 

howeyer, in this instance, it refers to a floor located 

beneath the main stage floor which can be raised to 

stage floor level through the use of hydraulics. 

Elevator - This is a platform that is only raised vertically 
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through the use of hydraulics. It is primarily used to 

lift scenery from storage. 

Fly System - The fly system is a set of battens which are used to 

fly scenery in a vertical position. This is accomplished 

through a series of pulleys, winches, or blocks which are 

located on the trid. The main components of a fly system 

are the locking rail, arbor, loading dock, head block, 

loft block, wire cable, and battens. 

Loading Dock - This is a metal or cement platform that is above 

the stage floor which has direct access to the upper end 

of the counter-weight system so that one can add or 

subtract weights from the arbor. 

Lift - A lift is a portion of the main stage area which is 

elevated between acts or scenes, during a show, to shift 

whole or partial sets. These sometimes large floor 

sections are lifted by means of hydraulics. 

Spot Line - This is a piece of cable that can be moved and dropped 

through the grid at any location to hang or fly scenic 

elements. 

Stage Wagon - This is a platform which is castered and can move 

onto the main stage area from its storage position offstage 

Traps - Traps are architecturally designed openings in the main 

stage floor which can be opened to have direct access to 

levels below the floor. 

Winch - The winch is a mechanical deyice that has gears to lift 

a batten by coiling the cable around a drum located on the 

grid. This device can either be operated manually or 

electrically. 
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Wire Rope - The wire rope is manufactured cable made up of metal 

strands of wire that are braided together like rope. It is 

fairly flexible and comes in various thickness. It is 

generally used to fasten the battens to the arbors or 

winches. 

Lighting Positions 

Beams - A beam is an architectural structure located above the 

auditorium house to light the downstage area of the stage. 

This structure usually has a pipe for the instruments to be 

mounted upon and circuits to plug them into the dimmers 

control board. 

Port - The port is generally any openina on the side of the 

auditorium house that allov/s instruments to be mounted. 

It is used to light the downstage area of the stage as well 

as some of the upstage area. 

Back of House or BOH - This is another mounting position located 

at the rear of the auditorium for lighting the downstage 

area or for fill lighting purposes. 

Front of House or FOH - FOH can be any lighting position which 

is located in front of the proscenium opening. 

Front of Balcony - FOB - The FOB is a position located on the 

face of the balcony that allows instruments to be mounted 

on a concealed or exposed pipe. 

Electric - This is a batten which is part of the fly system on 

stage, circuited with outlets, where instruments can be 

mounted to light the main stage area. 

Tower - The tower is a fairly large structure made of metal or 
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wood that can support either very large lighting 

instruments or a large number of lighting instruments. 

Generally it is located directly behind the proscenium 

arch. 

Lighting Instruments 

Strip Unit - The strip unit generally consists of 12 to 20 lights 

and is divided into 3 or 4 circuits. It gives a general 

wash that can be used on a drop, scrim, or cyc Also, this 

unit can be used as footlights, x-ray units, or border 

lights. 

Projector - The projector is a special unit that can project 

color transparencies, glass slides, etc on any surface 

used on stage. 

Lighting Control 

Memory Board - The memory board is a control board that is 

equipped with a computerized unit that records light 

settings to be recalled as needed. Many memory boards 

also have a two scene preset which allows for manual 

control. 

Preset Board - The preset board is another lighting control 

board that determines the intensity of each instrument 

used on stage. Each light setting can be preset through 

a panel containing many faders which are patched to an 

instrument or a set of instruments. These panels can vary 

in number and may have the capacity of up to 10 presets, 

others may have only 2. Each preset may have from 10 to 

60 faders. 
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The Planning and Building Period 

In 1951 the city of New York, represented by Robert Moses, 

director of the New York City Slum Clearance Committee, offered the 

Metropolitan Opera Association and the Philharmonic a piece of land 

under the 1949 National Housing Act. The land was bordered by Fifty-

eighth Street, Sixtieth Street, Columbus Circle, Ninth Avenue and 

Columbus Avenue. The site would have been "... 80,000 square feet 

fronting Columbus Circle and would have been offered free to both 

organizations if they decided to build on it." George A. Sloan, 

chairman of the Opera Association, pointed out to Robert Moses that 

the site was " . . . ideal for a new opera home," and "... that a new 

opera house would probably cost in the neighborhood of $10,000,000." 

Mr. Moses set a deadline by which the association must raise 

$1,200,000 and make a formal committment. By that time, January 15, 

1952, they collected only $900,000 but Moses granted an extension of 

the deadline. However, the extended deadline came and still the goal 

had not been reached so Robert Moses, again " . . . granted an 

extension of time before requiring the opera association to make a 
12 formal committment." 

In April of 1952, Robert Moses withdrew his offer for several 

reasons. The 

"... difficulty arose when a report was received 
from Washington that the plan did not meet the 
provisions of Title I of the Housing act of 1949, 
under which the site would have been acquired at 
written-down cost. More housing would have been 
required, to the extent of crowding out an 
adequate-sized opera house."^^ Other difficulties 

" N e w York City offers Property for Music Center," Musical 
America, May 1, 1951, p. 4. 

^hbid. 

^^"$9,000,000 Now Available for New Metropolitan Site," Musical 
America, January 15, 1952, p. 3. 

1 "̂  
"Metropolitan Abandons Plan to Build New Opera House," Musical 

America, April 1, 1952, p. 3. 
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arose from the Metropolitan's tardiness in raising 
funds for purchasing the building site and erecting 
a new building. The Association had succeeded in 

* collecting pledges amounting to $1,050,000.00 towards 
the needed $1,200,000.00 for buying the property, but 
according to Mr. Moses, no substantial sum was in 
sight for construction of a new building which would 
cost $15,000,000.00. He also added that the company 
'is divided in its own counsels' on whether or not 
to go ahead with a new building.^4 

This closed the issue of a new building for the Metropolitan Opera 

Association for the time being. However, another opportunity presented 

itself in 1954 when an urban renewal project was made available to the 

Met. This time the Met was ready with the financial backing needed to 

purchase a site and build a new opera house. The New York Philharmonic 

Society, and The Juilliard School had decided to join with the Met to 

purchase the land above Columbus Circle known as Lincoln Square. The 

union of these three organizations developed into a committee called 

the Lincoln Center for the Performing Arts, Inc which included the 

Metropolitan Opera Association, New York City Opera, New York 

Philharmonic Symphony, New York State Theatre, Juilliard, and the 

Library Museum of the Performing Arts. 

After the Metropolitan Opera had provided funds for the site, 

many long hours of planning were in store for the new building. 

Rudolf Bing, the General Manager of the Met since 1950, and his staff 

were asked to develop a list of the necessary components for an Opera 

house that would contribute to a more productive operation. This led 

to many of the innovative and organizational aspects of the house. 

The list that was developed by Bing and his staff was based on sixteen 

seasons at the old Met. Of the many items which were listed the 

following nine were mentioned repeatedly: 

A stage four times the size of the old one. 

One stage on each side of the main one, permitting 
a complete change of scenery within two minutes. 

A sound curtain to separate the main stage from the 
rear and side stages allowing four rehearsals to 
take place simultaneously. 

^^lbid. 
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Enough space to store most of the sets and props 
needed for a fuU season. 

• The same kind of interior proportion and intimate 
feeling of the old house, with the same horseshoe-
shaped auditorium. 

An enlarged orchestra pit like the one he had 
known in Vienna, . . . 

A scenic studio and prop shop. 

Many electrical and mechanical requirements for 
the stage and lighting.15 

Rudolph Bing traveled to Europe in 1957 to study major opera 

houses and what they had to offer. After visiting La Scala, Paris 

Opera, and the Vienna Statsoper, Bing felt that these houses offered a 

theatrical experience in their grandeur, elaborate foyers and the basic 

colors of red and gold. The stage machinery of the ultra-modern 

Cologne Opera House impressed Rudolf Bing. "They are as ideal as one 

can hope to have today. The stage provides everything that contemporary 

production of the basic repertory can desire." "Another little 

house that impressed me was the new theatre in Bochum near Dusseldorf," 

with "... perfect sight lines from the 900 seats." Also, Bing 

knew that acoustics were very important to an opera house and "In the 

old days, when opera houses were made primarily of wood and plaster, 

the auditorium acoustics had a good chance of turning out fine. Today 

with steel and concrete as the prime building agents, terrible things 
18 

can happen and generally do." The rest of the facility, Bing felt, 

should have unlimited storage space, a restaurant and a staff canteen, 

and "Comfortable dressing rooms, not only for the stars but for the 
19 

musicians, chorus, and dancers." 

Martin, Lincoln Center for the Performing Arts, p. 129. 

^^Harold C. Schonberg, "Mr. Bing's Dream (Opera) House," New 
York Times Magazine, October 27, 1957, p. 21. 

^^lbid., p. 50. 

^^lbid. 

^^lbid., p. 53. 
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Herman Krawitz, the Met's Assistant Manager, and Bing worked 

closely with the architect Wallace K. Harrison to develop a house 

which would present opera at its finest. Many compromises had to be 

made because of the many "... arguments about the design and quality 
20 of the building." Harrison felt that the opera house ". . . should 

have a sense of both dignity and gaiety. . . as a home for grand opera, 
21 it should have grandeur." Many geometric shapes were tried, "... 

for the main house, "Round, square, wedge shaped and many others, but 
22 invariably, we came back to the classic Renaissance opera house." 

There was also an earlier design that was submitted which had a more 

contemporary tone, but the board vetoed the idea quickly. "The bulk 
23 of the opera is nineteenth century," explained Rudolf Bing and 

"To put these works in an ultra-modern setting would be like mounting 
24 an old master in a new frame." The compromise has a feeling of a 

new modern baroque, "... mixing the old with the new--flowing lines, 

great spaces, repeated curves, claret-colored walls, and crystal 
25 

chandeliers." 

In the beginning the house was estimated to cost only ten to 

fifteen million dollars; however, when all was completed the final price 

was about five times the estimated cost. Why did the new house cost 

so much? Each year the Met was in construction, costs of material and 

labor continued to rise. Seven years had passed from the ground break-

ing ceremony in 1959 to the opening of the Met in 1966. The met had been 

scheduled to open in 1961, but it was rescheduled for 1966 with an 

^^Martin, Lincoln Center for the Performing Arts, p. 128. 

^hbid. 

^^lbid., p. 129. 

^^lbid. 

^^lbid. 

^^Martin, Lincoln Center for the Performing Arts, p. 129. 
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estimated cost of $35.4 million. However, it was not until September 

16, 1966, that the Met opened its doors at a total cost of $45.7 million, 

the largest, most expensive and best equipped house in the world. 

"There are five great arches of travertine marble which are the 
Pfi 

focal point from the east plaza." As one travels closer to the 

house the arches have a wall of glass broken by dark bands of metal 

creating an illusion of the open environment moving into the house. 

On the walls inside the house hang two gigantic murals painted by Marc 

Chagall, measuring 30' x 36'. The left mural is called le Triomphe 

de la Musique and the right, Les Sources de la Musique. The huge 

foyer and grand staircase at the entrance to the Met are covered in 

red carpet with ivory Italian marble, a touch of gold, bronze and 

crystal. Climbing the grand staircase, leading through another 

entrance, one finds oneself in a house which is fitted in red, gold, 

ivory and crystal. Walking out into the house one sees stacked on top 

of each other, six tiers which are curved in the front, covered with a 

gold plaster material and topped by swags and tassels. The walls of 

the houses are covered with an African wood known as Kavazingo which is 
27 curved to fit the sloped construction of the hall. The proscenium 

arch measuring 54' x 54' is surrounded by a textured and gilded plaster 

material, and at the top of the arch is a sculpture by Mary Callery. 

The ceiling is faced by plastic circular discs covered in gold leaf. 

Crystal chandeliers donated by the Austrian government hang from the 

ceiling. 

Behind the proscenium, the stage is perhaps the best equipped 

theatre facility in the world. The main stage is 100' wide and 80' 

deep; it contains seven lifts which can move individually or be locked 

together in any combination. Each lift measures 60' across by 8' deep 

and rises in increments of 6". Six of these lifts are double decked 

and of these six the downstage three have a 28' vertical distance 

between their upper and lower decks. The upper decks can rise up to 29' 

''The New Met: After 58 Years a New Metropolitan Opera House 
for New York," Interior Design, November 1966, p. 181. 

^^lbid., p. 182. 
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above the main stage level. This allows one set of scenery to be 

used above while the other is being readied below. When a cue is given, 

the next set rises up to stage level in full view of the audience. 

These three upstage double decked lifts have only 10' of vertical space 

between their upper and lower decks and can rise 24' above the main 

stage level, while the center lift is a single level rising to a 

maximum of 20'. The first three decks are equipped with floor pockets 

for portable electrical equipment. 

On each side of the main stage are two side stages. The right 

stage measures 48' x 60' with one motorized section downstage which is 

24' X 60' and three slave sections upstage each measuring 8' x 60'. 

The left side stage measures 40' x 60' with one downstage motorized 

section 24' x 60' and upstage six slave sections two each of three 

sizes measuring 14' x 8', 22' x 8', or 24' x 8'. The motorized section 

on the left stage is divided into thirty segments, each one measuring 

6' x 8'. Every surface can be tilted at any angle and locked into 

place. Both stage wagons travel onto the main stage via wooden tracks 

mounted on springs which depress 1" forming a steel-band guide slot. 

There is also a rear stage wagon which measures 60' x 60' and 

contains a turntable 57' in diameter. This turntable weighs 125,000 

pounds and is only 1' thick. It is powered by a set of electric 

motors and can revolve at any speed up to and in excess of 150 

revolutions per minute. The turntable was first used for the premier 

of Antony and Cleopatra, and was broken by an excessive amount of 

weight during a dress rehearsal. It was then redesigned by Rudolf 

Kunter and 01oc5f S'ôbt and is now expected to bear up to 40,000 pounds. 

four times as much as originally expected. 

Directly behind the proscenium arch are steam vents for a steam 

curtain and three front stage curtains: an asbestos one, a Wagnerian 

type and a traveler, all of which are motorized. Behind the main stage 

is a backdrop elevator 71' long x 4' wide which provides access to 

storage racks that house up to 40 backdrops. There are two scenery 

elevators at the rear of the stage, one measuring 10' x 25' and the 

other 25' x 30' which hiring scenery up from the storage level below. 
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There is a scenery elevator 25' x 27' which lifts scenery up to stage 

level from the carpentry shop. The controls for the stage wagons, 

turntable, lifts, winch system, and other stage equipment are located 

on stage right near the stage manager's console. 

For rehearsal purposes the side and rear stages are equipped with 

sound proof sliding doors measuring 32' in height. To mask this 

enormous backstage space, there are two lOl' high x 117' wide 

cycloramas; each cyc is mounted on a drum; one is colored white for 

daytime and the other is blue to represent the night. 

Drops can be flown on 72' wooden battens supported by 6 1/4" steel 

cables. There are 109 such battens above the main stage area and 14 

more over the rear stage area normally used to store the turntable. 

Each batten rises 110' above the stage floor, carrying up to a maximum 

weight of 1000 pounds. 

The lighting equipment and controls are also quite sufficient 

for this facility. There are four lighting bridges 70' long located 

in the fly loft. 

Mounted upstage of the proscenium opening are ten platforms, five 

on each side that house eight carbon arc follow spots. For each 

stage wagon a reel of power cable was placed on both sides for 

electrical power. 

The cycloramas are lighted by flourescent lamps ". . . to give a 
28 

softer light and to help in evening out the wrinkles." The beam 

lighting position (FOH) has 72 spotlights with a four-color capacity. 

The lighting control booth is located on the orchestra floor across 

the back wall. The board covers three walls and is manually operated 

with a ten-scene preset system. 

The backstage support facilities are located yery close to the 

stage. Each shop has access to the backstage area via elevators. 

Every floor has a specific purpose and a set of functions to perform. 

The set, costume and properties storage are located on the lowest 

floor. Near the top floor of the building are the painting and 

^^Osborne, "The New Met," p. 136. 
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carpentry shops. From these shops a freight elevator lowers the 

scenery either to stage level or to storage level. The level below 

the paint and carpentry floor is a room which allows vertical set-ups 

of an entire set. Property construction is located on the main stage 

level near the side stage wagons. Costumes are located on the top 

floor and occupy a variety of shops. Each shop has one specific 

job, such as wigs, jewelry, hats, and many others. Every piece of 

the costumes, scenery and properties are constructed in these shops 

for each production. 

Between its opening in 1966 and 1976, eighty-eight operas were 

performed with over half of the productions designed for the new 

facility. No other professional opera company during this period 

could boast of such a large coinmittment to the mounting of new 

productions. 

The large number of new productions produced could not have been 

achieved in the old house on Fortieth and Broadway because of the 

limited size of the stage and backstage area, and a lack of wing 

space, shop space, and storage space. For these reasons, which are 

all related to the technical production of opera, the new house was 

built and corrected the space limitations of the old facility. 
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Fig. 3. Metropolitan House 

Fig. 4. Lighting Board 
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Fig. 5. Backstage Area 
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CHAPTER II 

A CHRONOLOGY OF THE METROPOLITAN OPERA ASSOCIATION 

(1966-1976) 

This chronology of the Metropolitan Opera Association's seasons 

from 1966-1976 is a list of each opera produced in the new house 

during this time period. For each production, various amounts of 

information will be included, depending upon availability: the 

Benefactor, Scene Designer, Costume Designer, Lighting Designer, 

Director, Principal Singers, Conductor, and the first day of the 

production's performance. Many operas have been revived several 

times throughout the ten year period, however, each production will 

be included by season since the cast, (director and conductor) may 

vary for each revival. 

26 
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1966 - 1967 Season 

Antony and Cleopatra (Samuel Barber) An opera in 3 acts and 16 scenes. 

Settings and costumes designed by Franco Zeffirelli. 

Staged by Franco Zeffirelli. 

Principal Singers: Price, Pracht, Elias, Amparan, Thomas, Diaz, 
Flagello, Macurdy, Velis. 

Conducted by Thomas Schippers. 

World Premiere September 16, 1966. 

La Gioconda (Amilcare Ponchielli) An opera in 4 acts and 5 scenes. 

Benefactor: Metropolitan Opera Guild, Inc. 

Setting designed by Beni Montresor. 

Staged by Margherita Wallmann. 

Principal Singers: Tebaldi, Cvejic, Dunn, Corelli, MacNeil, Siepi. 

Conducted by Fausto Cleva. 

Produced on September 22, 1966. 

La Traviata (Giuseppe Verdi) An opera in 4 acts. 

Benefactor: Henry L. & Grace Doherty Charitable Foundation, Inc 

Setting designed by Cecil Beaton. 

Staged by Alfred Lunt. 

Principal Singers: Moffo, Prevedi, Merrill. 

Conducted by Georges Pretre. 

Produced on September 24, 1966. 

Turandot (Giacomo Puccini) An opera in 3 acts, 5 scenes 

Benefactor: John S. Newberry 

Setting designed by Cecil Beaton 

Staged by Nathaniel Merrill. 

Principal Singers: Nilsson, Caruso, Giaiotti, Corelli, Stratas, Nagy, 
Anthony, Milnes. 

Conducted by Zubin Mehta. 

Produced on September 26, 1966. 

Original Production Date 1961. 
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Die Frau ohne Schatten (Richard Strauss) An opera in 3 acts, 11 scenes. 

Benefactor: Mrs. Izaak Walton Killam 

Setting designed by Robert O'Hearn. 

Staged by Nathaniel Merrill. 

Principal Singers: Rysanek, Ludwig, Dalis, King, Berry, Dooley. 

Conducted by Karl Bôhm. 

Produced on October 2, 1966. 

Rigoletto (Giuseppe Verdi) An opera in 4 acts. 

Benefactor: Unavailable. 

Setting designed by Eugene Berman. 

Staged by Herbert Graf. 

Principal Singers: Gedda, Peters, Casei, MacNeil, Macurdy. 

Conducted by Lamberto Gardelli. 

Produced on October 5, 1966. 

Original Production date 1951. 

Don Giovanni (Wolfgang A. Mozart) An opera in 2 acts, 10 scenes. 

Benefactor: Metropolitan Opera National Council, Mrs. Albert D. Lasker. 

Setting designed by Eugene Berman. 

Staged by Herbert Graf 

Principal Singers: Price, Della Casa, Elias, Gedda, Siepi, Corena, 
Diaz, Uppman. 

Conducted by Karl Bôhm. 

Produced on October 8, 1966. 

Original Production Date 1957. 

Faust (Charles Gounod) An opera in 3 acts, 8 scenes. 

Benefactor: Mrs. John D. Rockefeller 

Setting designed by Jacques Dupont. 

Staged by Bodo Igesz. 

Principal Singers: Freni, Baldwin, Love, Raimondi, Tozzi, Milnes. 

Conducted by Georges Pretre. 

Produced on October 20, 1966. 

Original Production Date 1965. 
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(1966 - 1967 Season con't.) 

Elektra (Richard Strauss) An opera in 1 act, 1 scene. 

Benefactor: Unavailable. 

Setting designed by Rudolf Heinrich. 

Staged by Herbert Graf. 

Principal Singers: Nilsson, Resnik, Rysanek, Nagy, Dooley. 

Conducted by Thomas Schippers. 

Produced on October 28, 1966. 

Aida (Giuseppe Verdi) An opera in 4 acts, 7 scenes. 

Benefactor: American Export Isbrandtsen Lines. 

Settings designed by Robert O'Hearn. 

Staged by Nathaniel Merrill. 

Principal Singers: Tucci, Gorr, Tucker, Colzani, Tozzi. 

Conducted by Thomas Schippers. 

Produced on November 7, 1966. 

Originally produced in 1963. 

Tristan und Isolde (Richard Wagner) An opera in 3 acts. 

Benefactor: Unavailable. 

Settings designed by Tec Otto. 

Staged by Bodo Igesz 

Principal Singers: Nilsson, Hines, Dunn, Parly, Cassel. 

Conducted by Georges Pretre. 

Produced on November 19, 1966. 

Originally Produced in 1952. 

Lohengrin (Richard Wagner) An opera in 3 acts - 5 scenes. 

Benefactor: Mrs. John D. Rockefeller 

Settings designed by Wieland Wagner. 

Staged by Peter Lehmann. 

Principal Singers: Bjoner, Ludwig, Konya, Berry, Ludwig, Milnes, Macurdy. 

Conducted by Karl Bohm. 

Produced on December 8, 1966. 
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Lucia Di Lammermoor (Gaetano Donizetti) An opera in 3 acts, 6 scenes. 

Benefactor: Mrs. Izaak Walton Killam. 

Settings designed by Attilio Colonnello. 

Staged by Patrick Tavernia. 

Principal Singers: Sutherland, Nagy, Colzani, Alexander, Ghiuselev, 
Sukis, Marek. 

Conducted by Richard Bonynge. 

Produced on December 12, 1966. 

Originally Produced in 1964. 

Die Meistersinger (Richard Wagner) An opera in 3 acts, 4 scenes. 

Benefactor: Mrs. John D. Rockefeller. 

Settings designed by Robert O'Hearn. 

Staged by Nathaniel Merrill. 

Principal Singers: Fenn, Miller, Konya, Donch, Flagello, Edelmann, 
Nagy. 

Conducted by Joseph Rosenstock. 

Produced on December 23, 1966. 

Fledermaus (Johann Strauss) An opera in 3 acts. 

Benefactor: Unavailable. 

Settings designed by Rolf Gerard. 

Staged by Garson Kanin. 

Principal Singers: Costa, Peters, Carlisle, Sergi, Reardon, Gramm, 
Gilford, Marritt, Bottcher, Franko. 

Conducted by Franz Allers. 

Produced on December 31, 1966. 

Originally produced in 1950. 

La Boheme (Giacomo Puccini) An opera in 4 acts. 

Benefactor: National Council Metropolitan Opera Association. 

Settings designed by Rolf Gerard. 

Staged by Patrick Tavernia. 

Principal Singers: Stratas, Raimondi, Sereni, Harvuot, Hines. 
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Conducted by Fausto Cleva. 

Produced on January 13, 1967. 

Originally produced in 1952. 

Peter Grimes (Benjamin Britten) An opera in Prologue 3 acts, 7 scenes. 

Benefactor: Mrs. Edgar Tobin. 

Settings designed by Tanya Moiseiwitsch. 

Staged by Tyrone Guthrie, 

Principal Singers: Amara, Vickers, Chookasian, Evans. 

Conducted by Colin Davis. 

Produced on January 20, 1967. 

II Trovatore (Giuseppe Verdi) An opera in 4 acts, 8 scenes. 

Benefactor: National Council Metropolitan Opera Association. 

Settings designed by Motley. 

Staged by Nathaniel Merrill. 

Principal Singers: Arroyo, Tucker, Merrill, Cvejic 

Conducted by Francesco Molinari-Pradelli. 

Produced on January 25, 1967. 

Originally produced in 1959. 

Queen of Spades (Peter Tchaikovsky) An opera in 3 acts, 7 scenes. 

Benefactor: Mrs. Albert D. Lasker and Francis Goelet. 

Settings designed by Robert O'Hearn. 

Staged by Henry Butler. 

Principal Singers: Stratas, Madeira, Vickers, Walker, Meredith, Grillo, 

Conducted by Thomas Schippers. 

Produced on January 30, 1967. 

Originally produced in 1965. 

Die Zauberflote (Wolfgang A. Mozart) An opera in 2 acts, 17 scenes. 

Benefactor: Mrs. John D. Rockefeller. 

Settings designed by Marc Chagall. 
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Staged by Gunther Rennert. 

Principal Singers: Lorengar, Popp, Gedda, Prey, Hines, Goodloe. 

Conducted by Josef Krips. 

Produced on February 19, 1967. 

Otello (Giuseppe Verdi) An opera in 4 acts. 

Benefactors: National Council Metropolitan Opera Association and 
Mrs. Albert D. Lasker. 

Settings designed by Eugene Berman. 

Staged by Patrick Tavernia. 

Principal Singers: Caballé, Love, McCracken, Lorenzi, Gobbi. 

Conducted by Zubin Mehta. 

Produced on February 27, 1967. 

Originally produced in 1963. 

Madama Butterfly (Giacomo Puccini) An opera in 3 acts. 

Benefactor: Cornelius V. Starr. 

Settings designed by Motohiro Nagasaka. 

Staged by Patrick Tavernia. 

Principal Singers: Scotto, Casei, Morell, Bottcher. 

Conducted by Francesco Molinari-Pradelli. 

Produced on March 3, 1967. 

Originally produced in 1958. 

Mourning Becomes Electra (James Levy) An opera in 3 acts, 7 scenes. 

Benefactor: Metropolitan Opera National Council. 

Settings designed by Boris Aronson. 

Staged by Michael Cacoyannis. 
Principal Singers: Lear, Collier, Sukis, Reardon, Milnes, Macurdy, 

Michalski. 

World Premiere March 17, 1967. 
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Fig. 9. Antony and Cleopatra 

Fig. 10. La Gioconda 
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Fig. 11. La Traviata 

Fig. 12. Turandot 
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Fig. 13. Die Frau ohne Schatten 

Fig. 14. Rigoletto 
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Fig. 15. Don Giovanni 

Fig. 16. Faust 
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Fig. 17. Elektra 

Fig. 18. Aida 
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Fig. 19. Lohengrin 

Fig. 20. Tristan und Isolde 
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Fig. 21. Lucia Di Lammermoor 

Fig. 22. Die Meistersinger 
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Fig. 23. Fledermaus 
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Fig. 25. Peter Grimes 
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Fig. 26. I I Trovatore 
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Fig. 27. Queen of Spades 

Fig. 28. Die Zauberflote 
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Fig. 29. Otello 
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Fig. 30. Madama Butterfly 
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Fig. 31. Mourning Becomes Electra 
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1967 - 1968 Season 

La Traviata (Giuseppe Verdi) An opera in 4 acts, 

Benefactor: Henry L. & Grace Doherty Charitable Foundation, Inc 

Settings designed by Cecil Beaton. 

Staged by Alfred Lunt. 

Principal Singers: Caballe, Tucker, MacNeil. 

Conducted by Fausto Cleva. 

Produced on September 18, 1967. 

Originally produced in 1966. 

Romeo et Juliette (Charles Gounod) An opera in 3 acts, 6 scenes. 

Benefactor: Mrs. John D. Rockefeller. 

Settings designed by Rolf Gerard. 

Staged by Paul-Emile Deiber. 

Principal Singers: Freni, Corelli, Reardon, Baldwin, Macurdy. 

Conducted by Francesco Molinari-Pradelli. 

Produced on September 19, 1967, 

Die Zauberflbte (Wolfgang A. Mozart) An opera in 2 acts, 17 scenes. 

Benefactor: Mrs. John D. Rockefeller. 

Settings designed by Marc Chagall. 

Staged by Bodo Igesz. 

Principal Singers: Raskin, Peters, Shirley, Uppman, Hines, Meredith. 

Conducted by Josef Krips. 

Produced on September 20, 1967. 

Originally produced in February of 1967. 

La Gioconda (Amilcare Ponchielli) An opera in 4 acts, 5 scenes. 

Benefactor: Metropolitan Opera Guild, Inc 

Settings designed by Beni Montresor. 

Staged by Patrick Tavernia. 

Principal Singers: Tebaldi, Cvejic, Labo, Milnes, Giaiotti, Elias. 

Conducted by Fausto Cleva. 
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Produced on September 21, 1967. 

Originally produced in 1966. 

La Forza del Destino (Giuseppe Verdi) An opera in 3 acts, 5 scenes. 

Benefactor: Metropolitan Opera Guild. 

Settings designed by Eugene Berman. 

Staged by Patrick Tavernia. 

Principal Singers: Price, Prevedi, Merrill, Flagello, Corena. 

Conducted by Francesco Molinari-Pradelli. 

Produced on September 29, 1967. 

Originally produced in 1952. 

Falstaff (Giuseppe Verdi) An opera in 3 acts, 6 scenes. 

Benefactor: Mrs. John D. Rockefeller. 

Settings designed by Franco Zeffirelli. 

Staged by Bodo Igesz. 

Principal Singers: Kabaivanska, Raskin, Barbieri, Miller, Alva, 
Colzani, Guarrera. 

Conducted by Bruno Amaducci. 

Produced on October 5, 1967. 

Originally produced in 1964. 

Le Nozze di Figaro (Wolfgang Mozart) An opera in 4 acts. 

Benefactor: Mrs. John D. Rockefeller. 

Settings designed by Oliver Messel. 

Staged by Nikolaus Lehnhoff. 

Principal Singers: Lorengar, Freni, Berganza, Siepi, Krause, Corena. 

Conducted by Joseph Rosenstock. 

Produced on October 11, 1967. 

Originally produced in 1959. 

Manon Lescaut (Giacomo Puccini) An opera in 4 acts. 

Benefactor: Metropolitan Opera Association and Metropolitan Opera Guild 

Settings designed by H. M. Crayon. 
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Staged by Patrick Tavernia. 

Principal Singers: Tebaldi, Tucker. 

Conducted by Francesco Molinari-Pradelli. 

Produced on October 21, 1967. 

Originally produced in 1949. 

La Ventana (Hans Christian Lumbye) A Ballet 

Benefactor: Unavailable. 

Settings designed by Robert O'Hearn. 

Staged by Hans Brenaa. 

Principal Dancers: Milnes, Levy, Heyes, Sayette, Rice, Ives, Mickens, 
Eddington, Grinvalds, Sciorsei, Mahler. 

Pas de trois: Martin, Marritt, Allen. 

Conducted by Franz AUers. 

Produced on November 6, 1967. 

Hansel and Gretel (Engelbert Humperdinck) An opera in 2 acts, 3 scenes. 

Benefactor: Gramma Fisher Foundation. 

Settings designed by Robert O'Hearn. 

Staged by Nathaniel Merrill. 

Principal Singers: Elias, Stratas. 

Conducted by Franz Allers. 

Produced on November 6, 1967. 

Die Walkure (Richard Wagner) An opera in 3 acts. 

Benefactor: Eastern Airlines. 

Settings designed by Schneider-Siemssen. 

Costumes by Wakhevitch. 

Associate designer: David Reppa. 

Staged by Herbert von Karajan. 

Principal Singers: Nilsson, Janowitz, Ludwig, Vickers, Stewart. 

Conducted by Herbert von Karajan 

Produced on November 21, 1967. 
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Mourning Becomes Electra (James Levy) An opera in 3 acts, 7 scenes. 

Benefactor: Metropolitan Opera National Council. 

Settings designed by Boris Aronson. 

Staged by Michael Cacoyannis. 

Principal Singers: Lear, Collier, Milnes, Macurdy, Reardon, Michalski. 

Conducted by Zubin Mehta. 

Produced on December 9, 1967. 

Originally produced in 1967. 

Carmen (Georges Bizet) An opera in 4 acts. 

Benefactor: Mrs. John D. Rockefeller. 

Settings designed by Jacques Dupont. 

Staged by Jean-Louis Barrault. 

Principal Singers: Bumbry, Pilou, Gedda, Diaz. 

Conducted by Zubin Mehta. 

Produced on December 15, 1967. 

Aida (Giuseppe Verdi) An opera in 4 acts, 7 scenes. 

Benefactor - American Export Isbrandtsen Lines. 

Settings designed by Robert O'Hearn. 

Staged by Nathaniel Merrill. 

Principal Singers: Tucci, Cernei, Labo, Sereni, Plishka. 

Conducted by Thomas Schippers. 

Produced on December 27, 1967. 

Originally produced in 1963. 

Martha (Friedrich von Flotow) An opera in 2 acts, 5 scenes. 

Benefactor: Metropolitan Opera Guild, Inc 

Settings designed by Oliver Smith. 

Costumes by Motley. 

Staged by Nathaniel Merrill. 

Principal Singers: Fenn, Elias, K6nya, Tozzi. 

Conducted by Franz Allers. 

Produced on December 31, 1967. 

Originally produced in 1961. 
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Tosca (Giacomo Puccini) An opera in 3 acts. 

Benefactor: Metropolitan Opera Guild, Inc 

Settings designed by Frederick Fox. 

Staged by Patrick Tavernia. 

Principal Singers: Crespin, Raimondi, Bacquier. 

Conducted by Zubin Mehta. 

Produced on January 6, 1968. 

Originally produced in 1955. 

Der Fliegende Hollander (Richard Wagner) An opera in 3 acts. 

Benefactor: Unavailable. 

Settings designed by Charles Elson [after Robert Edmond Jones]. 

Staged by Nikolaus Lehnhoff. 

Principal Singers: Rysanek, Parly, MacNeil, Tozzi. 

Conducted by Berislav Klobucar. 

Produced on January 13, 1968. 

Originally produced in 1950. 

Lohengrin (Richard Wagner) An opera in 3 acts, 5 scenes. 

Benefactor: Mrs. John D. Rockefeller. 

Settings designed by Wieland Wagner. 

Staged by Bodo Igesz. 

Principal Singers: Arroyo, Dvorakova, Konya, Cassel. 

Conducted by Berislav Klobucar. 

Produced on January 22, 1968. 

Originally produced in 1966. 

Luisa Miller (Giuseppe Verdi) An opera in 3 acts, 7 scenes. 

Benefactor: Mrs. John D. Rockefeller. 

Settings designed by Atillio Colonnello. 

Staged by Nathaniel Merrill. 

Principal Singers; Caballe, Tucker, Milnes, Tozzi, Flagello. 

Conducted by Thomas Schippers. 

Produced on February 8, 1968. 
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Elektra (Richard Strauss) An opera in 1 act, 1 scene. 

Benefactor: Unavailable. 

Settings designed by Rudolf Heinrich. 

Staged by Nikolaus Lehnhoff. 

Principal Singers: Nilsson, Rysanek, Nagy, Dooley. 

Conducted by Thomas Schippers. 

Produced on February 12, 1968. 

Originally produced in 1966. 

L'Elisir d'Amore (Gaetano Donizetti) Opera in 2 acts, 6 scenes. 

Benefactor: Metropolitan Opera Council. 

Settings designed by Robert O'Hearn. 

Staged by Nathaniel Merrill. 

Principal Singers: Scotto, Kraus, Sereni, Corena. 

Conducted by Fausto Cleva. 

Produced on March 1, 1968. 

Originally produced in 1960. 

Un Ballo in Maschera (Giuseppe Verdi) An opera in 3 acts, 6 scenes. 

Benefactor: Mrs. John D. Rockefeller. 

Settings designed by Ita Maximowna. 

Staged by Nathaniel Merrill. 

Principal Singers: Price, Dunn, Bergonzi, Merrill. 

Conducted by Thomas Schippers. 

Produced on March 21, 1968. 

Originally produced in 1962. 

Madama Butterfly (Giacomo Puccini) An opera in 3 acts. 

Benefactor: Cornelius V. Starr. 

Settings designed by Motohiro Nagasaka. 

Staged by Patrick Tavernia. 

Principal Singers: Stratas, Morell, Uppman, Casei. 

Conducted by Lamberto Gardelli. 

Produced on March 25, 1968. 

Originally produced in 1958. 
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Fig. 32. Romeo et Juliette 

Fig. 33. La Forza del Destino 
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Fig. 34. Falstaff 

Fig. 35. Le Nozze di Figaro 
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Fig. 36. Manon Lescaut 

Fig. 37. Hansel and Gretel 
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Fig. 38. Die Walkiire 

Fig. 39. Carmen 
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Fig. 40. Martha 

Fig. 41. Tosca 
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Fig. 42. Der Fliegende Hollander 

Fig. 43. Luisa Miller 
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Fig. 44. L'El isir d'Amore 

Fig. 45. Un Ballo in Maschera 
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Adriana Lecouvreur(Francesco Cilea) An opera in 4 acts. 

Benefactor: Metropolitan Opera Guild, Inc 

Setting designed by C. M. Cristini [after Camillo Paravicini]. 

Staged by Nathaniel Merrill. 

Principal Singers: Tebaldi, Dalis, Corelli, Colzani, Meredith. 

Conducted by Fausto Cleva. 

Produced on September 16, 1968. 

Originally produced in 1963. 

Turandot (Giacomo Puccini) An opera in 3 acts, 5 scenes. 

Benefactor: John S. Newberry. 

Setting designed by Cecil Beaton. 

Staged by Nathaniel Merrill. 

Principal Singers: Nilsson, Tucci, Konya, Guarrera, Michalski. 

Conducted by Zubin Mehta. 

Produced on September 17, 1968. 

Originally produced in 1961. 

La Boheme (Giacomo Puccini) An opera in 4 acts. 

Benefactor: National Council Metropolitan Opera Association. 

Setting designed by Rolf Gerard. 

Staged by Nikolaus Lehnhoff. 

Principal Singers: Stratas, De Paul, Raimondi, Sereni, Hines, Christopher, 

Conducted by Francesco Molinari-Pradelli. 

Produced on September 18, 1968. 

Originally produced in 1952. 

Rigoletto (Giuseppe Verdi) An opera in 4 acts. 

Benefactor: Unavailable. 

Setting designed by Eugene Berman. 

Staged by Bodo Igesz. 

Principal Singers: Peters, Grillo, Aragall, MacNeil, Guarrera, Macurdy, 
Michalski. 
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Conducted by Fausto Cleva. 

Produced on September 19, 1968. 

Originally produced in 1951. 

Carmen (Georges Bizet) An opera in 4 acts. 

Benefactor: Mrs. John D. Rockefeller. 

Setting designed by Jacques Dupont. 

Staged by Patrick Tavernia. 

Principal Singers: Verrett, Freni, Vickers, Dfaz. 

Conducted by Zubin Mehta. 

Produced on September 21, 1968. 

Originally produced in 1967. 

Tosca (Giacomo Puccini) An opera in 3 acts. 

Benefactor: Gramma Fisher Foundation. 

Setting designed by Rudolf Heinrich. 

Staged by Otto Schenk. 

Principal Singers: Nilsson, Corelli, Corena, Bacquier. 

Conducted by Francesco Molinari-Pradelli. 

Produced on October 4, 1968. 

Don Carlo (Giuseppe Verdi) An opera in 4 acts, 7 scenes. 

Benefactor: Mrs. Nin Ryan. 

Setting designed by Rolf Gerard. 

Staged by Bodo Igesz. 

Principal Singers: Tucci, Dalis, Prevedi, Merrill, Ghiaurov, Talvela. 

Conducted by Claudio Abbado. 

Produced on October 7, 1968. 

Originally produced in 1950. 

Simon Boccanegra (Giuseppe Verdi) An opera in 3 acts, 4 scenes. 

Benefactor: Metropolitan Opera Guild, Inc 

Setting designed by Frederick Fox. 

Costumes by Motley. 

Staged by Nikolaus Lehnhoff. 

Principal Singers; Orlandi, Tucker, MacNeil, Ghiaurov, Milnes. 
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Conducted by Francesco Molinari-Pradelli. 

Produced on October 17, 1968. 

Originally'produced in 1960. 

Romeo et Juliette (Charles Gounod) An opera in 3 acts, 6 scenes. 

Benefactor: Mrs. John D. Rockefeller. 

Setting designed by Rolf GeVard. 

Staged by Paul-Emile Deiber 

Principal Singers: Freni, Shirley, Reardon, Macurdy, Harvuot. 

Conducted by Francesco Molinari-Pradelli. 

Produced on October 22, 1968. 

Originally produced in 1967. 

Die WalkLire (Richard Wagner) An opera in 3 acts. 

Benefactor: Eastern Airlines. 

Setting designed by Gunther Schneider-Siemssen. 

Costumes by George Wakhevitch. 

Associate Designer: David Reppa. 

Staged by Herbert von Karajan. 

Principal Singers: Nilsson, Ludwig, Vickers, Stewart, Talvela. 

Conducted by Herbert von Karajan. 

Produced on October 31, 1968. 

Originally produced in 1967. 

I I Barbiere di Siviglia (Gioacchino Rossini) An opera in 3 acts. 

Benefactor: Metropolitan Opera National Council. 

Settings designed by Eugene Berman. 

Staged by Patrick Tavernia. 

Principal Singers: Alva, Sereni, Corena, Tozzi, Berganza. 

Conducted by Richard Bonynge. 

Produced on November 7, 1968. 

Originally produced in 1954. 
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Das Rheinqold (Richard Wagner) An opera in 1 act, 4 scenes. 

Benefactor: Eastern Airlines. 

Settings designed by Gunther Schneider-Siemssen. 

Costumes by George Wakhevitch. 

Associate Designer: David Reppa. 

Lighting by Rudolph Kuntner. 

Staged by Herbert von Karajan. 

Principal Singers: Chookasian, Stewart, Stolze, Kelemen, Talvela, 
Ridderbusch, Milnes. 

Conducted by Herbert von Karajan. 

Produced on November 22, 1968. 

La Sonnambula (Vincenzo Bellini) An opera in 3 acts, 4 scenes. 

Benefactor: Mrs. lazzk Walton Killam. 

Settings designed by Rolf Gerard. 

Staged by Henry Butler. 

Principal Singers: Sutherland, Boky, Alexander, Shirley, Giaiotti. 

Conducted by Richard Bonynge. 

Produced on December 2, 1968. 

Originally produced in 1963. 

Don Giovanni (VJolfgang A. Mozart) An opera in 2 acts, 10 scenes. 

Benefactor: Metropolitan Opera National Council, Mrs. Albert D. Lasker. 

Settings designed by Eugene Berman. 

Staged by Patrick Tavernia. 

Principal Singers: Arroyo, Zylis-Gara, Raskin, Siepi, Schreier, Evans, 
Uppman, Macurdy. 

Conducted by Silvio Varviso. 

Produced on December 17, 1968. 

Originally produced in 1957. 

Die Meistersinger (Richard Wagner) An opera in 3 acts, 4 scenes. 

Benefactor: Mrs. John D. Rockefeller. 

Settings designed by Robert O'Hearn. 
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Staged by Nathaniel Merrill. 

Principal Singers: Fenn, Miller, Konya, Tozzi, Flagello, Dbnch, Driscoll 

Conducted by Joseph Rosenstock. 

Produced on December 21, 1968. 

Originally produced in 1962. 

Faust (Charles Gounod) An opera in 3 acts, 8 scenes. 

Benefactor: Mrs. John D. Rockefeller. 

Setting designed by Jacques Dupont. 

Staged by Bodo Igesz. 

Principal Singers: Lorengar, Baldwin, Gedda, Siepi. 

Conducted by Silvio Varviso. 

Produced on December 30, 1968. 

Originally produced in 1965. 

Madama Butterfly (Giacomo Puccini) An opera in 3 acts. 

Benefactor: Cornelius V. Starr. 

Setting designed by Motohiro Nagasaka. 

Staged by Patrick Tavernia. 

Principal Singers: Sereni, Kc)nya, Lorengar, Casei. 

Conducted by George Schick. 

Produced on January 6, 1969. 

Originally produced in 1958. 

Der Rosenkavalier (Richard Strauss) An opera in 3 acts. 

Setting designed by Robert O'Hearn. 

Staged by Nathaniel Merrill. 

Principal Singers: Rysanek, Grist, Ludwig, Berry. 

Conducted by Karl Bbhm. 

Produced on^January 23, 1969. 

Originally produced in 1968. 
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Lucia di Lammermoor (Gaetano Donizetti) An opera in 3 acts, 6 scenes. 

Setting designed by Attilio Colonnello. 

Staged by Patrick Tavernia. 

Principal Singers: Moffo, Gedda, Brusen,. Giaiotti. 

Conducted by Carlo Franci. 

Produced on February 1, 1969. 

Originally produced in 1964. 

Die Frau ohne Schatten (Richard Strauss) An opera in 3 acts, 11 scenes. 

Setting designed by Robert O'Hearn. 

Staged by Nathaniel Merrill. 

Principal Singers: Rysanek, King, Dalis, Dooley, Pracht, Nagy. 

Conducted by Karl Bbhm. 

Produced on February 17, 1969. 

Originally produced in 1966. 

II Trovatore (Giuseppe Verdi) An opera in 4 acts, 8 scenes. 

Benefactor: National Council Metropolitan Opera Association. 

Setting designed by Colonnello. 

Staged by Nathaniel Merrill. 

Principal Singers: Price, Domingo, Milnes, Bumbry. 

Conducted by Zubin Mehta. 

Produced on March 6, 1969. 

Originally produced in 1959. 

Peter Grimes (Benjamin Britten) An opera in Prologue 3 acts, 7 scenes. 

Benefactor: Mrs. Edgar Tobin. 

Setting designed by Tanya Moiseiwitsch. 

Staged by Tyrone Guthrie. 

Principal Singers: Vickers, Amara, Evans, Chookasian, Sukis, Franke, 
Michalski, Madeira, Schmoor, Boucher, Plishka, Mellow, Leonard, 
Ghazal. 

Conducted by Colin Davis 

Produced on March 13, 1969. 

Originally produced in 1967. 
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Wozzeck (Alban Berg) An opera in 3 acts, 15 scenes. 

Benefactor: Francis Goelet Foundation. 

Setting de^igned by Caspar Neher. 

Staged by Henry Butler. 

Associate Deisgner: David Hays. 

Principal Singers: Lear, Evans, Nagy, Franke, Gramm, Pearl, Anthony, 
Kuestner, Velis, Zakariasen, Christopher, Best. 

Conducted by Colin Davis. 

Produced on April 2, 1969. 

Originally produced in 1959. 
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Fig. 46. Adriana Lecouvreur 

Fig. 47. Tosca 



66 

Fig. 48. Don Carlo 

Fig. 49. Simon Boccanegra 
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Fig. 50. I I Barbiere di Siviglia 

Fig. 51. Das Rhinegold 
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Fig. 52. La Sonnambula 

Fig. 53. Der Rosenkavalier 
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Fig. 54. II Trovatore 

Fig. 55. Wozzeck 
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1969-1970 Season 

» 

Aida (Giuseppe Verdi) An opera in 4 acts, 7 scenes. 

Benefactor: American Export Isbrandtsen Lines. 

Setting designed by Robert O'Hearn. 

Staged by Nathaniel Merrill. 

Principal Singers: Price, Tucker, Merrill, Dalts, Michalski. 

Conducted by Francesco Molinari-Pradelli. 

Produced on December 29, 1969. 

Originally produced in 1963. 

La Boheme (Giacomo Puccini) An opera in 4 acts. 

Benefactor: National Council Metropolitan Opera Association. 

Setting designed by Rolf Gerard. 

Staged by Patrick Tavernia. 

Principal Singers: Gedda, Tozzi, Tucci, Sereni. 

Conducted by Fausto Cleva. 

Produced on December 30, 1969. 

Originally produced in 1952. 

Tosca (Giacomo Puccini) An opera in 3 acts. 

Benefactor: Gramma Fisher Foundation. 

Setting designed by Rudolf Heinrich. 

Staged by Bodo Igesz. 

Principal Singers: Tebaldi, Kcínya, Corena, MacNeil, Harvuot. 

Conducted by Francesco Molinari-Pradelli. 

Produced on December 31, 1969. 

Originally produced in 1968. 

Madama Butterfly (Giacomo Puccini) An opera in 3 acts. 

Benefactor: Cornelius V. Starr. 

Setting designed by Motohiro Nagasaka. 

Staged by Patrick Tavernia. 

Principal Singers: Arroyo, Uppman, Franke, Boucher, Goodloe, Forst, 
Di Giuseppe, Love. 
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Conducted by Francesco Molinari-Pradelli. 

Produced on January 1, 1970. 

Originally produced in 1938. 

Cavalleria Rusticana (Pietro Mascagni) An opera in 1 act. 

Benefactor: Glen Alden Corporation. 

Setting designed by Franco Zeffirelli. 

Staged by Franco Zeffirelli. 

Principal Singers: Corelli, Bumbry, Guarrera, Casei. 

Conducted by Leonard Bernstein. 

Produced on January 8, 1970. 

Paqliacci (Ruggiero Leoncavallo) An opera in 1 act. 

Benefactor: Glen Alden Corporation. 

Setting designed by Franco Zeffirelli. 

Staged by Franco Zeffirelli. 

Principal Singers: Milnes, Tucker, Walker, Amara, Velis. 

Conducted by Fausto Cleva. 

Produced on January 8, 1970. 

Die Zauberflbte (Wolfgang A. Mozart) An opera in 2 acts, 17 scenes. 

Benefactor: Mrs. John D. Rockefeller. 

Setting designed by Marc Chagall. 

Staged by Bodo Igesz. 

Principal Singers: Gedda, Popp, Prey, Hines, Di Franco, Franke. 

Conducted by Stanislaw Skrowaczewski. 

Produced on January 10, 1970. 

Originally produced in 1967, 

Der Fliegende Hollander (Richard Wagner) An opera in 3 acts. 

Benefactor: Unavailable. 

Setting designed by Charles Elson [áfter Robert E. Jones]'. 

Costumes designed by Mary Percy Schenck. 
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Staged by Nikolaus Lehnhoff, 

Principal Singers: Dooley, Rysanek, Konya, Macurdy, Chookasian. 

Conducted by Karl Bbhm. 

Produced on January 22, 1970. 

Originally produced in 1950. 

Der Rosenkavalier (Richard Strauss) An opera in 3 acts. 

Benefactor: Mrs. John D. Rockefeller. 

Settings designed by Robert O'Hearn. 

Staged by Nathaniel Merrill. 

Principal Singers: Ludwig, Rysanek, Berry, Knoll, Gedda, Velis. 

Conducted by Karl Bbhm. 

Produced on January 28, 1970. 

Originally produced in 1950. 

La Traviata (Giuseppe Verdi) An opera in 4 acts. 

Benefactor: Henry L. Grace, Doherty Charitable Foundation, Inc 

Settings designed by Cecil Beaton. 

Staged by Bodo Igesz. 

Principal Singers: Merrill, Tucci, Gedda, Kraft, Goeke, Sgarro, Di Franco 

Conducted by Francesco Molinari-Pradelli. 

Produced on February 7, 1970. 

Originally produced in 1966. 

Don Carlo (Giuseppe Verdi) An opera in 4 acts, 7 scenes. 

Benefactor: Mrs. Nin Ryan. 

Setting designed by Rolf Gerard. 

Staged by Bodo Igesz. 

Principal Singers: Corelli, Kabaivanska, Tozzi, Merrill, Macurdy, 
Bumbry. 

Conducted by Kurt Adler. 

Produced on February 10, 1970. 

Originally produced in 1950. 
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La Fanciulla del West (Giacomo Puccini) An opera in 3 acts. 

Benefactor: Chicago Lyric Opera & Chicago Opera House. 

Setting re-designed by Gerald L. Ritholz (Wolfgang Roth Scenic 
Preparation). 

Staged by Patrick Tavernia. 

Principal Singers: Tebaldi, Konya, Macurdy, Harvuot, Carelli, Sgarro, 
Stade. 

Conducted by Fausto Cleva. 

Produced on February 11, 1970. 

Turandot (Giacomo Puccini) An opera in 3 acts, 5 scenes. 

Benefactor: John S. Newberry. 

Setting designed by Cecil Beaton. Staged by Nathaniel Merrill. 

Principal Singers: Nilsson, Domingo, Amara, Velis, Anthony, Guarrera, 
Schmoor. 

Conducted by Kurt Adler. 

Produced on February 13, 1970. 

Originally produced in 1961. 

Norma (Vincenzo Bellini) An opera in 4 acts. 

Benefactor: Mrs. John D. Rockefeller. 

Setting designed by Desmond Heeley. 

Staged by Paul-Emile Deiber. 

Principal Singers: Sutherland, Horne, Bergonzi, Siepi. 

Conducted by Richard Bonynge. 

Produced on March 3, 1970. 

Ariadne auf Naxos (Richard Strauss) An opera in Prologue & 1 Act. 

Benefactor: Francis Goelet. 

Setting designed by Oliver Messel. 

Staged by Nikolaus Lehnhoff. 

Principal Singers: Rysanek, King, Lear, Grist, Uppman, Meredith, 
Schmoor, Velis. 

Conducted by Karl Bohm. 

Produced on March 12, 1970. 

Originally produced in 1962. 



(1969-1970 Season Con't) '^^ 

Romeo et Juliette (Charles Gounod) An opera in 3 acts, 6 scenes. 

Benefactor: Mrs. John D. Rockefeller, Jr, 

Setting designed by Rolf Gerard. 

Staged by Paul-Emile Deiber. 

Principal Singers: Pilou, Kraft, Corel l i , Reardon, Baldwin, Harvuot, 
Boucher. 

Conducted by Alain Lombard. 

Produced on March 16, 19.70. 

Originally produced in 1967. 

Le Nozze di Figaro (Wolfgang A. Mozart) An opera in 4 acts. 

Benefactor: Mrs. John D. Rockefeller, Jr. 

Setting designed by Oliver Messel. 

Staged by Nikolaus Lehnhoff. 

Principle Singers: Siepi, Stratas, Krause, Zylis-Gara, Elias, Plishka, 
Casei. 

Conducted by Josef Krips. 

Produced on March 30, 1970. 

Originally produced in 1959. 

Andrea Chenier (Umberto Giordano) An opera in 4 acts. 

Benefactor: Mrs. John D. Rockefeller, Jr. 

Setting designed by Frederick Fox. 

Staged by Patrick Tavernia. 

Principal Singers: Tucci, Madeira, Forst, Bergonzi, Sereni, Plishka, 
Kraft, Carel l i , Velis, Boucher, Goodloe, Harvuot, Best, Karlsrud, 
Frydel. 

Conducted by Francesco Molinari-Pradelli. 

Produced on April 16, 1970. 

Originally produced in 1954. 
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Fig. 56. Cavalleria Rusticana 

Fig. 57. I Pagliacci 
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Fig. 58. La Fanciulla del West 

Fig. 59. Norma 



77 

Bftm' ^l. 
Fig. 60. Ariadne Auf Naxos 

Fig. 61. Andrea Chénier 
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Ernani (Giuseppe Verdi) An opera in 4 acts, 

Benefactor: Unavailable. 

Setting designed by Esteban Frances. 

Staged by Henry Butler. 

Principal Singers: Arroyo, Bergonzi, Milnes, Raimondi, Myhal, 
Anthony, Christopher. 

Conducted by Thomas Schippers. 

Produced on September 14, 1970. 

Originally produced in 1956. 

Cavalleria Rusticana (Pietro Mascagni) An opera in 1 act. 

Benefactor: Glen Alden Corporation. 

Setting designed by Franco Zeffirelli. 

Staged by Fabrizio Melano. 

Principal Singers: Cossotto, Casei, Domingo, Colzani, Kraft. 

Conducted by Fausto Cleva. 

Produced on September 15, 1970. 

Originally produced in 1970. 

Pagliacci (Ruggiero Leoncavallo) An opera in 1 act. 

Benefactor: Glen Alden Corporation. 

Setting designed by Franco Zeffirelli. 

Staged by Fabrizio Melano. 

Principal Singers: Stratas, McCracken, Sereni, Velis, Walker. 

Conducted by Fausto Cleva. 

Produced on September 15, 1970. 

Originally produced in 1970. 

Les Contes d'Hoffmann (Jacques Offenbach) An opera in Epilogue, 
Prologue 3 acts. 

Benefactor: Unavailable. 

Setting designed by Rolf Gerard. 

Staged by Cyril Ritchard. 
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Principal Singers: Grist, Elias, Lorengar, Stade, Bacquier, Velis, 
Franke, Plishka, Godfrey, Best, Harvuot, Boucher. 

Conducted-by Serge Baudo. 

Produced on September 16, 1970. 

Originally produced in 1955. 

Norma (Vincenzo Bellini) An opera in 4 acts. 

Benefactor: Mrs. John D. Rockefeller. 

Setting designed by Desmond Heeley. 

Staged by Patrick Tavernia. 

Principal Singers: Sutherland, Horne, Tagliavini, Flagello, Ordassy, 
McWherter. 

Conducted by Richard Bonynge. 

Produced on September 17, 1970. 

Originally produced in 1970. 

La Traviata (Giuseppe Verdi) An opera in 4 acts. 

Benefactor: Henry L. Grace Doherty Charitable Foundation, Inc 

Setting designed by Cecil Beaton. 

Staged by Bodo Igesz. 

Principal Singers: Zylis-Gara, Aragall, Merrill, Stade, Goeke, 
Goodloe, Boucher, Sgarro, Marcella Trehy. 

Conducted by Richard Bonynge. 

Produced on September 18, 1970. 

Originally produced in 1966. 

Orfeo ed Euridice (Christoph Willibald von Gluck) An opera in 3 acts, 
5 scenes. 

Benefactor: Francis Goelet. 

Setting designed by Rolf Gerard. 

Staged by Milko Sparemblek. 

Principal Singers: Tucci, Bumbry, Pracht, Robinson. 

Conducted by Richard Bonynge. 

Produced on September 25, 1970. 
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Madama Butterfly (Giacomo Puccini) An opera in 3 acts. 

Benefactor: Cornelius V. Starr 

Setting designed by Motohiro Nagasaka. 

Staged by Yoshio Aoyama. 

Principal Singers: Pilou, Baldwin, Konya, Guarrera, Myhal, Schmoor, 
Christopher, Dobriansky, Roberts, Gibbs. 

Conducted by Francesco Molinari-Pradelli. 

Produced on September 29, 1970. 

Originally produced in 1958. 

Un Ballo in Maschera (Giuseppe Verdi) An opera in 3 acts, 6 scenes. 

Benefactor: Mrs. John D. Rockefeller. 

Setting designed by Ita Maximowna. 

Staged by Henry Butler. 

Principal Singers: Caballe, Franke, Gibbs, Grist, Dobriansky, Domingo, 
Merrill, Carelli, Plishka. 

Conducted by Francesco Molinari-Pradelli. 

Produced on October 3, 1970. 

Originally produced in 1962. 

Andrea Chenier (Umberto Giordano) An opera in 4 acts. 

Benefactor: Mrs. John D. Rockefeller, Jr. 

Setting designed by Frederick Fox. 

Staged by Patrick Tavernia. 

Principal Singers: Tebaldi, Chookasian, Bergonzi, Colzani, Forst, 

Kraft, Carelli, Velis, Boucher, Goodloe, Harvuot, Karlsrud, Frydel, 

Conducted by Fausto Cleva. 

Produced on Oct. 9, 1979. 

Originally produced in 1954. 

Lucia di Lammermoor (Gaetano Donizetti) An opera in 3 acts, 6 scenes. 

Benefactor: Mrs. Izaak Walton Killam. 

Setting designed by Attilio Colonnello. 

Staged by Fabrizio Melano. 

Principal Singers: Scotto, Pavarotti, Sereni, Raimondi, Ordassy, 
Goeke, McWherter. 
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Conducted by Carlo Franci. 

Produced on October 15, 1970, 

Originally produced in 1964. 

Don Pasquale (Gaetano Donizetti) An opera in 3 acts, 7 scenes. 

Benefactor: Metropolitan Opera National Company. 

Setting designed by Wolfgang Roth. 

Staged by Patrick Tavernia. 

Principal Singers: Corena, Krause, Kraus, Peters, Carelli. 

Conducted by Carlo Franci. 

Produced on October 20, 1970. 

Originally produced in 1955, 

Tosca (Giacomo Puccini) An opera in 3 acts, 

Benefactor: Gramma Fisher Foundation. 

Setting designed by Rudolf Heinrich. 

Staged by Fabrizio Melano. 

Principal Singers: Domingo, Gobbi, Corena, Franke, Christopher, 
Dobriansky, Sgarro, Kalfayan, Amara. 

Conducted by Francesco Molinari-Pradelli. 

Produced on Nov. 7, 1970. 

Originally produced in 1968. 

Parsifal (Richard Wagner) An opera in 3 acts, 6 scenes. 

Benefactor: Mrs. Dewitt Wallace. 

Setting designed by Robert O'Hearn. 

Staged by Nathaniel Merrill. 

Principal Singers: Ludwig, Brilioth, Stewart, Siepi, Flagello, 
Macurdy. 

Conducted by Leopold Ludwig. 

Produced on November 14, 1970. 

Aida (Giuseppe Verdi) An opera in 4 acts, 7 scenes. 

Benefactor: American Export Isbrandtsen Lines. 

Setting designed by Robert O'Hearn. 
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Staged by Nathaniel Merrill. 

Principal. Singers: Arroyo, Dalis, Tucker, MacNeil, Flagello, Plishka, 
Kalil, MacWherter. 

Conducted by Fausto Cleva. 

Produced on November 16, 1970. 

Originally produced in 1963. 

Elektra (Richard Strauss) An opera in 1 act, 1 scene. 

Benefactor: Unavailable. 

Setting designed by Rudolf Heinrich. 

Staged by Bodo Igesz. 

Principal Singers: Nilsson, Rysanek, Resnik, Brilioth, Stewart, 
Harper, Potter, Ghazal, Ordassy, Goeke, Best. 

Conducted by Karl Bbhm. 

Produced on November 27, 1970. 

Originally produced in 1966. 

Fidelio (Ludwig von Beethoven) An opera in 2 acts, 4 scenes. 

Benefactor: Mrs. John D. Rockefeller. 

Setting designed by Boris Aronson. 

Staged by Otto Schenk. 

Principal Singers: Rysanek, Vickers, Berry, Tozzi, Macurdy, Dickie, 
Goeke, Harvuot. 

Conducted by Karl Bbhm. 

Produced on Dec 16, 1970. 

La Perichole (Jacques Offenbach) An opera in 3 acts, 4 scenes. 

Benefactor: Metropolitan Opera National Council. 

Setting designed by Rolf Gerard. 

Staged by Cyril Ritchard. 

Principal Singers: Stratas, Uppman, Ritchard, Gramm, Franke, Velis, 

Robinson, Forst, Stade, Anthony, Boucher, Alvary, Rice, Chistiakov. 

Conducted by Franz Allers. 

Produced on December 31, 1970. 

Originally produced in 1956. 
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Die Frau ohne Schatten (Richard Strauss) An opera in 3 acts, 11 scenes. 

Benefactor: Mrs. lazzk Walton Killam. 

Setting designed by Robert O'Hearn. 

Staged by Nathaniel Merrill. 

Principal Singers: Rysanek, Ludwig, Dalis, Alvary, Nagy, Pracht, Dooley, 
MacWherter, Ordassy, Godfrey. 

Conducted by Karl Bohm. 

Produced on January 16, 1971. 

Originally produced in 1966. 

II Barbiere di Siviglia (Gioacchino Rossini) An opera in 3 acts. 

Benefactor: Metropolitan Opera National Council. 

Setting designed by Eugene Berman. 

Staged by Patrick Tavernia. 

Principal Singers: Horne, Di Giuseppe, Milnes, Corena, Tozzi, Kraft, 
Castel, Gibbs, Sliker. 

Conducted by Thomas Schippers. 

Produced on January 23, 1971. 

Originally produced in 1954. 

Carmen (Georges Bizet) An opera in 4 acts. 

Benefactor: Mrs. John D. Rockefeller. 

Setting designed by Jacques Dupont. 

Staged by Patrick Tavernia. 

Principal Singers: Baldani, Amara, Vickers, Merrill, De Paul, Forst, 
Anthony, Christopher, Gibbs, Meredith. 

Conducted by Jean Morel. 

Produced on January 26, 1971. 

Originally produced in 1967. 

Werther (Jules Massenet) An opera in 4 acts. 

Benefactor: Mrs. Dewitt Wallace. 

Setting designed by Rudolf Heinrich. 

Staged by Paul-Emile Deiber. 



(1970-1971 Season Con't) 84 

Principal Singers: Ludwig, Blegen, Reardon, Corena, Castel, Dobriansky, 
Di Giuseppe. 

Conducted.by Alain Lombard. 

Produced on February 19, 1971. 

II Trovatore (Giuseppe Verdi) An opera in 4 acts, 8 scenes. 

Benefactor: Mrs. John D. Rockefeller. 

Setting designed by Attilio Colonnello. 

Staged by Nathaniel Merrill. 

Principal Singers: Arroyo, Chookasian, Tucker, Milnes, Michalski, 
Myhal, Anthony, Giffin, Marcus. 

Conducted by Zubin Mehta. 

Produced on March 2, 1971. 

Originally produced in 1969. 

La Boheme (Giacomo Puccini) An opera in 4 acts. 

Benefactor: National Council Metropolitan Opera Association. 

Setting designed by Rolf Gerard. 

Staged by Bodo Igesz. 

Principal Singers: Kirsten, Boky, Konya, Sereni, Hines, Goodloe, Velis, 
Best, Aldridge, Barbusci. 

Conducted by Fausto Cleva. 

Produced on March 3, 1971. 

Originally produced in 1952. 

Don Giovanni (Wolfgang A. Mozart) An opera in 2 acts, 10 scenes. 

Benefactor: Metropolitan Opera National Council, Mrs. Lasker. 

Setting designed by Eugene Berman. 

Staged by Patrick Tavernia. 

Principal Singers: Moser, Zylis-Gara, Pilou, Siepi, Gedda, Corena, 
Uppman, Plishka. 

Conducted by Josef Krips. 

Produced on March 20, 1971. 

Originally produced in 1957. 
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Fig. 62. Ernani 

Fig. 63. Les Contes d'Hoffmann 
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Fig. 64. Orfeo ed Euridice 

Fig. 65. Don Pasquale 
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Fig. 66. Parsifal 

Fig. 67. Fidelio 
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Fig. 68. La Perichole 

Fig. 69. Werther 
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Don Carlo (Giuseppe Verdi) An opera in 4 acts, 7 scenes. 

Benefactof: Mr & Mrs. Otto H. Kahn. 

Setting designed by Rolf Gerard. 

Staged by Patrick Tavernia. 

Principal Singers: Bumbry, Amara, Domingo, Merrill, Siepi, Macurdy, 
Forst, Goeke, MacWherter, Arroyo. 

Conducted by Francesco Molinari-Pradelli. 

Produced on September 20, 1971. 

Originally produced in 1950. 

Riqoletto (Giuseppe Verdi) An opera in 4 acts. 

Benefactor: Unavailable. 

Setting designed by Eugene Berman. 

Staged by Fabrizio Melano. 

Principal Singers: Scotto, Grillo, Aragall, MacNeil, Diaz, Morris, 
Ordassy, Di Franco, Myhal, Castel, Gibbs, Best, De Paola. 

Conducted by Carlo Franci. 

Produced on September 21, 1971. 

Originally produced in 1951. 

Faust (Charles Gounod) An opera in 3 acts, 8 scenes. 

Benefactor: Mrs. John D. Rockefeller. 

Setting designed by Jacques Dupont. 

Staged by Bodo Igesz. 

Associate designer: Rene D'Auriac 

Principal Singers: Kabaivanska, Stade, Paskalis, Tozzi, Godfrey, 
Christopher, Bonisolli. 

Conducted by Alain Lombard. 

Produced on September 22, 1971. 

Originally produced in 1965. 

L'Elisir d'Amore (Gaetano Donizetti) An opera in 2 acts, 6 scenes. 

Benefactor: Metropolitan Opera Club, Mr. & Mrs. Livingston Iceland, 
& others. 
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Setting designed by Robert O'Hearn. 

Staged by Nathaniel Merrill. 

Principal'Singers: Grist, Alva, Sereni, Corena, Wilcox. 

Conducted by Carlo Franci. 

Produced on September 23, 1971, 

Originally produced in 1960. 

Cavalleria Rusticana (Pietro Mascagni) An opera in 1 act. 

Benefactor: Glen Alden Corp. 

Setting designed by Franco Zeffirelli, 

Staged by Fabrizio Melano. 

Principal Singers: Cossotto, Casei, Bergonzi, Colzani, Kraft. 

Conducted by Christopher Keene. 

Produced on September 24, 1971. 

Originally produced in 1970. 

Pagliacci (Ruggiero Leoncavallo) An opera in 1 act. 

Benefactor: Glen Alden Corporation. 

Setting designed by Franco Zeffirelli. 

Staged by Fabrizio Melano. 

Principal Singers: Stratas, McCracken, Milnes, Cossa, Schmoor, Murphy, 
Coffey. 

Conducted by Christopher Keene. 

Produced on September 24, 1971. 

Originally produced in 1970. 

Der Freisch'u'tz (Carl Mariâ von Weber) An opera in 3 acts, 5 scenes. 

Benefactor: Mrs. John D. Rockefeller. 

Setting designed by Rudolf Heinrich. 

Staged by Rudolf Heinrich. 

Principal Singers: Lorengar, Mathis, Konya, Macurdy, Feldhoff, 
MacWherter, Karlsrud, Dobriansky. 

Conducted by Leopold Ludwig. 

Produced on September 28, 1971. 
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Fidelio (Ludwig Von Beethoven) An opera in 2 acts, 4 scenes. 

Benefactor: Mrs. John D. Rockefeller. 

Setting désigned by Boris Aronson. 

Staged by Bodo Igesz. 

Principal Singers: Bjoner, Blegen, McCracken, Macurdy, Dooley, Tozzi, 
Goeke. 

Conducted by Hans Wallat. 

Produced on October 7, 1971. 

Originally produced in 1970. 

Luisa Miller (Giuseppe Verdi) An opera in 3 acts, 7 scenes. 

Benefactor: Mrs. John D. Rockefeller, Jr. 

Setting designed by Attilio Colonnello. 

Staged by Nathaniel Merrill. 

Principal Singers: Maliponte, Dunn, Tucker, Milnes, Raimondi, Plishka, 
Myhal, Marcella. 

Conducted by James Levine. 

Produced on October 15, 1971. 

Originally produced in 1967. 

Cosi Fan Tutte (Wolfgang A. Mozart) An opera in 2 acts, 8 scenes. 

Benefactor: Otto H. Kahn. 

Setting designed by Rolf Gerard. 

Staged by Henry Butler. 

Principal Singers: Zylis-Gara, Stratas, Elias, Bottazzo, Krause, Corena 

Conducted by John Pritchard. 

Produced on October 25, 1971. 

Originally produced in 1951. 

Carmen (Georges Bizet) An opera in 4 acts. 

Benfactor: Mrs. John D. Rockefeller. 

Setting designed by Jacques Dupont. 

Staged by Patrick Tavernia. 

Principal Singers: Baldani, Amara, Vickers, Merrill, Altmeyer, Forst, 
Franke, Boucher, Gibbs, Meredith. 
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Conducted by Gabor Otvos. 

Produced on October 27, 1971. 
» 

Originally produced in 1967. 

Tosca (Giacomo Puccini) An opera in 3 acts. 

Benefactor: Gramma Fisher Foundation. 

Setting designed by Rudolf Heinrich. 

Staged by Bodo Igesz. 

Principal Singers: Bumbry, Alexander, Gobbi, Corena, Anthony, Harvuot, 
Christopher, Karlsrud. 

Conducted by James Levine. 

Produced on November 2, 1971. 

Originally produced in 1968. 

Tristan und Isolde (Richard Wagner) An opera in 3 acts. 

Benefactor: Mrs. John D. Rockefeller. 

Setting designed by Giinther Schneider-Siemssen. 

Staged by August Everding. 

Principal Singers: Nilsson, Thomas, Stewart, Dunn, Macurdy, Castel, 
Goeke, Sgarro, MacWherter. 

Conducted by Erich Leinsdorf. 

Produced on November 18, 1971. 

La Forza del Destino (Giuseppe Verdi) An opera in 3 acts, 5 scenes. 

Benefactor: Metropolitan Opera Guild. 

Setting designed by Eugene Berman. 

Staged by Patrick Tavernia. 

Principal Singers: Arroyo, Forst, Domingo, Merrill, Flagello, Corena, 
Ordassy, Velis, Boucher, Morris. 

Conducted by Michelangelo Veltri. 

Produced on November 24, 1971. 

Originally produced in 1952. 
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Samson et Dalila (Camille Saint-Saens) An opera in 3 acts, 4 scenes. 

Benefactor: Metropolitan Opera National Council, Francis Goelet. 

Setting designed by Robert O'riearn. 

Staged by Nathaniel Merrill. 

Principal Singers: Bumbry, Tucker, Bacquier, Macurdy, Plishka, Anthony, 
Schmoor, Goodloe. 

Conducted by Serge Baudo. 

Produced on December 10, 1971. 

Originally produced in 1964. 

Hansel and Gretel (Engelbert Humperdinck) An opera in 2 acts, 3 scenes. 

Benefactor: Gramma Fisher Foundation. 

Setting designed by Robert O'Hearn. 

Staged by Nathaniel Merrill. 

Principal Singers: Chookasian, Stratas, Elias, Velis, Walker, Di Franco, 
Potter. 

Conducted by Franz Allers. 

Produced on December 22, 1971. 

Originally produced in 1967. 

Die Meistersinger (Richard Wagner) An opera in 3 acts, 4 scenes. 

Benefactor: Mrs. John D. Rockefeller. 

Setting designed by Robert O'Hearn. 

Staged by Nathaniel Merrill. 

Principal Singers: Tozzi, King, Flagello, Lorengar, Love, Kusche, Gramm, 
Anthony, Goodloe, Schmoor, MacWherter, Carelli, Sgarro, Harvuot, 
Christopher, Morris, Driscoll. 

Conducted by Thomas Schippers. 

Produced on December 27, 1971. 

Originally produced in 1962. 

Pelleas et Melisande (Claude Debussy) An opera in 3 acts, 13 scenes. 

Benefactor: Francis Goelet. 

Setting designed by Desmond Heeley. 
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Staged by Paul-Emile Deiber. 

Principal Singers: McDaniel, Stewart, Tozzi, Chookasian, Boucher, 
Harvout, Klein, Blegen. 

Conducted by Colin Davis. 

Produced on January 19, 1972. 

Originally produced in 1971. 

Le Nozze di Figaro (Wolfgang A. Mozart) An opera in 4 acts. 

Benefactor: Mrs. John D. Rockefeller. 

Setting designed by Oliver Messel. 

Staged by Bodo Igesz. 

Principal Singers: Lorengar, Pilou, Lear, Siepi, Plishka, Kraft, 
Di Franco, Carelli, Franke, Alvary, Norden, Olson. 

Conducted by Karl Bohm. 

Produced on January 27, 1972. 

Originally produced in 1959. 

Werther (Jules Massenet) An opera in 4 acts. 

Benefactor: Mrs. Dewitt Wallace 

Setting designed by Rudolf Heinrich. 

Staged by Paul-Emile Deiber. 

Principal Singers: Crespin, Corelli, Reardon, Gramm, Castel, Best, 
Keane, Marcella. 

Conducted by Alain Lombard. 

Produced on February 1, 1972. 

Originally produced in 1971. 

La Fille du Regiment (Gaetano Donizetti) An opera in 2 acts. 

Benefactor: Covent Gardens, Gramma Fisher Foundation. 

Setting designed by Anna Anni. 

Costumes designed by Marcel Escoffier. 

Associate designer: David Reppa. 

Staged by Sandro Sequi. 

Principal Singers: Sutherland, Welitsch, Resnik, Pavoratti, Velis, 
Corena, Dobriansky, Kuestner. 
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Conducted by Richard Bonynge. 

Produced on February 17, 1972. 

Falstaff (Giuseppe Verdi) An opera in 3 acts, 6 scenes. 

Benefactor: Mrs. John D. Rockefeller. 

Setting designed by Franco Zeffirelli. 

Staged by Franco Zeffirelli. 

Principal Singers: Tebaldi, Pilou, Resnik, Evans, Paskalis, Alva, 
Franke, Grillo, Velis, Best. 

Conducted by Christoph von Dohnanyi. 

Produced on February 25, 1972. 

Originally produced in 1964. 

Salome (Richard Strauss) An opera in 1 act. 

Benefactor: Gramma Fisher Foundation. 

Setting designed by Rudolf Heinrich. 

Staged by Bodo Igesz. 

Associate Designer: David Reppa. 

Principal Singers: Rysanek, Dalis, Stolze, Stewart, MacWherter, 
Godfrey. 

Conducted by Karl Bbhm. 

Produced on March 6, 1972. 

Originally produced in 1964. 

Otello (Giuseppe Verdi) An opera in 4 acts, 5 scenes. 

Benefactor: Mrs. John D. Rockefeller. 

Setting designed by Franco Zeffirelli. 

Costumes by Peter Hall. 

Staged by Franco Zeffirelli. 

Principal Singers: Di Giuseppe, Zylis-Gara, Milnes, Goodloe, Plishka, 
Velis, McCracken, Love. 

Conducted by Karl Bbhm. 

Produced on March 25, 1972. 
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La Boheme (Giacomo Puccini) An opera in 4 acts. 

Benefactor: National Council Metropolitan Opera Association. 

Setting designed by Rolf Gerard. 

Staged by Patrick Tavernia. 

Principal Singers: Di Giuseppe, Christopher, Goodloe, Plishka, Amara, 
Best. 

Conducted by Jan Behr. 

Produced on March 30, 1972. 

Originally produced in 1952. 

Parsifal (Richard Wagner) An opera in 3 acts, 6 scenes. 

Benefactor: Mrs. Dewitt Wallace. 

Setting designed by Robert O'Hearn. 

Staged by Nathaniel Merrill. 

Principal Singers: Dalis, Siepi, Konya, Flagello, Macurdy, Dooley, 
Godfrey, MacWherter, Gibbs. 

Conducted by Leopold Ludwig. 

Produced on March 31, 1972. 

Originally produced in 1971. 

La Traviata (Giuseppe Verdi) An opera in 4 acts. 

Benefactor: Henry L. Grace Doherty Charitable Foundation, Inc 

Setting designed by Cecil Beaton. 

Staged by Fabrizio Melano. 

Principal Singers: Moffo, Merrill, Bonisolli, Kraft, Anthony, Goodloe, 
Boucher, Karlsrud, Florio, Marcella, Sliker. 

Conducted by Richard Bonynge. 

Produced on April 19, 1972. 

Originally produced in 1966. 
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Fig. 70. Der Freisch'ûtz 

Fig. 71. Cosi Fan Tutte 
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Fig. 72. Tristan und Isolde 

Fig. 73. Samson et Dalila 
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Fig. 74. Pelléas et Melisande 

Fig. 75. La Fille du Regiment 
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Fig. 76. Salome 

Fig. 77. Otello 
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Carmen (Georges Bizet) An opera in 4 acts. 

Benefactor: Gramma Fisher Foundation, Marshalltown, lA. 

Setting designed by Josef Svoboda. 

Costumes designed by David Walker. 

Associate designer: David Reppa. 

Staged by Bodo Igesz. 

Principal Singers: Horne, Maliponte, McCracken, Krause, Boky, Baldwin, 
Franke, Velis, Christopher, Gibbs, Gramm. 

Conducted by Leonard Bernstein. 

Produced on September 19, 1972. 

Madama Butterfly (Giacomo Puccini) An opera in 3 acts. 

Benefactor: Cornelius V. Starr. 

Setting designed by Motohiro Nagasaka. 

Staged by Yoshio Aoyama. 

Principal Singers: Kabaivanska, Casei, Konya, Sereni, Myhal, Schmoor, 
Christopher, Gibbs, Harvuot, Miles, Toth. 

Produced on September 20, 1972. 

Originally produced in 1958. 

Romeo et Juliette (Charles Gounod) An opera in 3 acts, 6 scenes. 

Benefactor: Mrs. John D. Rockefeller. 

Setting designed by Rolf Gerard. 

Staged by Fabrizio Melano. 

Principal Singers: Moffo, Shirley, Baldwin, Love, Anthony, Schmoor, 
Cossa, Plishka, Harvuot, Best, Boucher, Karlsrud. 

Conducted by Alain Lombard. 

Produced on September 21, 1972. 

Originally produced in 1967. 

Un Ballo in Maschera (Giuseppe Verdi) An opera in 3 acts, 6 scenes. 

Benefactor: Mrs. John D. Rockefeller. 

Setting designed by Ita Maximowna. 

Associate designer: Wolfgang Roth. 
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Staged by Gunther Rennert. 

Principal ^ingers: Arroyo, Robinson, Domingo, Milnes, Chookasian, 
Morris, Best, Goodloe, Franke, Castel. 

Conducted by Peter Herman Adler. 

Produced on September 22, 1972. 

Originally produced in 1962. 

Don Giovanni (Wolfgang A. Mozart) An opera in 2 acts, 10 scenes. 

Benefactor: Metropolitan Opera National Council and Mrs. Lasker. 

Setting designed by Eugene Berman. 

Staged by Patrick Tavernia. 

Principal Singers: Moser, Vaughan, Elias, Raimondi, Gedda, Corena, 
Uppman, Macurdy. 

Conducted by Peter Maag. 

Produced on September 23, 1972. 

Originally produced in 1957. 

La Traviata (Giuseppe Verdi) An opera in 4 acts. 

Benefactor: Henry L. Grace Doherty Charitable Foundation, Inc 

Setting designed by Cecil Beaton. 

Staged by Fabrizio Melano. 

Principal Singers: Tucci, Kraus, Merrill, Kraft, Anthony, Goodloe, 
Norden, Boucher, Sgarro, Marcella, De Paola. 

Conducted by Francesco Molinari-Pradelli. 

Produced on September 30, 1972. 

Originally produced in 1966. 

Lucia di Lammermoor (Gaetano Donizetti) An opera in 3 acts, 6 scenes. 

Benefactor: Mrs. Izaak Walton Killam. 

Setting designed by Attilio Colonnello. 

Staged by Fabrizio Malano/Patrick Tavernia. 

Principal Singers: Scotto, Tucker, Sereni, Macurdy, Ordassy, Goeke, 
MacWherter. 

Conducted by Francesco Molinari-Pradelli. 

Produced on October 3, 1972. 

Originally produced in 1964. 
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Aida (Giuseppe Verdi) An opera in 4 acts, 7 scenes. 

Benefactor'. American Export Isbrandtsen Lines. 

Setting designed by Robert O'Hearn. 

Staged by Nathaniel Merrill. 

Principal Singers: Arroyo, Bumbry, Morris, Merrill, Konya, Giaiotti, 
MacWherter, Altmeyer. 

Conducted by Francesco Molinari-Pradelli. 

Produced on October 6, 1972. 

Originally produced in 1963. 

La Bohéme (Giacomo Puccini) An opera in 4 acts. 

Benefactor: National Council Metropolitan Opera Association. 

Setting designed by Rolf Gerard. 

Staged by Patrick Tavernia. 

Principal Singers: Moffo, Boky, Tucker, Sereni, Goodloe, Corena, 
Macurdy, Mellow, Barbusci, Coffey. 

Conducted by Henry Lewis. 

Produced on October 16, 1972. 

Originally produced in 1952. 

La Sonnambula (Vincenzo Bellini) An opera in 3 acts, 4 scenes. 

Benefactor: Mrs. Izaak Walton Killam. 

Setting designed by Rolf Gerard. 

Staged by Henry Butler. 

Principal Singers: Scotto, Di Franco, Gedda, Tozzi, Godfrey, Castel, 
Best. 

Conducted by Carlo Felice Cillario. 

Produced on October 17, 1972. 

Originally produced in 1963. 

De Zauberflbte (Wolfgang A. Mozart) An opera in 2 acts, 17 scenes. 

Benefactor: Mrs, John D. Rockefeller, 

Setting designed by Marc Chagall. 

Staged by Bodo Igesz. 

Principal Singers: Maliponte, Moser, Burrows, Sotin,Uppman, Norden, 
Franke. 
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Conducted by Peter Maag. 

Produced on October 26, 1972. 

Originally'produced in 1967. 

Orfeo ed Euridice (Christoph Willibald von Gluck) An opera in 3 acts 
5 scenes. 

Benefactor: Francis Goelet. 

Setting designed by Rolf Gerard. 

Staged by Milko Sparemblek. 

Principal Singers: Horne, Sukis, Blegen. 

Conducted by Charles Mackerras. 

Produced on October 31, 1972. 

Originally produced in 1970. 

Siegfried (Richard Wagner) An opera in 3 acts. 

Benefactor: Eastern Airlines. 

Setting designed by Giinther Schneider-Siemssen. 

Costumes by George Wakhevitch. 

Associate designer: David Reppa. 

Staged by Wolfgang Weber. 

Principal Singers: Thomas, Nilsson, Stewart, Chookasian, Stolze. 

Conducted by Eric Leinsdorf. 

Produced on November 17, 1972. 

Die Walk'ijre (Richard Wagner) An opera in 3 acts. 

Benefactor: Eastern Airlines. 

Setting designed by Gûnther Schneider-Siemssen, 

Costumes by George Wakhevitch. 

Associate designer: David Reppa. 

Staged by Wolfgang Weber. 

Principal Singers: Adam, Dunn, Nilsson, Vickers, Jones, Macurdy. 

Conducted by Eric Leinsdorf. 

Produced on November 24, 1972. 

Originally produced in 1967. 
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Otello (Giuseppe Verdi) An opera in 4 acts, 5 scenes. 

Benefactor: Mrs. John D. Rockefeller. 

Setting designed by Franco Zeffirelli. 

Costumes by Peter Hall. 

Staged by Fabrizio Melano. 

Principal Singers: Vickers, Zylis-Gara, Quilico, Kraft, Goeke, Velis. 

Conducted by James Levine. 

Produced on December 5, 1972. 

Originally produced in 1972. 

Faust (Charles Gounod) An opera in 3 acts, 8 scenes. 

Benefactor: Mrs. John D. Rockefeller. 

Setting designed by Jacques Dupont. 

Associate designer René D'Auriac 

Staged by Bodo Igesz. 

Principal Singers: Gedda, Maliponte, Siepi, Manuguerra, Forst, Love, 
Sgarro. 

Conducted by Roberto Benzi. 

Produced on December 11, 1972. 

Originally produced in 1965. 

Queen of Spades (Peter Hyitch Tchaikowsky) An opera in 3 acts, 7 scenes. 

Benefactor: Mrs. Albert D. Lasker and Francis Goelet. 

Setting designed by Robert O'Hearn. 

Staged by Henry Butler. 

Principal Singers: Kabaivanska, Resnik, Gedda, Grillo, Reardon, Walker, 
Franke, Di Franco, Ordassy, Schmoor, Boucher, Dobriansky, Karlsrud. 

Conducted by Kazimierz Kord. 

Produced on December 27, 1972. 

Originally produced in 1965. 

La Fille du Regiment (Gaetano Donizetti) An opera in 2 acts. 

Benefactor: Covent Garden, Gramma Fisher Foundation. 

Setting designed by Anna Anni. 
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Costumes designed by Marcel Escoffier. 

Associate designer: David Reppa. 

Staged by Sandro Sequi. 

Principal Singers: Sutherland, Pavarotti, Resnik, Corena, Kraft, 
Velis, Dobriansky, Kuestner, Jones. 

Conducted by Richard Bonynge. 

Produced on December 31, 1972. 

Originally produced in 1971. 

Macbeth (Giuseppe Verdi) An opera in 4 acts, 8 scenes. 

Benefactor: Metropolitan Opera Guild. 

Setting designed by Caspar Neher/Neil Peter Jampolis. 

Staged by Godo Igesz. 

Principal Singers: Arroyo, Milnes, Tagliavini, Raimondi, Ordassy, 

MacWherter, Christopher, Karlsrud, Best, Aronson, Lindner, Bater. 

Conducted by Francesco Molinari-Pradelli. 

Produced on January 25, 1973. 

Originally produced in 1959. 

Rigoletto (Giuseppe Verdi) An opera in 4 acts. 

Benefactor: Unavailable. 

Setting designed by Eugene Berman. 

Staged by Fabrizio Melano. 

Principal Singers: Wixell, Robinson, Di Giuseppe, Macurdy, Grillo, 
Godfrey, Harvuot, Morris, Sgarro, Castel, Norden, Brewer, 
Simeone. 

Conducted by James Levine. 

Produced on January 29, 1973. 

Originally produced in 1951. 

Norma (Vincenzo Bellini) An opera in 4 acts. 

Benefactor: Mrs. John D. Rockefeller. 

Setting designed by Desmond Heeley. 

Staged by Patrick Tavernia. 

Principal Singers: Caballe, Tozzi, Alexander, Cossotto, Ordassy, 
Anthony. 
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Conducted by Carlo Felice Cillario. 

Produced on February 12, 1973. 

Originally produced in 1970. 

Salome (Richard Strauss) An opera in 1 act. 

Benefactor: Gamma Fisher Foundation. 

Setting designed by Rudolf Heinrich. 

Staged by Bodo Igesz. 

Associate designer: David Reppa. 

Principal Singers: Schroder, Dalis, Ulfung, Dooley, Lewis, Godfrey. 

Conducted by Karl Bohm. 

Produced on February 15, 1973. 

Originally produced in 1965. 

Peter Grimes (Benjamin Britten) An opera in Prologue 3 acts, 7 scenes. 

Benefactor: Mrs. Edgar Tobin. 

Setting designed by Tanya Moiseiwitsch. 

Staged by Bodo Igesz. 

Principal Singers: Amara, Vickers, Chookasian, Kraft, Gramm, Franke, 
Morris, Schmoor, Boucher, Dobriansky, Murphy, Keane, Coffey, 
Schachtel, Weidinger, Norden. 

Conducted by Sixten Ehrling. 

Produced on February 26, 1973. 

Originally produced in 1967. 

II Trovatore (Giuseppe Verdi) An opera in 4 acts. 

Benefactor: Mrs. John D. Rockefeller. 

Setting designed by Attilio Colonnello. 

Staged by Nathaniel Merrill/Patrick Tavernia. 

Principal Singers: Caballe, Cossotto, Domingo, Merrill, Vinco, 
Murphy, Ghazal, Kraft, Castel. 

Conducted by Carlo Felice Cillario. 

Produced on March 2, 1973. 

Originally produced in 1969. 
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Der Rosenkavalier (Richard Strauss) An opera in 3 acts. 

Benefactor: Mrs. John D. Rockefeller. 
» 

Setting designed by Robert O'Hearn. 

Staged by Nathaniel Merrill. 

Principal Singers: Rysanek, Berry, Minton, Meredith, Velis, Blegen. 

Conducted by Christoph von Dohnanyi. 

Produced on March 16, 1973. 

Originally produced in 1968. 

II Barbiere di Siviglia (Giochino Rossini) An opera in 3 acts. 

Benefactor: Metropolitan Opera National Council. 

Setting designed by Eugene Berman. 

Staged by Patrick Tavernia. 

Principal Singers: Horne, Kraft, Prey, Corena, Di Giuseppe, Siepi, 
Goodloe, Anthony, Sliker. 

Conducted by James Levine. 

Produced on April 2, 1973. 

Originally produced in 1954. 

Tosca (Giacomo Puccini) An opera in 3 acts. 

Benefactor: Gramma Fisher Foundation. 

Setting designed by Rudolf Heinrich. 

Staged by Bodo Igesz. 

Principal Singers: Corelli, Kirsten, Gobbi, Harvuot, Corena, Schmoor, 
Christopher, Karlsrud. 

Conducted by Carlo Felice Cillario. 

Produced on April 7, 1973. 

Originally produced in 1968. 
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Fig. 78. Carmen 
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Fig. 79. Siegfried 
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Fig. 80. Macbeth 
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II Trovatore (Giuseppe Verdi) An opera in 4 acts, 8 scenes. 

Benefactor: Mrs. John D. Rockefeller. 

Setting designed by Attilio Colonnello. 

Staged by Nathaniel Merrill. 

Associate designer: David Reppa. 

Principal Singers: Arroyo, Dunn, Domingo, MacNeil, Macurdy, Anthony, 
Mellow, Marcus, Weidinger, 

Conducted by James Levine. 

Produced on September 17, 1973. 

Originally produced in 1969. 

Carmen (Georges Bizet) An opera in 4 acts. 

Benefactor: Unavailable 

Setting designed by Josef Svoboda. 

Costumes by David Walker. 

Associate designer: David Reppa. 

Principal Singers: Horne, Amara, McCracken, Walker, Boky, Love, Franke, 
Velis, Boucher, Christopher, Dobriansky. 

Conducted by Henry Lewis. 

Produced on September 18, 1973. 

Originally produced in 1972. 

Salome (Richard Strauss) An opera in 1 act. 

Benefactor: Gramma Fisher Foundation. 

Setting designed by Rudolf Heinrich. 

Staged by Bodo Igesz. 

Principal Singers: Bumbry, Resnik, Nagy, Mittelmann, Lewis, Godfrey. 

Conducted by James Levine. 

Produced on September 19, 1973. 

Originally produced in 1965. 

L'Elisir d'Amore (Gaetano Donizetti) An opera in 2 acts, 6 scenes. 

Benefactor: Metropolitan Opera Council & others. 
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Setting designed by Robert O'Hearn. 

Staged by Nathaniel Merrill. 

Principal Singers: Peters, Di Giuseppe, Sereni, Corena, Weidinger. 

Conducted by Max Rudolf. 

Produced on September 20, 1973. 

Originally produced in 1960. 

Die Zauberflote (Wolfgang A. Mozart) An opera in 2 acts, 17 scenes. 

Benefactor: Mrs. John D. Rockefeller. 

Setting designed by Marc Chagall. 

Staged by Bodo Igesz. 

Principal Singers: Valente, Shane, Burrows, Uppman, Flagello, 
Meredith, Castel, Di Franco. 

Conducted by Peter Maag. 

Produced on September 22, 1973. 

Originally produced in 1967. 

Madama Butterfly (Giacomo Puccini) An opera in 3 acts. 

Benefactor: Cornelius V. Starr. 

Setting designed by Motohiro Nagasaka. 

Staged by Yositio Aoyama/Patrick Tavernia. 

Principal Singers: Price, Casei, Burrow, Goodloe, Schmoor, Boucher, 
Christopher, Harvuot, Ordassy, Murphy, Puleo. 

Conducted by Serge Baudo. 

Produced on September 24, 1973. 

Originally produced in 1958. 

Rigoletto (Giuseppe Verdi) An opera in 4 acts. 

Benefactor: Unavailable. 

Setting designed by Eugene Berman. 

Staged by Fabrizio Melano. 

Principal Singers: Di Giuseppe, Mesple, Quilico, Michalski, Grillo, 

Ordassy, Morris, Harvuot, Best, Ahlstedt, Norden,01son, Simeone. 

Conducted by Serge Baudo. 

Produced on September 25, 1973. 
OriSinany produced in 1951. 
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La Traviata (Giuseppe Verdi) An opera in 4 acts. 

Benefactor: Henry L. Grace Doherty Charitable Foundation, Inc 

Setting designed by Cecil Beaton. 

Staged by Fabrizio Melano. 

Principal Singers: Domingo, Merrill, Maliponte, Munzer, Anthony, 
Goodloe, Boucher, Sgarro, Di Franco, Marcella, De Paola. 

Conducted by Peter Maag. 

Produced on October 2, 1973. 

Originally produced in 1966. 

Les Troyens (Hector Berlioz) A Lyric Poem in 5 acts, 13 scenes. 

Benefactor: Mrs. George Payson and Mr, Francis Goelet. 

Sets, Costumes, and Visual effects designed by Peter Wexler. 

Staged by Nathaniel Merrill. 

Principal Singers: Verrett, Vickers, Quilico, Blegen, Dunn, Lewis, 
Riegel, Macurdy, Goeke, Karlsrud, Kraft, Smith, Montealegre 
Harvuot, Gill. 

Conducted by Rafael Kubelik. 

Produced on October 22, 1973. 

L 'ltaliana in Algeri (Gioacchino Rossini) An opera buffa in 2 acts, 
8 scenes. 

Benefactor: Mr. Thomas Brush. 

Designed and directed by Jean-Pierre Ponnelle and Patrick Tavernia. 

Associate Designer: David Reppa. 

Principal Singers: Horne, Alva, Corena, Uppman, Weidinger, Love, Boucher, 

Conducted by Gabor Otvbs. 

Produced on November 10, 1973. 

Les Contes d'Hoffmann (Jacques Offenbach) An opera in 3 acts, prologue 
and epllogue. 

Benefactor: Mr. & Mrs. Samuel L. Tedlow. 

Setting designed by Allen Charles Klein. 

Staged by Bliss Herbert/Richard Abrams. 

Principal Singers: Sutherland, Domingo, Stewart, Tourangeau, Castel, 
Harvuot, Morris, Velis, Munzer, Karlsrud, Anthony, Christopher. 



(1973-1974 Season Con't) 114 

Conducted by Richard Bonynge. 

Produced on November 29, 1973. 
» 

Simon Boccanegra (Giuseppe Verdi) An opera in 3 acts, 4 scenes. 

Benefactor: Metropolitan Opera Guild, Inc 

Setting designed by Frederick Fox. 

Costumes by Motley. 

Staged by Margaret Webster. 

Principal Singers: Maliponte, Tucker, Wixell, Tozzi, Shadur, Anthony, 
Sgarro, Webber. 

Conducted by Sixten Ehrling. 

Produced on December 1, 1973. 

Orininally produced in 1960. 

La Boheme (Giacomo Puccini) An opera in 4 acts. 

Benefactor: National Council Metropolitan Opera Association. 

Setting designed by Rolf Gerard. 

Staged by Patrick Tavernia. 

Principal Singers: Tarres, Niska, Corelli, Manuguerra, Hines, 

Christopher, Franke, Dobriansky, Apy, Coffey, Bater, Niska. 

Conducted by Leif Segerstam. 

Produced on December 10, 1973. 

Originally produced in 1952. 

Manon Lescaut (Giacomo Puccini) An opera in 4 acts. 

Benefactor: Metropolitan Opera Guild. 

Setting designed by H. M. Crayon. 

Staged by Patrick Tavernia. 

Principal Singers: Sereni, Cruz-Romo, Montane, Corena, Ahlstedt, 
Schmoor, Boucher, Forst, Sgarro, Castel, Best. 

Conducted by Leif Segerstam. 

Produced on December 18, 1973. 

Originally produced in 1949. 
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I I Barbiere di S i v ig l i a (Gioacchino Rossini) An opera in 3 acts. 

Benefactor: Metropolitan Opera National Council. 
» 

Setting designed by Eugene Berman. 

Staged by Patrick Tavernia. 
Principal Singers: Stade, Munzer, Alva, Corena, Flagello, Anthony, 

Holloway, Sliker, Cossa. 

Conducted by John Pritchard. 

Produced on December 25, 1973. 

Originally produced in 1954. 

Tristan und Isolde (Richard Wagner) An opera in 3 acts. 

Benefactor: Mrs. John D. Rockefeller. 

Setting designed by Gunther Schneider-Siemssen. 

Staged by August Everding. 

Principal Singers: Dunn, Dooley, Thomas, Barlow, Macurdy, Lewis, 
Sgarro, Gibbs, Castel. 

Conducted by Erich Leinsdorf. 

Produced on January 11, 1973. 

Originally produced in 1971. 

I Vespri Siciliani (Giuseppe Verdi) A tragic opera in 5 acts, 6 scenes. 

Benefactor: Gramma Fisher Foundation. 

Set and Lighting designed by Josef Svoboda. 

Costumes by Jan Skalicky. 

Staged by John Dexter/Fabrizio Melano. 

Associate designer: David Reppa. 
• 

Principal Singers: Caballe, Gedda, Milnes, Diaz, Munzer, Ahlstedt, 
Franke, Castel, Goodloe, Karlsrud, Dobriansky. 

Conducted by James Levine. 

Produced on January 31, 1974. 

Otello (Giuseppe Verdi) An opera in 4 acts, 5 scenes. 

Benefactor: Mrs. John D. Rockefeller. 

Setting designed by Franco Zeffirelli. 



(1973-1974 Season Con't) 116 

Costumes by Peter Hall . 

Staged by Fabrizio Melano. 
» 

Principal Singers: Kraft, Vickers, Stewart, Lewis, Plishka, Velis, 
Goodloe, Holloway, Te Kanawa. 

Conducted by James Levine. 

Produced on February 9, 1974. 

Originally produced in 1972. 

Der Rosenkavalier (Richard Strauss) An opera in 3 acts. 

Benefactor: Mrs. John D. Rockefeller. 

Setting designed by Robert O'Hearn. 

Staged by Nathaniel Merrill/Richard Abrams. 

Principal Singers: Lear, Mathis, Dooley, Velis, Jungwirth, Fassbaender, 
Miller, Goeke, Ordassy, Dobriansky. 

Conducted by Karl Bohm. 

Produced on February 16, 1974. 

Originally produced in 1968. 

Gbtterdammerung (Richard Wagner) An opera in 3 acts, 4 scenes. 

Benefactor: Eastern Airlines. 

Set and projections designed by Giinther Schneider-Siemssen. 

Costumes by George Wakhevitch. 

Associate Designer: David Reppa. 

Staged by Wolfgang Weber. 

Principal Singers: Nilsson, Rankin, Dunn, Thomas, Stewart, Rundgren, 
Rintzler, Pracht, Baldwin, Godfrey. 

Conducted by Rafael Kubelik. 

Produced on March 8, 1974. 

Don Giovanni (Wolfgang A. Mozart) An opera in 2 acts, 10 scenes. 

Benefactor: Francis Goelet. 

Setting designed by Jo Mielziner. 

Costumes by Patricia Zipprodt. 

Staged by Gû'nther Rennert. 



(1973-1974 Season Con't) 117 

Principal Singers: Price, Zylis-Gara, Milnes, Stratas, Morris, Burrows, 
Michalski, Berry. 

Conducted by Karl Bohm. 

Produced on March 28, 1974. 

P^'^sifal (Richard Wagner) An opera in 3 acts, 6 scenes. 

Benefactor: Mrs. DeWitt Wallace, 

Setting designed by Robert O'Hearn. 

Staged by Nathaniel Merrill. 

Principal Singers: Stewart. Macurdy, Morris, Thomas, Meredith, Martin, 
Kraft. 

Conducted by William Steinberg. 

Produced on April 12, 1974. 

Produced in 1971. 
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Fig. 81. Les Troyens 

Fig. 82. L'Italiana in Algeri 
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Fig. 83. Les Contes d'Hoffmann 

Fig. 84. I Vespri Siciliani 
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Fig. 85. Gbtterdammerung 
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I Vespri Siciliani (Giuseppe Verdi) An opera in 3 acts, 6 scenes. 
» 

Benefactor: Gramma Fisher Foundation. 

Setting designed by Josef Svoboda. 

Costumes by Jan Skalicky, 

Associate Designer: David Reppa. 

Staged by Fabrizio Melano. 

Principal Singers: Niska, Domingo, Milnes, Plishka. 

Conducted by James Levine. 

Produced on September 23, 1975. 

Originally produced in 1974. 

Turandot (Giacomo Puccini) An opera in 3 acts, 5 scenes. 

Benefactor: John S. Newberry. 

Setting designed by Cecil Beaton. 

Staged by Nathaniel Merrill. 

Principal Singers: Ross, Castel, Morris, Corelli, Zylis-Gara, Goodloe, 
Velis, Anthony. 

Conducted by Alberto Erede. 

Produced on September 24, 1974. 

Originally produced in 1961. 

L'Italiana in Algeri (Giacomo Puccini) An opera in 2 acts, 8 scenes. 

Benefactor: Mrs. Thomas Brush. 

Setting designed by Jean-Pierre Ponnelle. 

Staged by Patrick Tavernia. 

Associate Designer: David Reppa. 

Principal Singers: Horne, Corena, Di Giuseppe, Uppman, Weidinger, Love, 
Boucher. 

Conducted by Henry Lewis. 

Produced on September 25, 1974. 

Originally produced in 1973. 
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Tosca (Giacomo Puccini) An opera in 3 acts. 

Benefactor: Gramma Fisher Foundation. 
» 

Setting designed by Rudolf Heinrich. 

Staged by Bodo Igesz. 

Associate Designer: David Reppa. 
Principal Singers: Niska, Tagliavini, Glossop, Sgarro, Corena, Anthony, 

Christopher. 

Conducted by Alberto Erede. 

Produced on September 26, 1974. 

Originally produced in 1968. 

Madama Butterfly (Giacomo Puccini) An opera in 3 acts. 

Benefactor: Cornelius V. Starr. 

Setting designed by Motohiro Nagasaka. 

Staged by Patrick Tavernia. 

Associate designer: Cbarles Elson and Ming Cho Lee. 

Principal Singers: Azuma, Morell, Love, Uppman. 

Conducted by Richard Woitach. 

Produced on September 27, 1974. 

Originally produced in 1958. 

Romeo et Juliette (Charles Gounod) An opera in 3 acts, 6 scenes. 

Benefactor: Mrs. John D. Rockefeller. 

Setting designed by Rolf Gerard. 

Staged by Fabrizio Melano. 

Principal Singers: Domingo, Blegen, Weidinger, Godfrey, Anthony, 
Ahlstedt, Cossa, Boucher, Best, Mazzieri, GiU, Karlsrud. 

Conducted by Henry Lewis. 

Produced on September 28, 1974. 

Originally produced in 1967. 

Don Giovanni (Wolfqanq A. Mozart) An opera in 2 acts, 10 scenes. 

Benefactor: Metropolitan Opera National Council and Mrs, Lasker. 

Setting designed by Eugene Berman. 

Staged by Patrick Tavernia. 

Principal Singers: Milnes, Deutekom, Zylis-Gara, Peters, Goeke, Morris, 
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Plishka, Michalski. 

Conducted by Max Rudolf. 
» 

Produced on September 28, 1974. 

Originally produced in 1957. 

Wozzeck (Alban Berg) An opera in 3 acts, 15 scenes. 

Benefactor: Francis Goelet Foundation. 

Setting designed by Caspar Neher. 

Staged by Patrick Libby. 

Associate esigner: David Hays. 

Principal Singers: Grillo, J. Martin, Glossop, Lewis, Velis, Riegel, 
Schmoor, Gramm. 

Conducted by James Levine. 

Produced on Oct. 7, 1974. 

Originally produced in 1959. 

Death in Venice (Benjamin Britten) An opera in 2 acts, 17 scenes. 

Benefactor: Gramma Fisher Foundation. 

Settings designed by John Piper. 

Costumes designed by Charles Knode. 

Lighting designed by John B. Read. 

Associate Designer: David Reppa. 

Staged by Colin Graham. 

Principal Singers: Pears, Shirley-Quirk, Velis, Fisera, Pitts. 

Conducted by Steuart Bedfor*d. 

Produced on October 18, 1974. 

La Boheme (Giacomo Puccini) An opera in 4 acts. 

Benefactor: National Council Metropolitan Opera Association. 
y 

Setting designed by Rolf Gerard. 

Staged by Patrick Tavernia. 

Principal Singers: Goeke, Cossa, Boucher, Michalski, Boky, Di Franco, 
Dobriansky, Apy, Franke, Ghazal, Simeone. 

Conducted by Jan Behr. 

Produced on October 24, 1974. 

Originally produced in 1952. 
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Cavalleria Rusticana (Pietro Mascagni) An opera in 1 act. 

Benefactor: Glen Alden Corporation. 

Setting designed by Franco Zeffirelli. 

Staged by Fabrizio Melano. 

Principal Singers: Bumbry, Grillo, Tagliavini, Colzani, Godfrey. 

Conducted by John Nelson. 

Produced on October 25, 1974. 

Originally produced in 1970. 

Pagliacci (Ruggiero Leoncavallo) An opera in 1 act. 

Benefactor: Glen Alden Corporation. 

Setting designed by Franco Zeffirelli. 

Staged by Fabrizio Melano. 

Principal Singers: Azuma, Tucker, Mittelmann, Schmoor, Carlson. 

Conducted by John Nelson. 

Produced on October 25, 1974. 

Originally produced in 1970. 

Jenufa (Leos Janacek) An opera in 3 acts, 

Benefactor: Mrs. DeWitt Wallace. 

Setting designed by Giinther Schneider-Siemssen. 

Staged by Giinther Rennert. 

Associate Designer: David Reppa. 

Principal Singers: Kubiak, Varnay, Vickers, Lewis, Reardon, Kraft, 
Ordassy, Di Franco, Gill. 

Conducted by John Nelson. 

Produced on November 15, 1974. 

Bluebeard's Castle (Bela Bartok) An opera in 1 act. 

Benefactor: Mr. Francis Goelet. 

Setting designed by David Reppa. 

Staged by Bodo Igesz. 

Principal Singers: Ward, Verett. 

Conducted by Sixten Ehrling. 

Produced on December 11, 1974. 
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Gianni Schicchi (Giacomo Puccini) An opera in 1 act. 

Benefactor: Corbett Foundation, Cincinnati, OH. 

Setting designed by David Reppa. 

Staged by Fabrizio Melano. 

Principal Singers: Flagello, Blegen, Anthony, Dalis, Gibbs, Norden, 
Baldwin, Klein, Christopher, Harvuot, Boucher, Best, Dobriansky, 
Marcus, Karlsrud, Allen. 

Conducted by Sixten Ehrling. 

Produced on December 11, 1974. 

Boris Godunov (Modest Moussorgsky) An opera in 3 acts, 10 scenes. 

Benefactor: Mrs. DeWitt Wallace. 

Setting designed by Ming Cho Lee. 

Costumes designed by Peter Hall. 

Staged by August Everding. 

Principal Singers: Talvela, Dunn, Offenkrantz, Norden, Nagy, Munzer, 
Carlson, Plishka, Theyard, Dooley, Granm, Franke, Godfrey, Best, 
Velis, Dobriansky, Schmoor, Karlsrud, Goodloe, Anthony. 

Conducted by Thomas Schippers. 

Produced on December 16, 1974. 

Don Pasquale (Gaetano Donizetti) An opera in 3 acts, 7 scenes. 

Benefactor: Metropolitan Opera National Council. 

Setting designed by Wolfgang Roth. 

Costumes designed by Charles Caine. 

Staged by Bodo Igesz. 

Principal Singers: Corena, Alva, Maliponte, Sereni, Schmoor. 

Conducted by Max Rudolf. 

Produced on December 25, 1974. 

Originally produced in 1955. 

La Forza del Destino (Giuseppe Verdi) An opera in 3 acts, 5 scenes. 

Benefactor: Metropolitan Opera Guild. 

Setting designed by Eugene Berman. 

Costume designed by Peter Hall. 
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Associate Designer: David Reppa. 

Staged by John Dexter & Patrick Tavernia. 

Principal Singers: Arroyo. Morris, MacNeil, Vickers, Giaiotti, 
Bacquier, Casei, Munzer, Franke, Thompson, Gill. 

Conducted by James Levine. 

Produced on January 17, 1975. 

Originally produced in 1952. 

Manon Lescaut (Giacomo Puccini) An opera in 4 acts. 

Benefactor: Metropolitan Opera Guild. 

Setting designed by H. M. Crayon. 

Staged by Patrick Tavernia. 

Principal Singers; Price, Walker, Alexander, Corena. Garrison, Schmoor, 
Boucher, Baldwin, Sgarro, Castel. 

Conducted by Peter Herman Adler. 

Produced on February 7, 1975. 

Originally produced in 1949. 

Das Rheingold (Richard Wagner) An opera in 1 act, 4 scenes. 

Benefactor: Eastern Airlines. 

Setting designed by Gij'nther Schneider-Siemssen. 

Costume designed by George Wakhevitch. 

Associate Designer: David Reppa, 

Staged by Wolfgang Weber. 

Principal Singers: Dooley, Stewart, Hoiseth, Peterson, Rintzler, Ulfung, 
Rundgren, Macurdy, Dunn, Weidinger, Forrester, Baldwin, Godfrey. 

Conducted by Sixten Ehrling. 

Produced on February 10, 1975. 

Originally produced in 1968. 

Die Walkiíre (Richard Wagner) An opera in 3 acts. 

Benefactor: Eastern Airlines. 

Setting designed by Giinther Schneider-Siemssen, 

Costumes by George Wakhevitch. 
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Associate esigner: David Reppa. 

Staged by Wolfgang Weber. 
» 

Principal Singers: Stewart, Nilsson, Vickers, Lindholm, Dunn, Rundgren, 
Hodes, Mathes, Ordassy, Kraft, Grillo, Munzer, Baldwin, Godfrey. 

Conducted by Sixten Ehrling. 

Produced on Feb. 20, 1975. 

Originally produced in 1967. 

Siegfried (Richard Wagner) An opera in 3 acts 

Benefactor: Eastern Airlines. 

Setting designed by Gijnther Schneider-Siemssen. 

Costumes by George Wakhevitch. 

Associate Designer David Reppa. 

Staged by Wolfgang Weber. 

Principal Singers; Thomas, Stewart, Lindholm, Forrester, Ulfung, 
Rintzler, Macurdy, Norden. 

Conducted by Sixten Ehrling. 

Produced on March 5, 1975. 

Originally produced in 1972. 

Falstaff (Giuseppe Verdi) An opera in 3 acts, 6 scenes. 

Benefactor: Mrs. John D. Rockefeller, 

Setting designed by Franco Zeffirelli. 

Staged by Bodo Igesz. 

Principal Singers: MacNeil, Stewart, Ahlstedt, Franke, Lear, Valente, 
Barbieri, Grillo, Velis, Best, Calcagno, Powell. 

Conducted by James Levine. 

Produced on March 10, 1975. 

Originally produced in 1964. 

Gotterdammerung (Richard Wagner) An opera in 3 acts, 4 scenes. 

Benefactor: Eastern Airlines. 

Setting designed by G'ûnther Schneider-Siemssen, 

Costumes by George Wakhevitch. 
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Associate Designer: David Reppa. 

Staged by Wolfgang Weber. 

Principal Singers: Thomas, Lindholm, Mclntyre, Rankin, Macurdy, Reynolds, 
Rintzler, Weidinger, Baldwin, Godfrey, Chookasian. 

Conducted by Sixten Ehrling. 

Produced on March 21, 1975. 

Originally produced in 1974. 

L'Assedio di Corinto (Gioacchino Rossini) An opera in 3 acts, 2 scenes. 

Benefactor: Mrs. Edgar Tobin. 

Setting designed by Nicola Benois. 

Staged by Sandro Sequi/Patrick Tavernia. 

Associate Designer: David Reppa. 

Principal Singers: Sills, Diaz, Verrett, Theyard, Gill, Norden, Best, 
Thompson. 

Conducted by Thomas Schippers. 

Produced on April 7, 1975. 
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Fig. 86. Death in Venice 

Fig. 87. Jenufa 
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Fig. 88. Bluebeard's Castle 

^ilMtnai II ly 

Fig. 89. Gianni Schicchi 
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Fig. 90. Boris Godunov 

Fig. 91. L'Assediodi Corinto 
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1975 - 1976 Season 

L'Assedio di Corinto (Gioacchino Rossini) An opera in 3 acts, 2 scenes. 

Benefactor: Mrs, Edgar Tobin. 

Setting designed by Nicola Benois. 

Staged by Sandro Sequi/Patrick Tavernia. 

Associate Designer: Davixi Reppa. 

Principal Singers: Sills, Dias, Verrett, Theyard, Gill, A.J. Smith, 
Best, Thompson. 

Conducted by Thomas Schippers. 

Produced on October 13, 1975. 

Originally produced in 1975. 

Boris Godunov (Modest Moussorgsky) An opera in 3 acts. 

Benefactor: Mrs. DeWitt Wallace. 

Setting designed by Ming Cho Lee. 

Costumes by Peter Hal1. 

Staged by August Everding. 

Principal Singers: Offenkrantz, Hines, Di Franco, Love, Nagy, Thompson, 
Macurdy, Lewis, Barlow, Meredith, Corena, Franke, Godfrey, Best, 
Velis, Dobriansky, Marcella, Karlsrud, Goodloe, Anthony. 

Conducted by Kazimierz Kord. 

Produced on October 14, 1975. 

Originally produced in 1974. 

Cosi Fan Tutte (Wolfgang A. Mozart) An opera in 2 acts, 8 scenes. 

Benefactor: Otto H. Kahn. 

Setting designed by Rolf Gerard. 

Staged by Patrick Libby. 

Principal Singers: Harwood, Howells, Boky, Davies, Stillwell, Capecchi. 

Conducted by Kazimierz Kord. 

Produced on October 15, 1975. 

Originally produced in 1951. 

Un Ballo in Maschera (Giuseppe Verdi) An opera in 3 acts, 6 scenes. 

Benefactor: Mrs. John D. Rockefeller. 
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Setting designed by Ita Maximowna. 

Staged by Fabrizio Melano. 

Supervisory designer: Wolfgang Roth. 

Principal Singers: Gedda, Quilico, Kubiak, Forrester, Peters, 
Michalski, Booth, Goodloe, Franke, Castel. 

Conducted by Henry Lewis. 

Produced on October 16, 1975. 

Originally produced in 1962. 

La Gioconda (Amilcare Ponchielli) An opera in 4 acts, 5 scenes. 

Benefactor: Metropolitan Opera Guild, Inc 

Setting designed by Beni Montresor. 

Staged by John Dexter/Bruce Donnell. 

Principal Singers: Arroyo, Dunn, Smith, Barbieri, Casellato-Lamberti, 
Manuguerra, Boucher, Castel, Karlsrud, Barbusci. 

Conducted by Giuseppe Patane. 

Produced on October 18, 1975. 

Originally produced in 1966, 

II Barbiere di Siviglia (Gioacchino Rossini) An opera in 3 acts. 

Benefactor: Metropolitan Opera National Council. 

Setting designed by Eugene Berman. 

Staged by Patrick Tavernia. 

Principal Singers: Di Giuseppe, Corena, Cuccaro, Paskalis, Hines, Love, 
Goodloe, Schmoor, Sliker. 

Conducted by John Nelson. 

Produced on October 23, 1975. 

Originally produced in 1954. 

Carmen (Georges Bizet) An opera in 4 acts. 

Benefactor: Gramma Fisher Foundation, Marshalltown, la. 

Setting designed by Josef Svoboda. 

Costumes designed by David Walker, 

Associate Designer: David Reppa. 



(1975-1976 Season Con't) 134 

Staged by Bodo Igesz. 

Principal Singers: McCracken, Crespin, Amara, Manuguerra, Dobriansky, 
Boucher, A. J. Smith, Munzer, Christopher, Velis, Franke. 

Conducted by Henry Lewis. 

Produced on October 30, 1975, 

Originally produced in 1972. 

Norma (Vincenzo Bellini) An opera in 4 acts. 

Benefactor: Mrs. John D. Rockefeller. 

Setting designed by Desmond Heeley. 

Staged by Patrick Tavernia. 

Principal Singers: Macurdy, Hunter, Alexander, Stade, Ordassy, 
Anthony. 

Conducted by Gianfranco Masini. 

Produced on November 6, 1975. 

Originally produced in 1970. 

Le Nozze di Figaro (Wolfgang A. Mozart) An opera in 4 acts. 

Benefactor: Mr. Thomas Brush. 

Setting designed by Robert O'Hearn. 

Staged by Giinther Rennert/Phebe Berkowitz/Bruce Donnell, 

Principal Singers: Brendel, Lear, Blegen, Diaz, Stade, Kraft, Foldi, 
Velis, Schmoor, Best, Norden, Lindner, Bystrom. 

Conducted by Stewart Bedford. 

Produced on Nov. 20, 1975. 

Elektra (Richard Strauss) An opera in 1 act, 1 scene. 

Benefactor: Unavailable. 

Setting designed by Rudolf Heinrich. 

Staged by Bodo Igesz. 

Principal Singers: Varnay, Mastilovic, Kubiak, Nagy, Dooley, Karlsrud, 
Harper, M. Smith, Anthony, Ghaz-al, Ordassy. 

Conducted by Heinrich HoUreiser. 

Produced on Nov. 25, 1975. 

Oí^iginally produced in 1966. 
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Hansel and Gretel (Engelbert Humperdinck) An opera in 2 acts, 3 scenes. 

Benefactor: Gramma Fisher Foundation. 

Setting designed by Robert O'Hearn. 

Staged by Nathaniel Merrill. 

Principal Singers: Elias, Weidinger, Franke, Kraft, Walker, A.J. Smith, 
Norden. 

Conducted by Franz Allers. 

Produced on December 3, 1975. 

Originally produced in 1967. 

II Trittico (Giacomo Puccini) 3 - 1 act operas. 

Benefactor: II Tabarro and Suor Angelica sponsored by William Penn 
Foundation and Mr. & Mrs. Alan J. Broder. Gianni Schicchi 
sponsored by Corbett Foundation of Cincinnati, Ohio. 

II Tabarro setting designed by David Reppa. 

Staged by Fabrizio Melano. 

Principal Singers: Kubiak, MacNeil, Theyard, Chookasian, Anthony, 
Booth, Garrison, Norden, Ahlstedt. 

Suor Anqelica: Reppa/Melano. 

Principal Singers: Cruz-Romo, Chookasian, Kraft, Baldwin, Norden, 
Munzer, Godfrey, Mays, Kwak, M. Smith, Olson, Fercana, Florio, 
A. J. Smith, Doria. 

Gianni Schicchi: MacNeil, Mandac, Gibbs, Chookasian, Anthony, Norden, 
Baldwin, Klein, Christopher, Michalski, Boucher, Karlsrud, 
Dobriansky, Marcus, Sliker, Allen. 

Conducted by Sixten Ehrling. 

Produced on December 19, 1975. 

Tosca (Giacomo Puccini) An opera in 3 acts. 

Benefactor: Gramma Fisher Foundation. 

Setting designed by Rudolf Heinrich. 

Staged by Bodo Igesz. 

Associate Designer: David Reppa. 

Principal Singers: Kirsten, Alexander, Gobbi, Harvuot, Corena, 
Anthony, Christopher, Karlsrud, Offenkrantz. 

Conducted by Richard Woitach. 

Produced on December 31, 1975. 

Originally produced in 1968. 
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Fidelio (Ludwig Von Beethoven) An opera in 2 acts, 4 scenes. 

Benefactor: Mrs. John D. Rockefeller. 
» 

Setting designed by Boris Aronson. 
Staged by Otto Schenk. 

Principal Singers: Morris, Mclntyre, Thomas, Jones, Macurdy, Blegen, 
Riegel, Ahlstedt, Thompson, Sternberg. 

Conducted by John Mauceri. 

Produced 6n January 2, 1976. 

Originally produced in 1970. 

La Traviata (Giuseppe Verdi) An opera in 4 acts, 

Benefactor: Henry L. Grace Doherty Chãritable Foundation, Inc 

Setting designed by Cecil Beaton. 

Staged by Fabrizio Melano. 

Principal Singers: Sills, Burrows, Walker, Munzer, Anthony, Goodloe, 
Boucher, Karlsrud, Webber, Morales, Bater. 

Conducted by Sarah Caldwell. 

Produced on January 13, 1976. 

Originally produced in 1966. 

Aida (Giuseppe Verdi) An opera in 4 acts, 7 scenes. 

Benefactor: Grarmia Fisher Foundation. 

Setting designed by David Reppa. 

Costumes designed by Peter Hal 1. 

Lighting designed by Gilbert Hemsley. 

Staged by John Dexter/Bruce Donnell. 

Principal Singers: Morris, Horne, Price, McCracken, MacNeil, 
Giaiotti, Anthony, Baldwin. 

Conducted by James Levine. 

Produced on February 3, 1976. 

I Puritani (Vincenzo Bellini) An opera in 3 acts. 3 scenes. 

Benefactor: Directors and members of the Association. Patrons, 
Subscribers, Metropolitan Opera Guild, National Council & 
Club, Mr. & Mrs. Bruce E. Crawford. 
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Setting designed by Ming Cho Lee. 

Costumes by Peter Hall, 

Staged by Sandro Sequi. 

Principal Singers: Sutherland, Pavarotti, Milnes, Morris, Munzer, 
Booth, Garrison. 

Conducted by Richard Bonynge. 

Produced on February 25, 1976. 

Der Rosenkavalier CRichard Strauss) An opera in 3 acts. 

Benefactor: Mrs. John D. Rockefeller. 

Setting designed by Robert O'Hearn. 

Staged by Nathaniel Merrill. 

Principal Singers: Zylis-Gara, Troyanos, Blegen, Berry, Dooley, Velis, 
Love, Pavarotti, Baldwin, Dobriansky, Aronson, Brewer, Green, 
Der Derian, Kuestner, Verzatt, Bater, 

Conducted by James Levine. 

Produced on March 8, 1976. 

Originally produced in 1968. 

Ariadne auf Naxos (Richard Strauss) An opera in Prolouge, 1 act. 

Benefactor: Francis Goelet. 

Setting designed by Oliver Messel. 

Costumes designed by Jane Greenwood. 

Staged by Bodo Igesz. 

Principal Singers: Castel, Dooley, Troyanos, Remedios, Franke, Velis, 
Christopher, Dobriansky, Welting, Caballe, Titus, Anthony, Gill, 
Ahlstedt, Weidinger, Munzer. Norden, Patrick. 

Conducted by James Levine, 

Produced on March 20, 1976. 

Originally produced in 1962. 

Madama Butterfly (Giacomo Puccini) An opera in 3 acts. 

Benefactor: Cornelius V. Starr. 

Setting designed by Motohiro Nagasaka. 

Staged by Patrick Tavernia. 

Principal Singers: Zylis-Gara, Alexander, Uppman, Casei, Ordassy, Castel, 
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Christopher, Dobriansky, Boucher, Yoo, Puleo. 

Conducted^by Richard Woitach. 

Produced on March 24, 1976. 

Originally produced in 1958. 

La Boheme (Giacomo Puccini) An opera in 4 acts. 

Benefactor: National Council Metropolitan Opera Association. 

Setting designed by Rolf Gerard. 

Staged by Patrick Tavernia. 

Principal Singers: Pavarotti, Sereni, Monk, Plishka, Caballe, Niska, 
Tajo, Apy, Ghazal, Marcus. 

Conducted by James Levine. 

Produced on March 27, 1976. 

Originally produced in 1952. 

Die Meistersinger (Richard Wagner) An opera in 3 acts, 4 scenes. 

Benefactor: Mrs. John D. Rockefeller. 

Setting designed by Robert O'Hearn. 

Staged by Nathaniel Merrill. 

Principal Singers: Stewart, Macurdy, Saunders, Baldwin, Cox, Leib, 
Uppman, Anthony, Goodloe, Schmoor, Garrison, Castel, Thompson, 
Booth, Karlsrud, Riegel. 

Conducted by Sixten Ehrling. 

Produced on April 2, 1976. 

Originally produced in 1962. 
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Fig. 92. Le Nozze di Figaro 

Fig. 93. n Tabarro 
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Fig. 94. Suor Angelica 

Fig. 95. Aida 
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Fig. 96. I Puritani 



CHAPTER III 

TEN REPRESENTATIVE OPERAS 

Chapter III will describe ten operas; one selected from each 

season of the ten year period beginning in 1966 and ending in 1976. 

Each will include a synopsis of the opera and a discussion of its 

scenic and technical requirements with a brief biographical sketch of 

the designer. Also, this chapter will include photographs of each 

opera's set designs and floor plans. 

These operas were chosen because they represent the unequaled 

capabilities of the Metropolitan Opera Association's facility and 

because of the availability of floor plans, photographs and written 

material for examination. 

1966 - 1967 Season: Die Frau ohne Schatten 

The opera Die Frau ohne Schatten by Richard Strauss and Hugo Von 

Hofmannsthal was presented during the first season at the New Met. 

This opera ". . . is one of the most difficult of operas to design, 

since it takes place, not only in a fantasy world, but in three 
29 

fantasy worlds." 

The opera is written in three acts and eleven scenes that are 

set ". . . in three distinct realms: Keikobads [sic] spirit Kingdom, 

the dyer Barak's earthly world; and the indefinable in-between 
30 

dominion of the imperial couple." 

The Cast 

The Emperor 

Robert O'Hearn, "How I See the Woman Without a Shadow," Opera 
News, September 17, 1966, pp. 48-50. 

30 
Rudolf Hartman, ed., Opera, trans. Arnold J. Pomerans (New York 

William Morrow & Co., Inc, 1976), p. 216. 
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The Empress 

The Nurse 
» 

A Spirit Messenger 

The Guardian of the Threshold 

Apparition of a Youth 

The Voice of the Falcon 

The Voice from Above 

Barak the Dyer 

His Wife 

The One-Eyed ] 

The One-Armed] brothers of Barak 

The Hunchback] 

Six Children's Voices 

Voices of the Nightwatchmen 

Prologue 

The Emperor of the South Eastern Islands has been hunting with 

his favorite falcon. The bird tracks a gazelle which falls under the 

falcon's claws, allowing the Emperor to capture it. The graceful 

creature turns into a woman, whereupon he iimiediately falls in love 

with her and they are married. He learns that she is the daughter of 

Keikobad, ruler of the spirit world. Her father had given her the 

power to change herself into any shape she wished through a talisman, 

but since the falcon seized it she remains only a transparent being, 

casting no shadow. 

Without the shadow she could not become a mother, 
which is to say a participant member of the human 
race. Mythological lore declares that the man who 
marries a peri must turn to stone if he does not, 
within twelve moons, turn his wife into a child-
bearing woman.^' 

The opera begins when the messenger from Keikobad returns on the 

twelfth moon to find out if the Empress has a shadow. 

"̂  William Mann, Richard Strauss, A Critical Study of the Operas 
(Cassell & Company Ltd., London, 1964), p. 175. 
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Act I, Scene 1 

The Emperor's nurse, who practices in the occult, is seen on a 

flat roof outside the Empress's bedroom. As the messenger leaves the 

Emperor enters prepared to go hunting to find his falcon. Dawn breaks 

and the Emperor tells the Nurse how he captured his bride and that 

she remains his greatest prize which shall never leave his palace. He 

tells her that he will be away for three days and that she must guard 

his rich possessions. 

The Empress awakens and recalls the legend of her father's curse. 

Urgently she asks the Nurse to help her find a shadow. Nurse explains 

that they wiU only be able to find it in the world of mankind, but 

they will have to buy it. 

Act I, Scene 2 

In the mortal world, at the Dyer's house, the brothers of Barak, 

the Dyer, are arguing with his Wife, telling her that Barak wants 

children, but the Wife does not want the duties of motherhood. Barak 

comes in and sends his brothers outside to work while he listens to 

his Wife's discontentment. Unable to change her mind in matters of 

motherhood, Barak picks up his skins and leaves for the marketplace. 

The Nurse and the Empress then appear magically disguised as servants. 

The Nurse pretends to mistake the Wife for a princess, telling 

her that a figure of beauty like hers should not bear children. The 

Wife takes the compliment as cruel sarcasm and cries while the Nurse 

whispers to the Empress, so that the Wife can hear, that maybe she 

has learned of the "secret." 

The Wife, now very interested, inquires what the secret is and 

the Nurse tells her that her shadow is worth riches and power. The 

Nurse then creates for the Wife the illusion of a phantom lover and 

a harem where she could have many comforts and luxuries. The illusion 

vanishes as the Wife is returned to the hut and the Nurse is able to 

talk her into renouncing motherhood and agreeing to allow them to stay 

to tend to Barak's every need for three days while the shadow exchange 
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takes place. All hear Barak returning home and the Nurse conjures up 

five fish floating in the air which fall into the frying pan and she 
» 

magically divides Barak's bed in half. As the Nurse and Empress 

vanish, voices of the unborn children are heard crying from inside the 

frying pan, which preys on the Wife's mind. The Wife shows Barak his 

supper and bed, but refusinq his supper, Barak goes to his bed. In 

the distance he hears voices of watchmen singing songs of love. Barak 

lies down with no one at his side as the curtain falls. 

Act II, Scene 1 

Still at the Dyer's house, the Empress and Nurse have returned 

to help ready Barak for the market. They usher Barak out of the hut 

while the Nurse offers to again conjure up the vision of the 

attractive young lover who tries unsuccessfully to lure the Wife into 

being unfaithful to Barak. The vision is spirited away as Barak 

returns with his hungry deformed brothers and some beggar children. 

They all eat except for the Wife who chides her husband, "declaring 

that she prefers to nourish the bitterness in her mouth, not to 
32 sweeten it with the sweetmeats he offers." The Empress and Nurse, 

along with the Dyer and his Wife, express their varied feelings in an 

ensemble which ends the scene. 

Act II, Scene 2 

The falcon hovers outside the Emperor's hunting lodge. The 

Emperor has tracked his favorite falcon to this location but wonders 

why the bird has led him there. The Emperor dismounts and watches the 

hut; he sees that no one stirs within the dwelling, yet the Empress 

has said she would stay with the Nurse for these three days. Suddenly 

he hears a noise of someone coming through the trees. He is aghast 

when he sees the Nurse and Empress coming toward the lodge because he 

senses that they have been among mankind. The Empress had deceived 

^^lbid., p. 183. 
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him and must die. However, he cannot destroy his wife, so he calls 

upon the falcon to lead him away to a rocky cave where no one can hear 

him cry. 

Act II, Scene 3 

The Dyer is seen working in his hut while his Wife nags at hîm. 

Barak is t h i r s t y and asks his Wife for a drink but she refuses so the 

Nurse prepares a drugged dr ink. Immediately a f ter taking the dr ink, 

the Dyer l ies down and sleeps while the Nurse conjures up the phantom 

lover for his Wife. The Wife, frightened by the Nurse's powers, 

refuses the young lover and t r ies to wake up Barak. The Empress helps 

by throwing water on Barak's face and then the Nurse, angered by the i r 

ac t ion, dematerializes the v is ion. Barak s i ts up in bed, sensing that 

some mysterious powers are in ter fer ing with his l i f e . Barak's Wife 

complains that he is not looking af ter her and then departs with the 

Nurse, leaving the Empress behind. The Empress experiences sympathy 

for Barak and his Wife--and is halfway to earning her shadow. 

Act I I , Scene 4 

It is now disclosed that the previous scenes were dreamed by the 

Empress as she slept in her chambers at the hunting lodge. Suddenly 

the Empress sits up, shouting that she has sinned against Barak, then 

falls asleep again and dreams of her husband at the gates of a temple 

in a rocky cave. The falcon appears, repeating the legend as the 

Emperor knocks on the door. As the door opens, he enters the under-

world to be sentenced for his inability to acquire a shadow for his 

Wife. 

The Empress awakes realizing that her husband will be punished 

for her guilt. 

Act II, Scene 5 

Barak's dwelling grows darker even though it is noon, and the 

Nurse senses that a greater force than hers is at work. Everyone in 
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the hut is on edge and finally the Wife admits to Barak that she has 

been seeing a lover and is ready to forswear motherhood by bartering 
» 

her shadow for a rich reward. Barak, not believing what his Wife had 

told him, tells his brothers to light a fire. They do and reveal the 

Wife shadowless. The Nurse is very happy, but the Empress says " . . . 

that she wiU not accept a shadow stained with blood, for Barak now 
33 threatens to slay his wife [sic] . A sword then materializes in 

Barak's hand, but just as he is ready to strike his Wife the earth 

opens up and swallows the two. The walls crack and a river flows 

through the house. 

Act I, Scene 5a 

"The Nurse calls the voices of darkness to her aid; a boat 

appears by magic, and setting the Empress in it she and her mistress 

float away."^^ 

Act III, Scene 1 

The Dyer's Wife calls out, searching for her husband in an 

underground cavern, while Barak is seen by himself brooding over his 

lost Wife. The voices of the unborn children are heard again and the 

Wife tells them that she did not renounce them. A voice calls out 

as an enormous staircase appears for both to climb, then clouds 

conceal them. 

Act III, Scene 2 

The clouds dissipate revealing the temple doors that the Empress 

had seen in her dreams. The doors are now open, with Keikobad's 

Messenger waiting on the steps. A boat appears with the Nurse and the 

Empress and moors by the steps leading to the doors, and the Empress 

awakens. The Nurse tells the Empress that they must leave, but the 

^-^lbid., p. 186. 

•^^lbid., p. 187. 
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boat wi l l not move and the Empress realizes that she is in her father's 

world. A voice urges her up the stairs to the open door, but the 
» 

Nurse does not want to pass through the door because she realizes how 

dangerous it would be for her. She tries to convince the Empress 

that she cannot obtain her shadow here and they must stick to their 

bargain. However, the Empress tells the Nurse that she is going in 

for judgement by her father and that she no longer needs her help. 

Act III, Scene 3 

The Nurse hears Barak and his Wife calling for one another, but 

as they near she sends them off in opposite directions with a curse. 

As she tries to follow the Empress, the Messenger appears barring her 

entrance. He tells her that she is cursed to roam among those she 

hates the most, mankind. Barak and his Wife continue calling to each 

other and as the scene closes, thunder and lightning begin. 

Act III, Scene 4 

Barak and his Wife are still heard as the Empress is encouraged 

by voices to come closer within the temple. She sees a niche at the 

back of the temple which is covered with a veil. Sensing that Keikobad 

is behind the veil, she says that she understands the meaning of the 

shadow and would like to know her place among mankind. A golden spring 

of water appears in front of her and the Guardian of the Threshold 

tells her to drink from it. The Empress hears Barak and his Wife 

calling and replies that it is filled with blood and she will not 

drink from it. As the fountain subsides, A Chinese gong sounds 

revealing that a human is behind the veiled niche. The Empress 

recognizes the figure as the Emperor, who is all stone except his eyes. 

The Empress realizes that if she accepts the shadow she will be able 

to have her husband back, but she will condemn Barak and his Wife to 

death. As she hears Barak and his Wife calling for each other, the 
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Empress cries out that she will not take the shadow. 

After a pause, a light shoots down from above and a sharp shadow 
» 

appears behind the Empress. The Emperor rises from the throne and 

decrees the Empress's reward. Barak and his Wife appear in each 

other's arms, with her also casting a shadow. The Empress hears the 

voices of her unborn children, now already promised to her. "As 

Emperor and Empress embrace, the scene changes to a beautiful, hilly 

landscape centred on a golden waterfall."^^ As Barak and his Wife 

stand on the brink, the Empress casts her shadow on them and the 

brink becomes a bridge. All join in a jubilant quartet as the curain 

closes. 

Scenic and Technical Requirements 

According to Nathaniel Merrill. the director of the opera 

. . . the shadow is a crucial symbol whose 
deeper significance for all the participants 
depends on their individual intelligence and 
emotional maturity. This was the basic idea 
of my production and the challenge it posed 
for me: building a dramatic framework from 
which no possible interpretation of the shadow 
would be excluded.^6 

Robert O'Hearn who designed this production also felt that "underlying 

this complex story is the theme of humanization, as symbolized by the 

shadow of fertility."^^ 

O'Hearn who designed Love's Labor Lost, as his first show on 

Broadway, had designed L'Elisir d'Amore at the Met previously. He 

received his education at Indiana University and with the Art Students 

League in New York City. Other shows v;hich O'Hearn has designed for 

the Met are: Hansel and Gretel (1967-68), Der Rosenkavlier (1968-69), 

Parsifal (1970-71) and Le Nozze di Figaro (1975-76). He has also 

^^lbid., p. 190. 

^^Hartman, Opera, p. 216. 

^^lbid., p. 234. 
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designed for the American Ballet Theatre, Washington Opera Society, 

San Francisco Opera, Central City Opera, Boston Opera and many more 
» 

theatrical companies. 

In the design, O'Hearn was basically concerned with ". . . the 

visual links between Barak's terrestrial province and the imperial 
38 

world." He also felt that a contrast was needed between each world 

in the opera. Barak's hut was represented by earth tones of brown and 

red, lit by a hearth which gave the feeling of being in an earthenware 

jug. The Emperor and Empress's world was denoted by a ". . . vitreous 
39 blue, filled with precious stones, conveying an icy atmosphere." 

The last locale, representing the spirit world of Keikobad, was 

represented by " . . . a world of black and silver, of iridescent rocks 

and large pennate shapes." 

The opera, in three acts and eleven scenes, required three basic 

sets. All scenes derived from three main units. The scenes represented 

were: the Emperor's hunting lodge in a forest; the bedroom of the 

Empress within the confines of the hunting lodge; Barak, the dyer's hut; 

a scene which appears to swallow up the Dyer's hut as a boat appears 

on a lake; the underground cavern divided by a thick wall and having 

an enormous staircase; the temple doors and the staircase along with 

a lake for a boat; and finally, the inside of Keikobad's temple which 

must transform into a hilly landscape with a golden waterfall and a 

brink that turns into a bridge. 

There are special effects that are required for this opera. For 

instance, in Act I is the appearance of a falcon. In Act II the hut 

appears to be getting darker, indicating an evil force is at work, 

fishes must appear suspended in mid-air and then fall into a frying 

pan. The bed in Barak's dwelling must appear to separate magically, 

and when the Nurse conjures up the vision of a phantom lover and harem 

^^lbid. 

-^^lbid. 

^Olbid. 
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it happens magically. Finally, in the las'c act, thunder and lightning 

must be seen and felt as sounds of the unborn children are heard. 

Also a beam of light comes from above to give the Empress her shadow. 

The flow of the opera, many times, is not interrupted by closing 

a curtain, therefore, the flow must be even rather than broken from 

scene to scene. This can only be accomplished by using a facility with 

machinery capable of handling such demanding requirements. The New 

Met is such a facility with machinery and equipment to handle a large 

and complex opera such as this. The designer, Robert O'Hearn chose 

. . . to place the Dyer's house underneath in the 
double lift with the Empress's glass world on top, 
so they would keep their physical relationship to 
each other on stage, The spirit world was to be 
set upon the revolving part of the rear stage, so 
it would move fluidly from one of the many scenes 
to another. From the cave temple to the final 
landscape the scenery would revolve 160 degrees 
in view of the audience. From front to back, 
from darkness to light.41 

In the lighting design, the mood of 

. . . the second act goes from light to darkness, 
the third from darkness to light. For the third 
Act I planned a rainbow progression, starting 
with black and purple for the grotto and going 
through blue to green to yellow green to golden 
yellow for the final burst of daylight and 
humanity.42 

To aid in many of these scenes, O'Hearn used a number of abstract 

projections on top of the scrims and flats which "... gave life to 
43 

them and a more mysterious aspect." The drops of scrim that were 

used for each scene were painted to imitate batik technique. 

Not only were the elevators and revolve used, but the fly system 

as well. It should be noted that many have said this opera was chosen 

to show off the new facility, but according to Nathaniel Merrill 

41 
O'Hearn, Opera News, p. 49. 

42ibid. 

Hartman, Opera, p. 216. 
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". . . the decision to use any particular piece of machinery was 

dictated only by the needs of the production, not by a desire to show 
44 

off our technical marvels." For each act the opera used the machinery 

consistently to facilitate the technical design of the production: the 

turntable was used in five different scenes; the fly system was used 

for all scenes and the lifts one, two, three and five were used 

extensively for eight different scenes; the lighting equipment, of 

course, was used consistently throughout the opera to create the mood 

for the environment; the scenic projectors were also used throughout 

the opera to enhance the vivid color of the scenery. One critic wrote 

of the scene shift that: "Taken altoaether with the ballet of the 
45 stage elevators added to the choreography of the turntables, ..." 

"It is, without question, the most demanding in stagecraft of any work 
46 that has earned even a semi-permanent place in the repertory." 

^^lbid. , p. 233. 

45 
Irving Kolodin, "Pre-holiday Opera," Saturday Review, January 30, 

1971, p. 14. 
46 

Irving Kolodin, "Strauss's 'Frau' Casts Her Shadow," Saturday 
Review, October 15, 1966, p. .56. 
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Fig. 107. Die Frau ohne Schatten: 
Floor Plan - Act I, Scene 1 

Fig. 108. Die Frau ohne Schatten: 
Floor Plan - Act t, Scene 2 
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Fig. 109. Die Frau ohne Schatten: 
Floor Plan - Act I, Scene 2a 

Fig. 110. Die Frau ohne Schatten: 
Floor Plan - Act I, Scene 2b. 
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Fig. 112. Die Frau ohne Schatten: 
Floor Plan - Act II, Scene 2 
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Fig. 113. Die Frau ohne Schatten: 
Floor Plan - Act II, Scene 3 

Fig. 114. Die Frau ohne Schatten: 
Floor Plan - Act II, Scene 4 
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Fig. 115. Die Frau ohne Schatten: 
Floor Plan - Act I I , Scene 5 

jtffíif/ 1SB3S. 

Fig. 116. Die Frau ohne Schatten: 
Floor Plan - Act I I , Scene 5a 
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fiUyliÉiiM 
Fig. 117. Die Frau ohne Schatten: 

Floor Plan - Act III, Scene 1 

Fig. 118. Die Frau ohne Schatten: 
Floor Plan - Act III, Scene 2 
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Fig. 119. Die Frau ohne Schatten: 
Floor Plan - Act III, Scene 3 

Fig. Die Frau ohne Schatten: 
Floor Plan - Act III, Scene 4 
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1967 - 1968 Season: Die Walkure 

» 

The opera Die Walkure, composed and written by Richard Wagner in 

1870, is part of the Ring des Nibelungen which includes three other 

operas. He conceived this cycle ". . . as combining voice, orchestra, 

acting and settings into a perfect expressive unity, a 'total 
47 artwork'." Each opera deals with its own subject, but is tied 

to the others by mythological characters who appear throughout the Ring. 

The opera was first presented at the Met in 1885. This production of 

the opera was supported by Eastern Airlines and was performed in the 

1967-68 season. 

The Cast 

Wotan, A god 

Siegmund, Wotan's mortal son 

Hunding, Sieglinde's husband, a warrior 

Sieglinde, wife of the warr ior , Hunding 

Brunnhilde, a Valkyrie and favor i te daughter of Wotan 

Fricka, Wotan's wife and protector of the marriage vow 

Gerhilde 

Ortl inde 

Waltraute 

Schwertleite 

Helmwige 

Siegrune 

Grimgerge 

Rossweise 

Valkyries and s isters of Brunnhilde 

Act 1 

The action of the first act occurs in the dwelling of Hunding 

which is built around an ash tree with branches extending through the 

47 Time, December 1967, p. 116. 
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roof. Sieglinde is left at home while her husband Hunding goes hunting. 

A wounded.stranger who identifies himself as Siegmund opens the door 

and Sieglinde invites him to warm himself by the fire. Upon returning 

home, Hunding finds the stranger alone with Sieglinde and he reluctantly 

allows him to stay the night. He warns, however, that in the morning 

they will duel to the death because he recognizes Siegmund as one who 

has slain many of his kinsmen. Sieglinde gives Hunding a sleeping 

potion which takes effect and Hunding goes to bed. Sieglinde follows 

him, but later while he sleeps she steals away from his bed to escape 

with Siegmund. 

Siegmund, having no weapons, is encouraged by Sieglinde to draw 

the magic sword from the ash tree while she explains that no other 

man has been able to retrieve it. As they leave together Hunding 

awakens and pursues them. 

Act II 

This act is placed high in the mountains where the gods dwell. 

Wotan, who sees that his mortal son Siegmund is in danger with Hunding, 

tells Brunnhilde the Valkyrie that she must defend Siegmund from 

Hunding's sword. Brunnhilde is happy to help the lovers and departs, 

then Fricka appears. Fricka, goddess of marriage and Wotan's wife, 

has also seen these lovers and tells her husband that he must punish 

them because Siegmund has dishonored Hunding by stealing his wife. 

Wotan argues that Siegmund might be able to help the gods win back the 

Rheingold before the Nibelung dwarfs regain it. However, Fricka points 

out that he must defend their laws and Hunding's honor; thus Wotan is 

forced to withdraw Brunnhilde and his support for Siegmund. 

In spite of Wotan's order, Brunnhilde goes to Siegmund's defense 

and Wotan is forced to shatter the magic sword, permitting Hunding to 

slay the disarmed Siegmund. Brunnhilde quickly collects the sword 

pieces, and goes to Sieglinde to help her flee and hide. Wotan goes 

after his daughter and Sieglinde, but before he leaves the mountain-

top he raises his hand and Hunding dies. 
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Act III 

The^final act is placed in the Valkyries' camp amid the mountain 

tops. 

Brunnhilde and Sieglinde arrive at the Valkyries' camp to hide, 

but the sisters will not hide them for fear of Wotan's wrath. 

Brunnhilde tells Sieglinde that she is carrying Siegmund's child 

and that she must run into the east woods and hide. Brunnhilde then 

gives her the shattered sword pieces and Sieglinde runs to safety. 

Wotan arrives at the Valkyries' camp in search of Brunnhilde and 

Sieglinde. He asks his daughters, the Valkyries, if they have seen 

Brunnhilde and Sieglinde and they answer that they have not. This 

enrages Wotan and he is moved to destroy the Valkyries, but Brunnhilde 

comes from her hiding place to console her father and plead for her 

life. This dissolves her father's anger, however, he must still 

punish her because of her interference. He decrees that she will 

become a mortal and must sleep atop the Valkyries' rock, protected by 

a ring of fire, until a young, innocent and courageous warrior can 

come through the wall of fire and awaken her with a kiss. He then 

calls upon Loge, the god of fire, to safeguard his daughter, and so 

ends the opera. 

Scenic and Technical Requirements 

Three distinct settings are required in Die Walkiire; Act I occurs 

in the dwelling of Hunding which is built around a giant ash tree with 

its branches growing through the roof. A sword is embedded in the tree 

trunk with only the hilt being visible. The action of Act II is placed 

in the dwelling of the gods atop a mountain. The final act is located 

in the mountain tops. At the Valkyries' camp storm clouds fill the 

sky to represent the coming of Wotan. At the end of the act a ring 

of fire is necessary for the curse of Wotan. 

This production of Die Walkure was designed by Gunther Schneider-

Siemssen and conducted/directed by Herbert von Karajan. Both of these 

men felt that the aim of this opera in scenic terms was to unify the 
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music with the drama, " . . . magically sh i f t i ng from the celest ia l 
4fi 

spheres to the barren linear plains of earth." 

Gunther Schneider-Siemssen, a native of Augsberg, Germany, has 

designed sets, costumes, and lights for opera, theatre, film, and 

television. He has studied with renowned theatricians Emil Preetorius, 

Professor Sievert, Professor Kutsler, and was an assistant to Clemens 

Krauss at the Statsoper in Munich. Schneider-SieT issen collaborated 

with Herbert von Karajan to design the "Ring Cycle" for the Salzburg's 

Easter Festival in the spring of 1967. Karajan was invited to bring 

his "Ring Cycle" to the Met in the fall of 1967 and Schneider-Siemssen, 

a long time protege of Karajan, was also asked to come. Since that 

time Schneider-Siemssen has designed Tristan und Isolde {1971-1972} 

and Jenufa (1974-1975) for the Metropolitan Opera Association. 

Wagner's opera was not meant to be produced in a realistic manner, 

but must be ". . . akin to the antiscenic expressionism of postwar 
49 Bayreuth productions . . . " which reflected the mood of the music 

drama rather than detracted from it. The designer tried to create a 

setting which would serve the technical requirements of the opera but 
50 at the same time "... avoid an over-technicalization of approach." 

Gunther Schneider-Seimssen, the scenic designer, decided 

. . . to use a large stage ring 'which fulfills a 
number of technical and pictorial functions,' . . . 
By lighting and projection technique, the scenic 
picture will be dynamically shaped. In the first 
act of Die Walkure, . . . the ash tree takes up most 
of the stage. At the opening of the curtain, the 
stage is almost totally dark; as the scene progresses 
it becomes lighter, and the walls of the hut, made of 
the same material as the tree, become visible. Be-
tween audience and stage picture is a scrim which 
remains throughout the opera and changes design with 
each new projection. 

^Sol Hubert, "Karajan's Ring," Newsweek, December 1967, p.1112. 

50 Speight Jenkins, Jr., "The Ring East and West," Opera News, 
November 1967, p. 17. 
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During the love scene the walls of the hut begin to 
open and behind the tree the sky is seen to be hazy 
and light in color. When Siegmund draws the sword 
from the tree, the walls slide off stage, leaving 
only the tree and a brilliantly lit sky beyond. 

When the curtains rise on the second act. . . , the 
audience will see the basic ring, a larqe ellipse 
of bluish-silver color, which resembles rock. From 
two feet in the front to seyen feet at its 
highest point in the back, the ring has a rainor 
axis of approximately fifty feet, a major axis of 
sixty. A cyclorama of gray sky surrounds the stage. 
During the quarrel of Fricka and Wotan, the downstage 
left quarter of the ring, on which Fricka stands, 
begins to open away from the rest of the ellipse. 
As she strides offstage, her section goes with her. 
Wotan sings his narrative sitting on the front of 
the downstage right section; when he berates 
Brunnhilde and rushes off, his section also moyes 
with him. 

The central playing area of the stage is now open 
to the fleeing lovers. While Siegmund calms 
Sieglinde's hysterical fears, oblique-angled 
sections (leading from the ring toward the wings) 
connect to the remaining upper parts of the ring 
forming a huge upside-down "U." Brunnhilde 
announces Siegmund's imminent death to him while 
standing on a rock that has risen from the center 
of the stage at a thirty-degree angle. Another 
scrim, dropped in front of the rock, makes the 
Valkyrie appear to be floating in air. As 
Siegmund refuses Valhalla to stay with his bride, 
each of the arms of the former ring begin to bend 
inward at its center to form a vise. Hunding and 
Siegmund rush up either side of the ring-vise for 
their battle at upstage center as projectors 
create a raging storm. 

For the third act, the ring is back in its elliptical 
form, but the Valkyries' rock fills its center, 
reaching a peak at its furthest upstage extremity. 
In this act, as in others, almost all action takes 
place downstage, right in front of the conductor. 
Wotan puts Brunnhilde to sleep at the top of the 
rock but does not led her there until the final 
moment of his farewell. All eleven projectors then 
work to envelope the stage in flame.^1 

51 Ibid. 
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The facility of the Metropolitan Opera House offered Mr. Schneider-

Siemssen the use of its stage lifts which helped rake the giant stage 
» 

ring, and raised the center of it to form the Valkyries' rock. The 

fly system was used for the additions and deletions of scrims and the 

giant ash tree. The huge cycloraraas, which wrapped around the entire 

stage, lent theraselves to this production as projection screens. The 

lighting system not only provided illuraination of the action, but also 

the special effects achieved by the scenic projectors. 
Audiences today can see the trilogy as Wagner 
conceived it--as an opera experience of universal 
scope. And thanks to modern stagecraft, they 
can see it with more than ever of the scenic 
magic so important to his ideas.52 

^^lbid., p. 15. 



177 

•rJ 

o 

(U 
i-

fO 

(U 
•f— 
Q 

C\J 
C\J 

C^ 



178 

• p 
o 
<: 

(U 

fO 

(U 
• r — 
Q 

ro 
C\J 

cn 



179 

o 

(U 

: 3 

fO 

(U 

O 

CvJ 

CT> 



180 

Fig. 125. Die Walkiire: Floor Plan - Act I 

Fig. 126. Die Walkíire: Floor Plan - Act I I , position 1 
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Fig. 127. Die Walkijre: Floor Plan - Act 11, posîtton 2 

Fig. 128. Die Wâlloíre: Floor Plan - Act i r , posîtion 3 
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i S íí illli 
Fig. 129. Die Walkíire: Floor Plan - Act II, position 4 

Fig. 130. Die Walkure: Floor Plan - Act II, position 5 
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Fig. 131. Die Walkiire: Floor Plan - Act I I , position 6 
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Fig. 132. Die Walkij're: Floor Plan - Act I I , position 7 
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Fig. 133. Die Walkiire: Floor Plan - Act I I , position 8 
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Fig. 135. Die Walkiire: Floor Plan - Act I I , position 10 
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Fig. 137. Dle Walkiire: Floor Plan - Act I I , position 12 
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1968 - 1969 Season - Tosca 

"Tosca" was composed by Giacomo Puccini based on Sardou's draraa, 

La Tosca. The opera received its first performance at the Teatro 

Constanzi in Rome on January 14, 1900. The New Met's performance was 

October 4, 1968. Tosca is written in three acts with three different 

locales. 

The Cast 

Cesare Angelotti, an escaped political prisoner 

A Sacristan 

Mario Cavaradossi, a painter 

Floria Tosca, a famous opera singer and mistress to Cavaradossi 

Baron Scarpia, chief of the Roman police 

Spoletta, a police officer 

Sciarrone, a gendarrae 

A young shepherd 

Jailer 

Cardinal 

The Executioner Roberti, judge, clerk, sergeant, infantryman 

Swiss Guards, townspeople 

Act I 

The first act opens in June, 1800, during the Napoleonic wars. 

Angelotti, who is an escaped prisoner, appears inside the Church of 

Sant' Andrea della Valle, in Rome, after eluding his pursuers. He 

searches for a key which has been left by his sister, finds the key, 

unlocks the grilled gate to the Attavanti chapel and hides inside. 

Meanwhile a Sacristan enters the church carrying a multitude of 

paint brushes for Mario Cavaradossi, the artist. As he climbs the 

scaffolding he is surprised to find the painter not there and begins 

to look over the unfinished portrait of a woraan, and the equipment in 

disgust. He quickly looks into the basket that he brought earlier to 
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see if the food is gone but it is still there, and he concludes that 

Cavaradossi is going to return. 

Mario comes in and takes up the continual work at his easel. The 

Sacristan again looks over the painting and exclaims that it looks like 

the woman who has been praying at the statue of the Madonna, daily. 

Mario says that her face is the one who inspired his painting. He then 

takes a picture of Floria Tosca from his pocket and sings of her 

earthly beauty, but the Sacristan sings of his disapproval about the 

earthly love of Mario and of mankind. 

The Sacristan starts to leave but asks v.'hy Mario has not touched 

the food which was left for him. Mario, intensely concentrating on 

his work, does not hear the monk and gives no reply so the Sacristan 

leaves. 

The painter continues his work while Angelotti comes carefully out 

of the chapel and approaches Mario. They recognize each other as 

friends from long ago. Being happily surprised, Cavaradossi quickly 

goes to lock the church door to bar any unexpected intruders from 

entering the church. As Angelotti tells Mario that he has escaped 

from prison Tosca's voice is heard outside the church door. Mario 

gives his friend the basket of food and tells him that he will help 

him in any way he can as he pushes hira back into the chapel and unlocks 

the door to admit Tosca. 

Tosca is annoyed at being kept waiting and asks him if the lady 

in the painting was here this afternoon. Mario answers that she was 

not and continues with the painting. Tosca, believing him, asks Mario 

if he will corae to her cottage later in the evening. Happily, he 

answers that he will. 

Mario tells Tosca that she raust leave so he can continue his work 

but Tosca remarks that the painting is too beautiful and it resembles 

the Marchioness Attavanti. She then becomes suspicious of why Mario 

wants her to leave. Mario tries to convince her that her jealousies 

are groundless, but she iraplores hira to make the eyes black like her 

own instead of blue. After extracting a proraise frora Mario to be 

faithful she hurries away. 
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Mario goes to the chapel to get Angelotti and to his surprise, 

Angelotti reveals that the Marchioness Attavanti is his sister. He 

tells Mario that she has hidden some clothing for him in the chapel 

so that he can disguise himself from the formidable Scarpia. Mario 

then gives him the key to his villa and tells hira of a secret passage-

way to his cellar. Angelotti prepares hiraself to leave when they hear 

the shots from several cannons which signals an escape has been 

discovered at the prison. Mario decides to take Angelotti to the 

villa himself and both quickly leave. 

Along with a crowd of choirboys and acolytes, the Sacristan 

excitedly enters the church and discovers that Mario has left. He 

tells the crowd that Bonaparte has been defeated and to celebrate 

this occasion there will be a new cantata sung today by Floria Tosca. 

Everyone raeets this news with shouting and singing but stops 

abruptly at the appearance of Scarpia, Spoletta, and sorae police 

officers who enter the church. Scarpia orders everyone to get ready 

for the service, then tells the Sacristan that he is on the trail of an 

escaped prisoner. Scarpia inspects the chapel and finds a fan bearing 

the crest of the Marchioness Attavanti. Scarpia notices the painting 

and thinks it resembles the Marchioness. The Sacristan tells Scarpia 

that Mario Cavaradossi is the painter. The narae is farailiar to Scarpia 

because Cavaradossi has been under suspicion of being pro-Bonapartist 

and also because he is Tosca's lover. 

A police officer has been looking around the chapel and comes up 

with an empty basket. This confuses the Sacristan and he tells Scarpia 

that Cavaradossi did not have a key to the chapel. Scarpia suspects 

that Angelotti has been here and that Cavaradossi helped him escape. 

Tosca, who left the church earlier, decides to come back to check 

on Mario's fidelity. As Tosca enters, Scarpia and his men hide, leaving 

the Sacristan alone. Tosca asks the Sacristan if Mario is still here 

but he is too frightened to answer. Scarpia comes frora behind a pillar 

and joins the two. Tosca asks Scarpia about Mario and he points.out 

that a fan has been found in the chapel. Tosca recognizes the crest of 
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Attavanti and becoraes infuriated. She tries to hide her jealousy 

but with the goading of Scarpia, vows revenge for her corapetitor. 

Scarpia then humiliates Tosca by scolding her for becoming so angry 

in such a sacred dwelling. 

Scarpia orders Spoletta to follow Tosca and to raeet hira later at 

the Farnese Palace for his report. The satanic chief of police gloats 

over his evil plan because of this double triuraph of Tosca's 

confidence and her lover's downfall. 

Act II 

Scarpia is dining alone in his apartment near a window thinking 

about the day when Angelotti and Cavaradossi will be swinging from the 

gallows. He orders Spoletta to go and tell Tosca to come to his roora 

after she has finished singing the Cantata. Spoletta tells Scarpia 

that Angelotti was not at Cavaradossi's apartraent but he brought 

Cavaradossi back to be questioned by Scarpia. 

Scarpia listens to Tosca's voice in the Cantata, then he has Mario 

brought into the room. Mario is angry because he has been arrested 

without knowing the charge. Scarpia accuses him of hiding a fugitive 

and Mario quickly denies this accusation. Tosca's voice is heard 

again, only this time Scarpia is annoyed and closes the window 

shutters. Scarpia questions Mario as to where Angelotti is, and each 

time a question is asked Mario denies everything or gives no reply at 

all. Tosca hurriedly coraes into the room and upon seeing her lover 

throws her arms around him. Mario yery carefully tells her not to 

say anything about the villa. Scarpia tells Mario that in the next 

room a judge and clerk are awaiting his testimony. This room is not 

the conventional room but a torture chamber which Scarpia uses to make 

criminals break down and talk. Mario is hustled into the room by 

soldiers and Spoletta stations himself outside the door. Scarpia 

tells them ". . . to proceed in the usual way, pending further 
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,.53 
instructions. 

Scarpia, with a sophisticated air, begins to question Tosca about 

the v i U a . Tosca denies anything that has happened or may have 

happened in the villa with Mario. Scarpia calls to the raen in the 

other room asking if the prisoner has made any statements about the 

villa; they answer none yet. Scarpia sharply tells Tosca that if she 

does not reveal the inforraation he wants, a spiked ring which is around 

Mario's head will be tightened until blood coraes spurting out of his 

veins. Tosca is horrified as she hears a rauffled sound coming from the 

other room. Scarpia opens the door and Tosca begs Mario to let her 

explain what happened in the villa. In a voice filled with pain, Mario 

commands her to be quiet and not to tell anyone. 

A frightful cry comes from Mario's lips and Tosca loses her 

control and blurts out the location of Angelotti. Scarpia demands the 

torture be stopped and that Mario be brought in. After a few moments, 

Mario regains consciousness, and with Tosca kneeling at his side, asks 

if he revealed the hiding place of his friend. Tosca, trying to 

console her lover, tells him that he did not. Scarpia interrupts 

them and tells Spoletta the same words which Tosca had just blurted 

out. 

Mario furiously curses Tosca for her betrayal. Unexpectedly, a 

confidante of Scarpia rushes in to tell them that General Melas at 

Marengo was defeated by Bonaparte. Mario becomes exultant with the 

news while Tosca tries to calm him. Scarpia, seeing this outburst by 

the rebel, orders guards to take him to a cell. Tosca struggles with 

the guards but they push her aside and take Mario away. 

Scarpia, now feeling triumphant, sits down to dinner and offers 

Tosca a glass of wine. Tosca, watching Scarpia for a few moraents 

in fearsome anger finally asks Scarpia his price. Scarpia grins and 

tells Tosca that he may be a fiend but when it comes to women, 

especially beautiful woraen, money never enters the picture. He 

53 Milton Cross, Milton Cross' Complete Stories of the Great Operas 
(New York: Doubleday & Corapany, I n c , 1949), p. 542. 
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proclaims, as he moves toward her passionately, that she, Tosca is 

the payra^nt. A drum roll is heard and Scarpia tells Tosca that in an 

hour her lover will die. Spoletta rushes in to tell Scarpia that 

Angelotti has coramitted suicide by poison before he could be captured. 

Scarpia orders that the body be hung on the scaffold as a lesson to 

everyone who is pro-Bonapartist. Spoletta also asks about 

Cavaradossi but Scarpia looks at Tosca who hesitates then nods her 

head, yes. 

Scarpia replies that there will be a raock execution for 
54 Cavaradossi, "Just as we did Palraien," looking intently at Spoletta. 

The officer signifies he understands what Scarpia means. Tosca asks 

if she can go to the execution and Scarpia gives her permission to 

attend. She also gets Scarpia to give her a pass for Mario and for 

herself. While Scarpia is writing the passes Tosca steals a knife 

frora his plate and takes a glass of wine. Finishing the passports, 

he quickly juraps up to begin his lecherous plan and advances toward 

Tosca. 

"As he tries to embrace her, she plunges the knife into his chest, 
55 whispering fiercely, 'here is Tosca's kiss.' He dies at her feet." 

While Scarpia dies, she takes a napkin to wipe the blood frora her hands 

She sees the passports in Scarpia's hand and takes thera, hiding thera 

in her dress. She pla:es a crucifix on Scarpia's chest and exits 

hurriedly as the curtain falls. 

Act III 

The f i na l act takes place on the roof of the prison castle of 

Sant' Angelo jus t before daybreak on the day of Mario's supposedly 

raock execution. There is a table at tlie l e f t with a lantern placed 

upon i t , and a trap door at the r i gh t . There is also a well with a 

^ ^ l b i d . 

^ ^ l b i d . , p. 543 
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crucifix and a lamp sets beneath it. 

The jailer enters through the trap door and sits down at a table. 

Cavaradossi is brought in by soldiers who leave after the sergeant 

signs the register. Mario requests permission to write a farewell 

letter and to do this he offers his ring to the jailer for this last 

favor. 

Mario recalls his past with Tosca and while writing the letter 

he stops and buries his face, crying of the blissful past. Tosca is 

then brought in and the two are left alone. Tosca shows the passports 

to Mario with Scarpia's signature but he becomes angry. She assures 

Mario that she has been true to him and tells hira that she has killed 

Scaroia. Mario consoles her as she tells him of the mock execution. 

She says the soldiers will have blank bullets and that he raust 

pretend to fall dead, only to be alive, and when she gives the signal 

they can go far away. When Spoletta and the firing squad arrive, 

Mario, being confident, goes easily with thera. 

Cavaradossi is led to the wall and offered a blindfold which he 

refuses and the firing squad shoots. Tosca, having withdrawn some 

distance, waits until the soldiers leave, then rushes to Mario's body. 

She kneels beside the body and whispers to Mario to lie still. She 

uncovers the body, and to her horror, finds that Mario is really dead. 

Suddenly Spoletta and Sciarrone rush in, throwing themselves on 

Tosca's body, shouting that she will pay for Scarpia's murder. With a 

surge of great strength, she hurls them off and throws herself over 

the wall. The curtain falls. 

Scenic and Technical Requirements 

The opera requires three different settings, all of which are 

placed in or near the city of Rome, Italy. Act I is played inside the 

church of Sant' Andrea della Valle, in Rorae. On one side of the church 

is a grilled gate which closes off the entrance to the Attavanti Chapel, 

while on the opposite side, one tier of scaffolding is erected with an 

easel upon it. The easel supports an unfinished portrait of the woman. 
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Mary Magdalen. Also, on this side are the painting tools and a basket 

fiUed with food. 

The second act requires an apartment located in the Farnese Palace. 

The room is richly decorated, yet it raust indicate the forraidable 

presence of Scarpia's power. 

The action in the third act is atop the roof of the prison castle 

of Sant' Angelo. The locale has only a wall bearing a crucifix and 

a table beside a trap door entrance frora below. 

To design this operatic draraa the Metropolitan Opera Association 

chose designer Rudolf Heinrich. Mr. Heinrich designed Electra for the 

first season of the New Met, and later designed Werther for the 1970-71 

season and finally designed Der Freischiitz for the 1971-72 season. In 

late 1975 Rudolf Heinrich died. He had studied with Max Elten, Paul 

Pilowski, Walter Felsenstein and completed his professional training 

at the Leipziger Theatre. He was a scenic and costume designer for 

opera, theatre, and television. He was also a lighting designer and 

has directed raany stage plays in his home country of West Germany. 

"Rudolf Heinrich, in designing Tosca, . . . recognizes the iramutable 

premise that the church of Sant' Andrea della Valle, the Farnese 

Palace, and the Castle Sant' Angelo were historic locales . . . and 
56 does not presurae to redesign thera." 

The first act is designed to duplicate the interior of the Sant' 

Andrea della Valle. On the stage right side, a scaffolding is erected 

where Mario paints his Mary Magdalen. Located on the stage left side, 

the chapel of Attavanti is represented by a black wrought iron gate 

with a practical gate for Angelotti to enter and hide within. The 

whole first act set is constructed with flats for the walls, chandeliers 

which hang frora spot lines and cut drops which represent the sacristy 

and other parts of the interior. 

Act II represents " . . . a dark, forbidding rectangular charaber 

(its bearaed ceilings are even more iraperial than ministerial), fit 

56 
Irving Kolodin, "A 'Tosca' to the Roman Taste: Placido Domingo, 

Marion Lippert," Saturday Review May 1968, p. 50. 
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57 enough for the dark deeds of its occupant." Scarpia's apartment is 

also built; of flats painted to represent an illusion of reality, along 

with some three diraensional elements such as architectural cornice 

attachments, a fireplace with a mantle, practical windows and doors, 

and a ceiling that is beamed. The stage floor is covered with a ground 

cloth to create the illusion of a wooden floor. 

In Act III, the final act, "... the terrace of Castle Sant' 

Angelo, Heinrich has projected a vista over Rorae in which the dome of 
co 

St. Peter's catches the glint of a rising stage sun. . ." A central 

platforra unit is accessible by stair units placed in front. Also 

located on this central unit are other platforras which provide the 

castling effect and represent the top terrace of the castle. Upstage 

of the raain set is a three diraensional scenic element that represents 

the dome of St. Peter's and beyond that a series of ground rows which 

indicate the Roman skyline. There are also flats used in this set 

primarily for raasking with only a few downstage to represent the castle 

terrace entrance. These series of flats contain a practical door 

essential to the action. 

Out of the ninety-six counterweighted lines available to Mr. 

Heinrich, he used only nineteen. The space of the Met stage was the 

most important requirement for this opera; as the proscenium was left 

at full width for Acts I and II. 

^^lbid. 

^^lbid. 
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Fig. 142. Tosca: Floor Plan - Act I 

Fig. 143. Tosca: Floor Plan - Act II 
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Fig. 144. Tosca: Floor Plan - Act III 
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1969 - 1970 Season: Cavalleria Rusticana and I Pagliacci 

» 

The operas Cavalleria Rusticana by Pietro Mascagni and l_ 

Pagliacci by Ruggiero Leoncavallo were performed in the New Met on 

January 8, 1970. Both one-act operas have been performed together, in 

one evening, since the 1890s. The subject raatter in these operas, 

which were written during the Roraantic period of art and literature, 

deals with the common people rather than royal personages. 

The Cast - Cavalleria Rusticana 

Santuzza, a beautiful peasant girl 

Lucia, Turiddu's mother 

Turiddu, a young soldier 

Alfio, a village teamster 

Lola, the young wife of Alfio 

Cavalleria Rusticana is a ". . . story of illicit love and revenge, 

. . ." The plot begins when Turiddu, whose mother owns and operates 

a wineshop in the village square, goes away to serve in the army. 

Turiddu was engaged to Lola, a village girl, but when he returns he 

finds her married to Alfio. Turiddu, after losing Lola transfers his 

affection to another village girl, Santuzza. However, he loses interest 

in her and begins seeing Lola almost eyery day while Alfio is away 

on business. 

The village square comes to life when the people enter to sell 

their wares on market day. Sorae are singing of Easter Sunday while 

others are singing of their women's diligence. The square empties and 

Santuzza comes over to talk to Lucia. She asks if Lucia has seen her 

son; the mother replies that he has gone to another village to fetch 

cq 
Milton Cross, Milton Cross' Complete Stories of the Great Operas 

(New York: Doubleday & Company, I n c , 1949), p. 111. 
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wine. Santuzza tells the raother that Turiddu was seen the previous 

night in the village. Lucia wants to know who told her this because 

Turiddu had not been horae. At that raoment, Alfio coraes in with his 

friends, offers to buy them a round of wine, and proceeds to tell them 

of his reunion with his wife, Lola. Alfio asks Lucia if she has any 

of her good wine left, but she replies that Turiddu has gone to a 

neighboring town to buy some raore wine. Puzzled, Alfio says that he 

saw Turiddu near his cottage earlier. 

The bells ring, calling the villagers to church. As the square 

fills up, Santuzza leads everyone in singing hymns. The people file 

into the church, leaving Santuzza and Lucia alone in the square. 

Santuzza tells Lucia, through an aria, that Turiddu loved her but has 

turned his love back to Lola. Lucia tells Santuzza that she should 

not tell such an evil story on a holy day. Lucia, wery upset, leaves 

the girl alone in the square. Turiddu appears and is surprised to 

see Santuzza. She questions hira as to his whereabouts and he swears 

that he has just corae from Francofonte. Santuzza replies that she 

saw him in the village that raorning, and Alfio saw him near his house. 

Turiddu tries to bluff his way out of Santuzza's suspicious 

questioning, and scolds the girl for spying on him. Santuzza curses 

him and tells him that Lola has lured his love away frora her. Turiddu 

tells her that he will not be enslaved by her jealousy and to be quiet. 

Santuzza cries out that she will not be quiet and she will always 

adore him. 

As Lola appears they stop quarreling and Lola asks Turiddu if he 

has seen Alfio. Mockingly she asks the two if they are attending ser-

vices of their own in the square. Lola asks Santuzza if she is going to 

raass and Santuzza replies "... only those should go who are without 

sin." Lola gives thanks to God that she is sinless and starts into 

the church. Turiddu follows Lola but she sneers and tells hira to stay 

with Santuzza. Santuzza begs Turiddu to stay with her but he furiously 

turns on her and the quarreling begins again. Santuzza implores Turiddu 

^°Ibid., p. 114. 
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but wild with anger he throws her to the ground and runs into the 

church. Santuzza yells a curse at hira for betraying her. 

Alfio enters the square and asks Santuzza how the raass is progess-

ing. She replies that it is almost over and that Turiddu and Lola are 

attending the service together. Alfio asks what she means by that 

comment and Santuzza, who is still furious, tells Alfio the whole 

story. Alfio swears a terrible revenge on the couple. Santuzza 

questions what she has done and is sorry for betraying Turiddu. Both 

hurry from the square before the service is over, leaving the square 

deserted. 

The two lovers are the last to corae out of the church. Turiddu 

asks Lola if she will have a drink with their old friends but she 

replies that she had better go horae for she has not seen Alfio yet. 

Turiddu joins his friends and Alfio comes and joins the crowd. 

When Turiddu offers Alfio a drink, he refuses it and says ". . . It 

might be poisoned." 

Both raen confront each other and the traditional Sicilian 

challenge is exchanged. Turiddu changes his raood and adraits that he 

should die like a dog for the dishonor he has brought to Alfio and his 

household, but he still intends to drive his knife into Alfio's heart 

in spite of his sorrow. 

Turiddu goes to his raother and asks for her forgiveness and 

blessing, telling her to take care of Santuzza as a raother would care 

for her daughter. He tells her that he is going for a walk to calm 

himself and clear his mind before he fights Alfio. 

Lucia tries to follow her son, but Santuzza stops her. A few 

moments later a woman comes in and tells everyone that Turiddu has 

committed suicide. Lucia and Santuzza fall faint as the opera ends. 

The Cast - I Pagliacci 

Canio, proprietor of the traveling troupe 

^hbid., p. 115. 
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Nedda, Canio's pretty wife 

Tonio, the hunchback clown 

Beppo, a meraber of the troupe 

Silvio, Nedda's lover 

Townspeople and Children 

I Pagliacci takes place during the Feast of the Assuraption with a 

group of s t r o l l i n g players who are going to perforra for the sacred 

occasion. 

Prologue 

A prologue is used in this opera. Tonio, the hunchback clown 

steps in front of the curtain to inform the audience that the author is 

going to unfold something true to life in this play. 

Act I, Scene 1 

The curtain rises with Tonio lying near the steps leading to a 

small stage, waiting for the rest of the players to come back. As the 

players arrive in a cart, Tonio gets up to help Nedda off the wagon. 

Canio, Nedda's husband, pushes Tonio aside and tells him to keep his 

hands off of Nedda. The crowd which has gathered around the cart sees 

this and begins to tease and laugh at the hunchback. Tonio leaves, 

taking refuge in the theatre wagon, and mumbles threats against Canio 

and the crowd. 

Canio is asked by several villagers if he will join them for a 

drink and he accepts. Beppo, another performer, invites himself to come 

along and Canio asks Tonio to come! Tonio declines saying that he will 

stay behind and get ready for the perforraance. Sorae of the villagers 

tell Canio that Tonio is staying around to be with Nedda. This makes 

Canio angry but he settles down and kisses Nedda. 

Everyone leaves; Nedda, now alone, is suspicious about Canio's 

outburst and wonders if he suspects anything. Trying to forget the 
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fi? 
incident, she sings of the free and joyous flights of birds. 

Tonio appears at the end of her aria and exclaims that he was so 

moved by her song that he could not join the other men. He tells her 

that his love for her is so deep that he cannot be without her. Nedda 

scorns his love and tells him to save it for the stage. This leaves 

Tonio stung with rage and he threatens Nedda. Her only defense is 

Beppo's whip which she takes and uses to slash him across the face. 

The misshapen Tonio liraps away cursing her and warns that he will get 

his revenge. 

Silvio, Nedda's lover, comes over the village wall behind the 

theatre to meet Nedda. Nedda tells him about Tonio and he implores 

Nedda to come away with him--to leave her Bohemian way of life. They 

sing a duet professing their love for each other and while they are 

singing Tonio sneaks in, listening for a bit, then raoves away. As 

Silvio leaves, Nedda proraises to meet him that night after the play. 

Tonio arrives with Canio just in time to hear Nedda call after 

her lover. Canio becomes outraged and demands to know who she has 

been seeing, but Nedda refuses to answer so Canio goes after the lover. 

Canio has a knife when he returns; again he questions Nedda. She 

refuses to answer and Canio is ready to slay his unfaithful wife. 

Beppo and Tonio hear the comraotion and they stop Canio. Beppo throws 

the knife away and tells Canio and Nedda that the audience is arriving, 

they should prepare for the performance. Tonio proceeds to tell Canio 

that he raust wait until the performance because the lover will probably 

betray himself at that time. 

Canio, now alone, prepares for the perforraance and sings the aria 

'Vesti la guibba, . . . voicing the tragic fate of 
the clown. On with the costumes and makeupl The 
public pays and must be served. If Harlequin 
steals your Columbine, laugh--and win the applausel 
Change your tears into laughter, . . .'"̂  

^^lbid., p. 400. 

^^lbid., p. 402. 
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The fîrst scene closes. 

Act I, Scene 2 

The scene is the same; it is now evening. Beppo and Tonio are 

in front of the wagon blowing the trumpet and beating the drum. 

Silvio enters with the audience and all seat themselves on the benches 

in front of the theatre wagon. He approaches Nedda who is passing a 

hat to collect admission money, and very cautiously they pretend not 

to know each other. A bell rings for the start of the play and the 

players take their places. 

Nedda, who portrays Colurabine, is seated at a table. She sings 

that her husband Pagliaccio is coming home late and the servant 

Taddeo is also late coming frora the market. Harlequin, portrayed by 

Beppo, sings to Colurabine that he is awaiting her love. Tonio enters 

costuraed as Taddeo, carrying the basket frora the market. CôlurablRe 

asks him if he has brought the wine. Taddeo responds by kneeling down 

to let her look into the basket. As she does Taddeo raakes love to her 

singing that she is "as pure as the driven snow." Harlequin enters 

behind Taddeo and kicks hira, ordering hira to leave. Taddeo, being the 

good servant he is, replies that he will be happy to stand watch for 

the two. 

While they both sit down to eat the chicken and wine, Harlequin 

gives Columbine a sleeping potion for Pagliaccio. Suddenly Taddeo 

frantically enters, warning the lovers that Pagliaccio is coming. As 

Harlequin juraps out the window, Colurabine utters the same words which 

she had earlier said to Silvio, her real lover. Pagliaccio enters only 

to catch the last farewell and becomes enraged, asking Colurabine who 

her lover is. Colurabine replies that it is only he, Pagliaccio. 

Pagliaccio sings that his honor must be revenged, and questions why 

he married a woman who has caused hira so much grief. 

^^ibid. 
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Columbine asks why he does not send her away if he thinks that she 

is worthless. Pagliaccio drops the acting and becomes Canio. He 

angrily demands to know the name of her lover. Nedda, frightened, 

quickly assures Canio that nothing has really happened. Canio, not 

believing her, irapels her to tell him or she will die. It becoraes 

apparent to the audience that something is araiss in the play. Beppo 

tries to stop Canio but Tonio holds Beppo back. Canio then pulls his 

dagger and stabs Nedda. Silvio, realizing she has been raurdered, draws 

his own dagger and leaps onto the stage. Nedda, with her last breath, 

tells her husband the lover's narae. Canio thrusts his dagger into 

Silvio's heart then drops his knife and proclaims that the comedy has 

ended as the curtain falls. 

Scenic and Technical Requirements 

Cavalleria Rusticana and I Pagliacci were designed and directed by 

Franco Zeffirelli. Mr. Zeffirelli is well known as a director, designer, 

and producer of theatrical events, television and films. He studied 

voice in Italy and received his operatic training as an assistant 

stage director for various opera companies. The Metropolitan Opera 

Association employed Mr. Zeffirelli to open the new house at Lincoln 

Center as a designer and director of the world premiere of Samuel 

Barber's Antony and Cleopatra. He also designed and directed Otello 

for the 1971-72 season. 

"For his new mounting of the perennial double bill, Franco 

Zeffirelli contrasts the heat and external tensions of the town-

oriented Cavalleria Rusticana with more inward turmoil of the rural 
65 

Pagliacci.' This contrast was exemplified in Cavalleria Rusticana 

with ". . . a great church, colored rust and beige, overwhelms the 

light-colored inn of Mama Lucia and the smaller houses with their red 

roofs in the background." and it was also ". . . projected as an 

^^Opera News, February 1970, p. 19. 

^^lbid. 
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urban situation, with the life in the steeply hilly Sicilian town traced 

frora the sunrise . . . through an Easter Sunday that brings bloody 

tragedy before sundown." 

The set was, according to Winthrop Sargeant of the New Yorker, 
II 

9 • elegantly realistic . . . The atmosophere was authentically 
1.68 

Sicilian. 

To contrast I Pagliacci with Cayalleria Rusticana the "... 

setting is dominated by a sunset sky laced with light, fleeting clouds. 

In the second scene . . . , after night has fallen, the gnarled tree 
69 

is almost hidden by the players cast, . . ." 

Also, the setting presents it as a pastoral opera " . . . bright 

and visually pleasing until its action, . . . turns at nightfall into 

violence and bloodshed." 

In order to create the contrasting designs of those operas, 

Zeffirelli used lifts 5, 6, and 7 to support the varying levels that 

each design required. Along with these structural mechanical devices, 

he also used: (1) flats for the church and town buildings, (2) ground 

rows which created the "... tumbling hillsides full of houses ..." 

in Cavalleria Rusticana, (3) stair units that were on and off stage for 

direct access to the varying levels required in both shows, (4) ramps 

which again were used on and off stage for both designs, (5) three-

dimensional units which gave each design the "... believable mise en 
^ 72 

scene ..." required of both operas, (6) the cycloramas which were 

Irving Kolodin, "The Operatic Twins Reborn; Skrowaczewski, 
Rubinstein, Solti," Saturday Review, January 1970, p. 21. 

co 
Winthrop Sargeant, "Musical Events," New Yorker, January 1970, 

p. 54. 
69 Opera News, February 1970, p. 19. 

^^ibid. 

^^lbid. 

Opera News, February 1970, p. 19. 
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used for both operas for the day and night effects, and (7) the lighting 

capabilities which could achieve ". . . a dawn gradually appearing 

arl 
1.74 

73 
in a starlit sky." or ". . . a sunset sky laced with light fleeting 

clouds 

"To provide the townspeople with a set t ing to make them look 
75 believable was a problem for Z e f f i r e l l i , the scenic designer." and 

through the use of the Metropolitan's f a c i l i t i e s he " . . . . defined 

c lear ly the primose path frora i n f i d e l i t y to jealousy to tragedy that 

underlies each in i t s d i f fe rent way." "Mr. Z e f f i r e l l i ' s production, 

for which he created the scenery and costumes as well as the stage 

act ion, were handsome, . . . " 

^ ^ l b i d . 

74 
Kolodin, "The Operatic Twins Reborn; Skrowaczewski, Rubinstein. 

S o l t i , " p. 21. 

75 Opera News, February 1970, p. 19. 

^ ^ l b i d . 

^ ^ l b i d . 
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Fig. 148. Cavalleria Rusticana: Floor Plan 

Fig. 149. I Pagliacci: Floor Plan 
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1970 - 1971 Season: Parsifal 

The opera Parsifal, by Richard Wagner, was presented at the Met 

on November 14, 1970 and was designed by Robert O'Hearn. Parsifal 

centers around the legendary Holy Grail and its knights who served and 

protected it from the hands of evil. 

The Cast 

Gurnemanz, an elderly knight of the Grail 

First Knight 

Four Esquires 

Second Knight 

Kundry, a sorceress (part raortal , part demon) 

Amfortas, King of the Knights of the Holy Grail 

Pars i fa l , an innocent young boy 

T i t u r e l , Amfortas' fa ther , former king of Monsalvat 

Klingsor, a sorcerer 

A voice, flower maidens, Knights of the Gra i l , boys, young esquires 

Act I , Scene 1 

The opera opens as King Amfortas is carried through the forest to 

a nearby pool where he will bathe to help relieve the pain of an 

incurable wound. A woman by the name of Kundry, half sorceress, half 

mortal, follows the King with balsam for his wound. Gurnemanz, a 

Knight of the Holy Grail, is nearby to protect the King frora any evil. 

He is asked by the other knights to tell how the King incurred this 

wound. Within the context of the story, Gurneraanz mentions that a 

beautiful woman lured the King into a trap plotted by a sorcerer whose 

name was Klingsor. It was he who stabbed Amfortas when he was not 

allowed to join the knightly brotherhood. Since the stabbing, a 

prophecy has revealed that the wound can only be healed by an innocent 

youth who becomes wise through corapassion. As Gurneraanz finishes the 

story, a swan drops to the ground and several knlghts catch a young 
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lad who has a bow and sorae arrows. Gurnemanz questions the boy and 

realizes that he is of noble heritage. The boy tells him that he does 

not know his name because he has lived in the woods without his parents 

since he was a young child. Kundry coraes to Parsifal's aid, knowing 

raany things about the boy and the Holy Grail. She tells Parsifal that 

she knew his raother who, before she died, asked her " . . . to bear 
78 her last greeting to this fool." Parsifal, angered by her words, 

flings himself on the witch. Gurnemanz rushes to her aid while 

Parsifal, who is shaken by his outburst, faints. Kundry helps 

Gurneraanz revive Parsifal and then she disappears quickly into the 

forest thicket. Amfortas has finished his bath and the knights are 

seen carrying hira back to the castle. The older knight helps Parsifal 

to his feet feeling that the lad raay be the answer to the prophecy 

and invites the boy to the castle. 

Act I, Scene 2 

Arafortas is brought into the great hall where the Holy Grail is 

kept and carried to a couch at the rear of the hall. In front of the 

couch is a stone altar on which stands the shrine of the Holy Grail. 

Amfortas hears the voice of his father, Titurel, then proceeds with 

the sacrament of Holy Communion. A choir is heard frora above, as the 

esquires uncover the shrine, then Titurel's voice rerainds them of the 

innocent fool who will come to redeera Amfortas and the Holy Grail. As 

the bread and wine are offered, Arafortas clinches his heart. Parsifal 

does the same, though he does not understand why he feels the pain. 

Gurnemanz noting this, as a mockery of the king, angrily drives the 

boy away as Titurel's voice reiterates the prophecy. 

Act II, Scene 1 

The scene opens with Klingsor seated at a mirror watching the 

approach of Parsifal who is coraing to retrieve the Holy Spear. He 

78 
Milton Cross, T^ilton Cross' Complete Stories of the Great Operas 

(New York: Doubleday & Company, I n c , 1949), p. 407. 
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summons Kundry to help lure Parsifal to his doom. She does not want 

to help but Klingsor reminds her that he still has power over her so 
» 

she must do as he comraands. As Parsifal coraes nearer the battlement 

Klingsor calls on the enslaved knights below to fight him. However, 

the lad is not stopped by the knights and Klingsor camouflages his 

castle by turning it into a lush tropical garden. 

Act II, Scene 2 

Parsifal is stopped by his av/e and wonder while flower maidens 

enter the garden to lament. When they disappear, Kundry, disguised 

as a beautiful woman, appears lying on a bed of flowers with her hands 

stretched toward Parsifal as she calls his name. The boy remerabers 

the narae of Parsifal because his mother had once called him this in 

a dream. Kundry then proceeds to tell him of the eyents of his youth. 

Parsifal, feeling the remorse of his mother, gives way to Kundry's 

tender caresses. She tells Parsifal that the only way he can be 

absolved of the sin against his mother is to confess and follow her 

instructions. Kundry then takes Parsifal and embraces hira with a wery 

long and passionate kiss. Suddenly Parsifal clutches his heart and 

feels the pain of Arafortas. Then he feels a burning in his side like 

the spear wound of Christ and cries out that the Savior is calling 

him to save the endangered Holy Grail. 

Kundry tries by using all her powers to keep Parsifal's thoughts 

on her, but Parsifal reraerabers, in a flash, that the disguised Kundry 

lured Amfortas to his doom with these same caresses. Parsifal 

struggles to free himself, but Kundry turns on him saying that she has 

been condemned to roam the earth seeking the one who will redeem her, 

since she looked on the Savior and laughed at his agony. She implores 

Parsifal to help her by staying with her but Parsifal replies that they 

would both be doomed forever. Kundry calls out to Klingsor, who as 

his last recourse, hurls the Holy Spear at Parsifal. The lad catches 

the spear in mid air and makes the sign of the cross as Klingsor's 

castle instantly crurables to ruin; the garden is transformed into a 

n 
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desert and Kundry falls to the ground with a despairing cry. Parsifal 

looks at her and tells her that she will know where to find him. 

Act III, Scene 1 

During an early raorning in the spring, Gurnemanz, now grown old, 

and a herrait, hears a person raoaning frora a thicket at the edge of the 

woods. He goes to investigate and finds Kundry lying unconscious on the 

ground. He revives her and she busies herself around the hut. Soon she 

goes to bring water from a nearby spring. While she is there she sees a 

knight coming near the hut and hurries to tell Gurnemanz. The knight 

enters clad in black armor with the visor closed and a spear in hand. 

Gurnemanz tells him it is Good Friday and therefore it is forbidden to 

carry weapons in this holy place. The knight takes the spear and thrusts 

it in the ground. Then he places the shield, sword and helmet by the 

spear, kneels and begins praying. Kundry and Gurnemanz recognize the 

knight as the young lad, Parsifal. After praying, Parsifal greets 

Gurnemanz and tells hira what has kept him away for so long. 

Parsifal tells Gurnemanz that he was cursed to wander the earth 

looking for the Holy Grail because he had sworn to restore it. He 

speaks of the many battles he has fought without using the Holy Spear 

so it remains unstained with blood. Gurnemanz tells him of the state 

of affairs at Monsalvat: King Amfortas refuses to perform the rite of 

Holy Coraraunion, Titurel has died, the Knights, being deprived of the 

sacred food have lost their strength to fight in battles, and Gurnemanz 

himself has retired to this hut to await death. 

Parsifal is so reraorseful over the misery and suffering that has 

fallen on the Holy Grail's servants that he falls unconscious. After 

he has been revived Parsifal asks to go to the castle and see Amfortas. 

Gurnemanz tells hira that they must go to the castle that day to attend 

Titurel's funeral rites. To prepare for the Holy Grail, Gurnemanz 

baptizes Kundry who is overcome by his act of kindness and God's 

forgiveness. 
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Act III, Scene 2 

Gurnemanz and Parsifal enter the castle where they find that 

Titurel's funeral has started. After the procession, the kriights are 

seated and request Arafortas to perforra the rite of Holy Communion. 

However, Amfortas filled with anguish, only asks for his death to 

relieve his pain. Parsifal comes forward and touches Amfortas with 

the Holy Spear, miraculously curing him. Parsifal orders the shrine 

uncovered, and as it is the Holy Grail begins to glow, then the Holy 

Spirit comes over the head of each knight. Kundry, who has followed 

Gurnemanz and Parsifal to the castle, dies when she sees this miracle 

take place. As the opera ends, Parsifal raises the chalice into the 

air and a choir is heard singing. 

Scenic and Technical Reguirements 

The first act requires two locations. The first is a forest 

outside the Castle of Monsalvat; the second, inside a great hall within 

the walls of the castle. The raajor scenic requirement is a transfor-

raation from the forest to the great hall. Act II is placed in the 

tower atop Klingsor's castle. In scene 2, Klingsor turns his battle-

raents into a lush tropical garden, during this scene a spear is thrown 

which Parsifal must catch in mid-air. After he catches it, the castle 

collapses in ruins. The first scene of the final act is placed in a 

clearing with the hut of Gurnemanz. The second scene is at the great 

hall in the Castle Monsalvat. Between scenes 1 and 2 the clearing 

raust transform into the great hall as it did in Act I, scenes 1 and 2. 

Also in the final scene, the Holy Ghost raust appear to the knights as 

Parsifal lifts the chalice. 

"The pictorially handsorae and thoroughly stageworthy production 
79 is the work of the dependable Robert O'Hearn, ..." 

"The Met's new production is a handsorae one, . . . Robert O'Hearn 

70 
I rv ing K i lod in , " ' P a r s i f a l , ' Pure and Siraple; David G i lber t , 

Conductor," Saturday Review, December 1970, p. 18. 
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80 has created a fairyland sequence of scenes." In Act I, scene 1, the 

forest is represented by huge plastic sheets which are supported by 

eight battens from the fly system. Along with these trees a downstage 

scrim and a backdrop is used. Scene 2 utilizes the turntable which 

moves downstage with a set of arches, benches, and an altar in its 

center. While the turntable is moving downstage, it revolves reveal-

ing the benches, altar and columns of the great hall. The trees fly 

out to reveal a temple backdrop and hanging arches. Scene 3 of the 

Met's Parsifal moves the turntable upstage and brings lift 1 p to a 

12" level. In Act II Klingsor's castle is represented by several 
flown in frames and a drop used in combination with lifts one through 

five and platforras which rake above the stage floor. Included in this 

scene is a garden backdrop, garden veils and a garden scrim. When 

Klingsor turns his castle into a garden the complete scenery is shown, 

revealing the garden scenic elements. At the end of scene 2, lifts 4 

and 5 drop below stage level and give the illusion that Klingsor's 

castle is crumbling in ruins. The final act uses the stage right wagon 

which has a hill that is raked. Plastic sheets are flown in to represent 

trees to coraplete the forest picture. The last scene uses the turntable 

which moves downstage to reveal the Great Hall. At the end of the 

scene a dove medallion is flown in to represent the Holy Ghost. 

According to many of the critics that attended opening night, 

The business of the spear that Klingsor hurls at 
Parsifal is done with eclat; the audience is blinded 
by a flash while the spear suddenly appears in 
Parsifal's hand.81 

and . . . (the use of the revolving stage is especially 
apt for serving Wagner's "transformations" in Acts 
I and III smoothly and fluidly) that should enrich 
the theater for years to come.o^ 

80 
Winthrop Sargeant, "Musical Events," New Yorker, November 1970, 

p. 186. 

^hbid. 
82 

I rv ing Kolodin, " ' P a r s i f a l , ' Pure and Siraple; David G i lber t , 
Conductor," Saturday Review, December 1970, p. 18. 
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Fig. 156. Parsifal: Floor Plan - Act I, Scene 1 

-• I 

Fig. 157. Parsifal: Floor Plan - Act I , Scene 2 
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Fig. 158. Parsifal: Floor Plan - Act I , Scene 3 
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Fig. 159. Parsifal: Floor Plan - Act II, Scene 1 
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Fig. 160. Parsifal: Floor Plan - Act II, Scene 2 

Fig: 161. Parsifal: Floor Plan - Act III, Scene 1 
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Fig. 162. Parsifal: Floor Plan - Act I I I , Scene 2 
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1971 - 1972 Season: Pelleas et Melisande 

Claude Debussy wrote the opera Pelleas et Melisande in 191)2 and it 

was perforraed at the New Met on January 19, 1972. This opera has been 

described as the most important opera since Wagner because it returns 

to the siraple lyricism of the Florentine Camerata. The action of the 

opera takes place in the raythical kingdora of Alleraonde in legendary 

times. 

The Cast 

Melisande, Golaud's wife 

Golaud, grandson of King Arkel 

Genevieve, daughter of King Arkel and mother of Golaud and Pelleas 

Arke l , King of Alleraonde 

Pelléas, Golaud's half-brother 

Yniold, Golaud's son 

Physician 

Women servants, chorus of sailors, chorus of shepherds and three old men 

Act I, Scene 1 

In a forest near the kindgom of Allemonde, Melisande is seen 

sitting on the edge of a well gazing into it as if looking for soraething, 

Golaud, a grandson of King Arkel, has been pursuing a wounded aniraal 

but it has escaped hira, leaving him lost in the forest. He hears 

sobbing nearby and sees a young woman sitting on the edge of a well 

in a clearing. Golaud touches her on the shoulder and asks why she 

is weeping. Melisande, terrified by the man starts to run away, but 

Golaud assures her that he will do her no harm and pleads with her not 

to leave. Attracted by her beauty he steps nearer, but she warns hira 

that she will throw herself into the well if he coraes any closer. 

Golaud stops, raaking ewery effort to convince her that he will 

not harm her. Golaud atterapts to find out where she has come frora, 

but she only answers in a sobbing tone that the whole world has wronged 
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her. Finally, she says that she has run away from a distant place 

and is not lost. 

Golaud is attracted by soraething he sees glittering in the well 

and asks Melisande what it is. She answers that it is a crown that "he' 

gave her which fell off when she was crying. Golaud, trying to find 

out who "he" is, asks if he might retrieve it for her. Melisande 

hysterically replies that if he even tries to rescue it she will throw 

herself into the well. Golaud is perplexed by the girl, but promises 

to leave it alone. Melisande suddenly becomes calm and asks his name. 

He tells her that he is Golaud, grandson of King Arkel but she 

remains frightened because he seems to be a giant. Golaud, who is 

fascinated by the woman, asks if she ever closes her eyes. Melisande 
83 

answers quickly ". . . Yes, at night." 

Golaud mentions that the forest will soon be getting too dark 

for them to find their way out and implores Melisande to leave with 

him. Finally, she tells Golaud her name but still will not yield to 

his requests. Golaud again tells her that it will soon becorae very 

dark and cold; finally, she succurabs to his requests. She asks where 

they are going and Golaud answers that he does not know. 

Act I, Scene 2 

(A room in King Arkel's castle) Genevieve, daughter of King Arkel, 

is at the King's side reading to him a letter that Golaud wrote to 

Pelleas about Melisande. The letter reads how Golaud met Melisande 

and after being married to her for the past six raonths has learned 

nothing raore about her. He asks Pelleas, his half-brother to ready 

the castle for their return. Golaud also requests that a lantern 

be placed in the tower overlooking the sea to indicate whether Arkel 

has consented for Golaud to bring Melisande with hira. 

oo 

Cross, Milton Cross' Complete Stories of the Great Operas, 
p. 421. 
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King Arkel, being half blind, can only reflect on what has been 

read to h-ira and concludes that destiny raust take its course. He tells 

Genevieve that he had sent Golaud to win the hand of Princess Ursula 

because he felt it was bad for his great-grandson to be without a 

raother, and for Golaud to live alone since his wife's death. Arkel 

also felt that the marriage would have joined two royal houses, stopping 

many ancient feuds. The King resigns himself to whatever Golaud has 

decided. Genevieve is concerned for it seems that Golaud has lost 

his love for his little son Yniold. 

Pelleas enters reading a letter and crying. In the letter a 

friend writes of his approaching death and asks Pellêas to come to his 

side. Arkel reminds Pelleas that his first duty is to his father who 

also is approaching death. Genevieve, upon leaving the room, reminds 

Pelleas to put the lantern in the tower. 

Act I, Scene 3 

Genevieve and Melisande appear walking toward the front of the 

castle. Melisande comments on the gloomy and dark forest surrounding 

the castle. Genevieve tells her that raany places in the forest are so 

dense that the sun has never shone through. She also tells Melisande 

that after living at the castle for a while one gets used to the gloora. 

Genevieve points out a clearing in the trees where the sea can be seen. 

As they walk toward the opening Pelleas appears, telling them he saw 

a light near the sea; a storm is coming. 

A chanting of sailors is heard from the harbor and Melisande 

tries to make out which ship it is. As it clears the harbor she 

recognizes it as the ship which brought her to Arkel's castle. She 

feels as she listens to the chanting fade into the distance they will 

be wrecked as they sail into the oncoming storm. 

Genevieve tells Pelleas to take Melisande to the castle while 

she watches Yniold. Pelléas suggests that they go on a path near the 

cliffs. He reaches out for Melisande's hand but she recoils; he then 

takes her by the arm and explains to her that the path is a little 
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treacherous. 

Act II, Scene 1 

(Pelleas and Melisande stand near a well known as "Blindman's 

Well" because it has raagic powers to cure blindess.) Pelléas tells 

Melisande that since the King lost his eyesight no one had corae to 

"Blindman's Well" where they now are. He asks Melisande to sit with 

him on the raarble edge of the well but she decides to lie down on the 

edge. She looks into the well, wishing that she could see the bottom. 

Pelleas warns her that the well is yery deep, but Melisande only 

becomes raore persistent in trying to see the bottom. She tries to reach 

the water with her hand, but only her hair is able to touch it. Pelleas 

continually warns her to be careful of falling in, but Melisande 

continues in her childlike curiosity. Melisande then takes the wedding 

ring which Golaud gave her off her finger and starts throwing it up 

in the air near the well. The ring falls in the well and Melisande 

becomes distressed. Pelleas notices that v/hen the ring fell into the 

water a clock in the distance struck twelve. Melisande asks Pelleas 

what they will tell Golaud and he answers, the truth. 

Act II, Scene 2 

They find Golaud lying in bed in his room, wounded from an 

accident. He tells Melisande that as he was riding through the woods 

a bell tolled twelye in the distance, his horse became excited and 

ran into a tree knocking hira off and causing him to lose consciousness. 

Melisande, tending to hira, tells Golaud not to tire himself. Golaud 

replies that he is okay and for her to quit waiting on him. 

Melisande begins weeping and tells him that the gloomy atmosphere 

in the castle is making her ill, and she wants both of them to leave. 

Trying to determine what is raaking her feel this way, he tells her that 

he has noticed Pelleas does not speak to her. Melisande replies that 

Pelleas does not like her. Golaud tells her that Pelleas has strange 

ways, but that he will grow out of thera eventually. Melisande explains 
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that it is not really Pelleas who bothers her, but the castle and the 

people in,it. She says that they have all grown old, causing the 

sunshine to leave. As Golaud listens to Melisande's coraplaints he 

notices that the wedding ring he gave her is raissing frora her finger. 

He is angered by this and asks Melisande about the ring. She tells 

hira that while she was at the ocean it slipped off her finger and a 

large wave swept it into the sea. 

Golaud becoraes even raore upset and tells her to go back and look 

for the ring. He reaveals to her that the ring meant so rauch to him 

that he would have given up all his worldly possessions just to keep 

it. Melisande is frightened to go to the seashore alone so Golaud 

tells her to have Pelleas go with her. Golaud also tells her that he 

will not go to sleep until the ring is found. Melisande leaves the 

room crying in fright and despair. 

Act II, Scene 3 

Pelleas and flelisande are seen walking by a caye near the sea, 
y / 

Pelleas decides that Melisande must go into the cave so she will be 

able to describe their location to Golaud. He tells her that they 

need light in the cave because it contains two bottomless pools with 

only a narrow pathway between them; therefore, they raust wait for the 

raoon to rise. As the moon comes out, Pelleas tells her that the cave 

has raany beauties but they will only travel into the cave as far as 

the moonlight reaches. 

Looking around in the cave, they suddenly see three ragged-looking 

men. Melisande is terrified and wants to leave. Pelleas explains that 

the famine in the land must have driven thera here. Melisande panics 

and flees frora the cave crying that they can corae another day. Pelleas 

follows her and the curtain falls. 

Act III, Scene 1 

(In a tower of the castle) Melisande is seated on a window ledge 

of the tower with her hair flowing out to its foot. While she sits, she 
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corabs her hair and sings a child's song from her past. 

Pelleas, taking a walk along the pathway under Melisande's window, 

sees her ând greets her with a touch of tender happiness in his yoice. 

He notices how beautiful her hair is and wishes that she would lean out 

further so he could touch it. She does lean out and Pellêas, looking 

up into her face, asks if he may kiss her hand in farewell. Melisande 

agrees and she bends down, her hair falling on his face and shoulders 

like a golden veil. Pelleas becoraes enamored with her hair and decides 

that he will never let her go. Melisande gently implores him to let go 

of her hair, but Pelleas vows again never to let her go. Melisande, 

touched by what Pelleas has said, whispers his name with an araorous 

feeling. She tries again to get away, letting her doves escape through 

the window. Melisande pleas with Pelléas to let her go for she fears 

that the doves raight lose theraselves in the dark. Pelleas explains 

that her hair has become entangled in the branches of a bush and he 

is trying to free it. 

Golaud comes along the path and sees Melisande's hair tangled in 

the bush and Pelleas trying to help her. Bewildered by this predicament, 

he scolds both of them for acting like children and playing in the 

dark. He then takes Pelleas by the arra and leads hira away. 

Act III, Scene 2 

Golaud and Pelleas enter the subterranean vaults of the castle. 

Golaud asks him if he has ever been there and Pelléas replies, only 

when he was small. Golaud warns Pelléas to watch out for the foul 

sraelling pools of water as he takes him by the arra to the edge of a 

deep dark hole. Pellê^as sees soraething flash in the hole. Golaud 

tells him that it is only the light from the lantern, but Pelleas no 

longer wants to stay in the vaults. He tells his half-brother that 

the air is choking him, so they both turn and ascend to the opening 

above. 

Act III, Scene 3 
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/ 

Pelleas and Golaud clamber out onto the terrace entrance of the 

vaults. Golaud tells Pelleas that he wants him to stay away from 

Melisande because he overheard the conversation at her window. He 

says that she is going to be a raother and he does not want any harra 

to corae to her. Golaud adds that he has felt soraething was going on 

between the two and he wants Pelleas to stay out of Melisande's sight. 

However, he tells Pelleas that he must not be too obvious about avoiding 

her. 

Act III, Scene 4 

Golaud and his son Yniold sit on a stone bench near the windows 

of Melisande's apartment. With fatherly affection, Golaud takes Yniold 

on his knee and begins to tease hira for deserting his father and going 

to his step-raother. Then Golaud changes his tone of voice and begins 

to ask his son questions about Pelleas and his step-raother, Melisande. 

He asks if they are together rauch of the time and if they have ever 

kissed. His son, not understanding why his father is asking, answers 

faithfully about his step-raother and uncle. He tells him that he has 

seen thera kiss, and playfully shows his father how by kissing him. 

A light appears in Melisande's room and Yniold crying, asks to go 

inside because he is afraid of the dark. Golaud implores his son to 

wait a little longer before going in. He then asks his son if he would 

like to see his step-mother through the window. Yniold says that he 

would so his father warns him that he must be quiet. Golaud puts the 

boy on his shoulders and asks him what he sees. The child tells him 

that his uncle Pelleas and his step-mother are standing, staring at the 

light. Golaud becomes outraged and tries, to no avail to suppress his 

anger. The child, sensing this, begins to zry so Golaud lowers him to 

the ground. As they walk away, the curtain falls. 

Act IV, Scene 1 

Pelleas and Melisande say farewell to each other for Pelleas has 

decided to obey his father's wishes and leave. Hearing soraeone approach 
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the room Pelleas tells her to meet him at "Blindman's Well" before the 

gates close that night. Melisande, a little dismayed, agrees to Pelleas 

plan as the footsteps corae closer. Pelleas exits through another door 

as the King enters the roora. King Arkel tells Melisande about the 

recovery of Pelleas' father and how the gloora of the castle has been 

lifted. Arkel looks at Melisande and tells her that only her youth 

and beauty bring new life to their surroundings. Seeing an expectance 

of doora in Melisande's face he tells her that she raust not worry, and 

asks for a daughterly kiss. 

Golaud bursts into the roora, beside himself with anger. As he 

tries to control hiraself he announces that Pelleas raust leave that 

night or else. Arkel, noticing blood on Golaud's forehead, asks what 

happened and Golaud replies that he scratched hiraself on a thorny 

bush trying to get back to the castle. Arkel tries to wipe the blood 

off but Golaud pushes his hand away. He tells them that people seem 

to be coming near the castle to die because of the faraine so he has 

corae for his sword. 

Golaud tells Arkel to look into Melisande's eyes. He looks, 

then replies that they are as innocent as a larab. Golaud says that he 

raust not be deceived and angrily tells Melisande to shut her eyes 

before he shuts thera for her. Then Golaud, in an outburst, grabs her 

hair and forces her to her knees. Furious, Golaud wrenches her hair 

from side to side laughing madly until Arkel commands him to quit this 

inhumane treatraent. Golaud leayes staggering, and Melisande, "^ery 

humiliated, weeps bitterly. Arkel looks at Melisande and hopes that 

God will take compassion on his grandson's soul. 

Act IV, Scene 2 

Near the "Blindman's Well", Yniold is seen trying to move a stone 

which his gold ball is stuck behind. In the distance he hears the 

bleating of sheep. As they corae nearer, he is distracted and leaves 

without his ball. Pelleas approaches the fountain as Melisande appears 

in the shadow of the raoonlight. Pelleas calls her narae, they meet and 
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embrace, then they reveal their love for each other. 

Suddenly the sounds of grating locks and clanking chains are heard 

as the castle gates are closed. Now, Pelleas says, their fate is sealed 
84 

forever, "... everything is lost, everything won." 
/ 

Melisande hears a noise in the trees but Pelleas assures her they 

are alone. Again she hears the noise and realizes that Golaud is 

watching them. She warns Pelléas that Golaud is present and has come 

to avenge his honor. Pelléas asks for a final kiss and they erabrace. 

Golaud charges from his hiding place, throws himself on his half-

brother, and kills him with one blow from his sword. Melisande flees 

to the woods with Golaud close behind her as the curtain falls. 

Act V, Scene 1 

Melisande has given birth and is lying in her bed wounded by 

Golaud's sword. Arkel, Golaud, and a physician are attending her. 

Golaud tells the unconscious Melisande that he is sorry for killing 

Pelleas. Melisande finally opens her eyes; she wants Golaud to come 

to her. Golaud asks the King and Physician to leave them. When they 

are alone, Golaud asks for her forgiveness. He then asks Melisande if 

she truly loved Pelleas. Melisande simply answers yes. Golaud, now 

^ery remorseful, asks if it was a guilty love; Melisande replies that 
/ 

it was not. Melisande then dies and Arkel comes in to remind them 

what a strange creature she was, saying that her child raust take her 

turn to live. 

Scenic and Technical Requireraents 

Pelleas et Me'lisande requires thirteen different settings repre-

senting various locations. It is iraportant to the opera that the scenes 

flow smoothly. To create and establish the large number of settings, 

the Metropolitan Opera Association engaged Desmond Heeley, who had 

previously designed the opera Norraa for the Met's 1969-1970 season. 

^^lbid., p. 429. 
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Mr. Heeley who was born on June 1, 1931 in England, works not only in 

scene design but also in costurae design for opera, theatre, and 

television. His professional training is from the Shakespeare Memorial 

Theatre in Stratford, and he teaches at the Central School of Arts and 

Crafts in London where he also resides. 

According to Paul-Emile Deiber, the producer of Pelleas et 
/ 

Melisande, 

Our chief problera was the creation of a visual world 
that would be faithful to Debussy's music and yet 
give full expression to the tender emotions of the 
roles. To present "Pelleas" in a realistic setting 
is quite impossible: the stage raust appear part of 
a dreara world--ultiraately the world of the theatre. 

We revised our ideas until we found what we thought 
was the best approach: the 'rediscovery of im-
pressionisra'. The design looked like paintings by 
Claude Monet, which we then translated to the stage 
as 'pictures without frames', conveying the impression 
of infinite distances, boundless space. We broke 
down the stage into different levels; net curtains 
treated with a plastic substance that becomes 
transparent when it dries, together with suitable 
lighting projection effects and essential properties, 
produced a series of illusory locations. 

Special care v/as taken with the lighting design. 
Throughout the work there are references to 'noon' 
and 'midnight', the two fateful hours. Light and 
shade, sun and moon had all to be incorporated 
into the lighting plan. Scene shifting was 
accomplished in full view of the audience, under 
subdued, mainly projected, light. It was difficult 
to see exactly what was happening on stage during a 
change of scenery; one could tell only that some-
thing had changed. The trees in the first forest 
scene turned gradually into castle arcades. And 
there was an intermingling of different projections 
throughout the performance. Realism was dutiously 
avoided, the outline of the scenery left blurred. °^ 

85 
Rudolf Hartman, ed., Opera, trans. Arnold J. Pomerans (New York; 

William Morrow & Co., Inc, 1976), p. 216. 
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_According to Mr. Heeley's floor plans, a unit set is used 

consisting of a central platforra and unit. The unit also incorporated 

the raain stage lifts 2, 3, 4, 5, and 6, all below stage level. 

This central unit also consists of varying levels which rise above 

the stage floor. 

Each scene is then played upon this central unit with the addition 

and subtraction of varying levels, drops, and properties. Also, 

throughout each scene there are pairs of legs which frarae the set, four 

show borders, one set of front show legs, four black borders, two net 

drops, and one gray, plastic drop. 

Act I, scene 1 takes place near a spring. The spring is represented 

by a plexiglas covering over a depression located near stage right of 

center. Also used in this scene are two sets of forest legs and one 

forest drop. Act I, scene 2 is the castle with a throne room. This 

scene uses a throne located on a platform center stage to represent 

the throne room located in King Arkel's castle. Upstage of the throne 

there are two castle drops employed. In Act I, scene 3, the location 

is at the front of the castle. The central unit becoraes the basic 

scenic element for this setting. Scene 4 of Act I is located at the 

"Blindraan's Well", with the well placed center stage, along with 

forest backdrops. Scene 5 takes place in Golaud's chambers at his bed. 

The bed is placed downstage, left of centerstage. Along with the bed, 

one set of legs is taken out and replaced with two castle drops. The 

Grotto scene, ^cene 6 in Act I, is played in front of three contour 

drops which represent a grotto on the central platform unit. 

Scene 7 takes place at the window ledge of a tower of the castle. 

The tower drops are used with a platform unit staircase which is located 

centerstage. Behind the tower drops, two other drops are located to 

represent stars. In scene 8 of Act I, the Dungeon is represented by 

the central unit. The terrace scene of scene 9 is again represented by 

the central unit and possibly the use of projections. Scene 10 is 

located in front of the tower of scene 7. 

Act II, scene 1, the interior of the castle, is represented by the 
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central unit and two castle drops. Scene 2 of Act II is the "Blindraan's 

Well" scene which incorporates a well located centerstage of the central 

unit, along with the star cloth drop and the star reflector drop. The 
/ 

final scene of Act II and the opera is located in Melisande's room where 

she is on her deathbed. This is presented through the use of a canopy 

which is flown directly above the bed placed centerstage on the central 

unit. 

Mr. Heeley has created a design which can easily flow frora one 

scene to another and is facilitated by the lifts, elevators, and fly 

systera of the Metropolitan Opera House. 
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Fîg. 174. Pellêas et Melisande: Floor Plan - Act I, Scene 1 

Fîg. 175. Pelleas et Melisande: Floor Plan - Act r, Scene 2 



252 

Fig. 176. Pelléas et Melisande: Floor Plan - Act I, Scene 3 

Fig. 177. Pelleas et Melisande: Floor Plan - Act I, Scene 4 
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Fig. 178. Pelleas et Melisande: Floor Plan - Act I, Scene 5 

Fig. 179. Pelleas et Melisande: Floor Plan - Act I, Scene 6 
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Fig. 180. Pelleas et Melisande: Floor Plan - Act I, Scene 7 

Fig. 181. Pelleas et Melisande: Floor Plan - Act I, Scene 8 
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Fig. 182. Pelleas et Melisande: Floor Plan - Act I, Scene 9 
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Fig. 183. Pelleas et Melisande: Floor Plan - Act I, Scene 10 
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Fig. 184. Pelleas et Melisande: Floor Plan - Act II, Scene 1 

Fig. 185. Pelleas et Melisande: Floor Plan - Act II, Scene 2 
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Fig. 186. Pelleas et Melisande: Floor Plan - Act II, Scene 3 
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Fig. 187. Pelleas et Melisande: Hanging Plot 
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_ 1972 - 1973 Season: Carraen 

Carmen, the opera by George Bizet, is a favorite in opera 

repertoire. A new Metropolitan version of this opera was presented 

during the 1972-73 season. Josef Svoboda designed the setting, the 

staging was created by Goren Gentele, and Bodo Igesz directed the 

production. The opera, composed in four acts, preraiered at the Opera 

Comique in Paris on March 3, 1875, and was first presented at the Met 

on January 9, 1884. 

Cast of Characters 

Morales, an officer in the dragoons 

Carmen, a gypsy girl 
/ 

Don Jose, a corporal in the dragoons 

Micaela, a peasent girl in love with Don Jose 

Escamillo, a toreador 

Zuniga, a captain in the dragoons 

Mercedes ] 
Frasquita] ^^^^^ companions of Carraen 

El Remendado] 
El Dancairo ] sn'"99lers of Carmen 

Cigarette g i r l s , dragoons, an inn keeper, smugglers, and dancers 

Act I 

Act I introduces the characters: Don Jose, a corporal in the King's 

army; Zuniga, a captain in the Army; Micaela, the sweetheart of Don 

Jose; and Carraen, around whora the story is b u i l t . 

The square before a c igaret te factory containing a guard house is 

the set t ing for the f i r s t act. People raill around the square as the 

guard changes and chi ldren parade around irai tat ing the guards. 

Suddenly, the noon bel l t o l l s and the g i r l s who work in the c igaret te 

factory come out to raingle with the soldiers during the i r break. Carmen 

appears las t singing the "Habanera" which t e l l s of her f reesty le 
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philosophy of life. Don Jose, now on duty, becoraes enchanted with 

Carraen and listens intently to what she has to say. As Carraen goes 

back to work, she throws a flower to Don Jose. Micaela tries to 
/ 

bring Don Jose news of his mother but her approach is interrupted by 

a fight between some of the factory woraen. The women corae out into 

the square arguing, Carraen araong thera. Captain Zuniga orders Don Jose 

to arrest Carraen. She does not surrender quickly, so he is forced to 

tie her hands. Carraen then makes advances toward Don Jose, promising 

that she will raeet him later at Pastias if she is freed. Jose, who is 

under her spell, lets her loose and she quickly runs away. He is 

arrested for this treasonous act. 

Act II 

Later that evening, Carraen is seen at Pastias' tavern with her 

friends, celebrating her escape. Escaraillo, a matador, coraes into the 

tavern boasting of his excitements in the bull ring. Carraen is 

enchanted by hira and tries to lure hira under her spell; he responds 

quickly to her charm. Carmen's friends plan a smuggling raid and invite 

Carraen to come along. She refuses to go with them because of her love 

for Don Jose. 

Don Jose enters and has Carmen sing and dance for hira. José'tells 

her he must leave when the bugles sound for retreat. Before Don Jose' 

leaves, he stops to show her the flower she had thrown him. He tells 

her that it raeant a lot to hira while he was serying his prison sentence. 

Carmen, somewhat upset, chastises him for wanting to leave; then-

quickly changes her raood and invites him to come and join her band of 

gypsies. Don Jose' refuses, saying his enlistment is important to him 

and his mother. Zuniga, Don Jose's captain, coraes in and is astonished 

to find Jose in Carraen's corapany. Zuniga provokes an attack by Don 

Jose so Carmen calls upon her gypsies to sieze Zuniga. Don Josl is 

then forced to join Carraen's band of gypsies and thieves-
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Act III 

Act III takes place at Carraen's hideout in a rocky gorge. Don 

Jose is unhappy and Carmen is getting very tired of him. When it is 

time for the raid the gypsies leave Don José'on the lookout. Micaela 

comes into the deserted camp to find Jose', but she hides when a shot 

is fired. Don José enters with Escaraillo as his prisoner while 

Escaraillo tries to explain that he was only looking for Carmen. This 

angers Jose and they begin to fight with knives. The gypsies return 

and seperate thera as Don José lunges to stab Escaraillo. In return for 

his life, Escaraillo invites them all to see him in his next fight at 

Seville. Reraandado brings Micaela in from her hiding place. She tells 

Jose that his mother is dying and she wants to see hira. Carraen raocks 

Jose for being a mama's boy, and he swears he will come back after he 

sees his mother. 

Act IV 

The final act opens with a big parade just outside the Seville 

bullring where Escamillo is going to fight. Carmen enters with 

Escamillo on her arm and tells hira that she is going to stay outside 

for a moment before going in to watch. Carmen's girl friends warn her 

against staying outside, fearing for her safety since Jose has been 

seen prowling around the area. Carmen realizes she must face Jose and 

continues to wait for him. Don Jose enters the square demanding that 

Carmen give up her love for Escamillo and come with him. She does not 

yield to his pleas or commands. He takes hold of Carraen and threatens 

her life, but she laughs in his face and throws his ring on the ground. 

Jose, insane with jealousy, takes his knife and kills Carmen. He then 

realizes what he has done and the curtain falls, leaving him weeping 

over her body. 

Scenic and Technical Requirements 

The technical requirements for the opera are simple enough; only 
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four_sets are needed to depict the different locales. Act I requires 

a town square which contains a guard house and a cigarette factory. 

The second act takes place inside LiUia Pastia's Inn. Act III is 

placed near a rocky gorge in the raountains, and the final act's locale 

is outside the bullring in Seville. 

Josef Svoboda, one of the many international designers the Met 

uses, is from Czechoslovakia where he studied and pioneered the use of 

multi-raedia, raulti-screen, and raodern technical approaches to scene 

design. He is also an architect, costume designer, and the chief 

designer for the National Theatre in Prague. Mr. Svoboda also designed 

I Vespri Scicilian for the Metropolitan Opera Association's season in 

1973. 

Svoboda's design for Carmen uses various platforra units to make 

up the floor space for Act I. Several of the spot lines are used to 

suspend a canopy over the stage left building unit. The building unit 

itself is made up of a series of steps on the exterior and platforms 

on the interior. The walls of both the stage right and left building 

units are raade of carpet which readily contours to the base of each 

building. 

In Act II stage right is preset with a platforra unit, and a bar 

unit. Hanging from spot lines above the wagon there are three ceiling 

pieces which look like horizontal lattice work. To give these ceiling 

pieces raore texture, Mr. Svoboda has projected a nuraber of patterns. 

To tie this act's design in with the first act's design, carpet has 

been used on the back wall near the upstage entrance. 

Act III is the mountain pass which is represented by a raked 

platforra center stage and a circular platform downstage right. To 

create the pass, Svoboda used carpet suspended from the spot lines 

curving toward the raked unit at the bottom. To give the carpet more 

texture, projections are used to break up the flat carpet and also 

give it depth. 

The final act is handled with the use of a wall to represent the 

bullring. The stairs follows the upstage side of this wall which begins 
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downlef t and continues up to center stage. The wall is raade of 

carpet which slopes toward the f l oo r . Two gigantic doors are placed 

center stage leading into the bu l l r i ng . Another sraall bu i ld ing , 

presuraably part of the bu l l r i ng ' s araphitheatre, is located stage r i g h t . 

Svoboda, in his design, has " . . . focused on a set t ing of 

highly select ive architectonic forras, notably abstracted, and 

b r i l l i a n t l y i l lurainated with high in tensi ty low-yoltage banks of 

instruraents placed raainly in a counter l i gh t ing pos i t ion . " 

oc 
Jarka M. Burian, "A Scenographer's Work: Josef Svoboda's Designs, 

1971-1975," Theatre Design and Technology 12 (Sumraer 1976): 21. 
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Fig. 192. Carmen: Floor Plan - Act I 

Fig. 193. Carmen: Floor Plan - Act II 
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Fig. 194. Carmen: Floor Plan - Act III 

Fig. 195. Carmen: Floor Plan - Act IV 
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— 1973 - 1974 Season: Les Troyens 

» 

Hector Berlioz coraposed Les Troyens, one of the few operas he 

wrote, in less than two years. It is an opera which is epic in 

proportion and deals with Virgil's Aneid. In Berlioz's lifetime this 

work was irapossible to perforra because of the length, therefore, he 

divided the piece into two parts, "La Praise de Troie" and "Les Troyens 

A Carthage." It was not until 1957 at Covent Garden in England, that 

a full production of Les Troyens was atterapted which came close to the 

composer's intentions. On October 22, 1973, the Metropolitan presented 

its first uncut version of Les Troyens under the direction of Nathaniel 

Merrill. 

Part I: La Praise de Troie 

The Cast 

Cassandra, the clairvoyant daughter of King Priam 

Coroelus, Cassandra's fiance 

Priam, King of Troy 

Hecuba, Queen of Troy 

Helenus, son of Priara 

Andromache, the widow of Hector 

Aeneas, an officer in the King's army and a Trojan hero 

Ascanius, Aenea's son 

Panthee, a priest of Troy 

Astyanax, Hector's young son 

Polyxena, Priam's daughter 

Ghost of Hector, an apparition of the once famed hero of Troy 

Trojan Soldier 

Soldiers of Greece and Troy, citizens, woraen, and children 

Part II: Les Troyens A Carthage 

Dido, the Queen of"the island of Carthage 
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Anna; the Queen's sister 

Narbal, Dido's Minister 

lopas, the court poet 

Hylas, a Phrygian Sailor 

larbus, leader of the Numidians 

Ghost of Coroelus 

Cassandra's Ghost 

Ghost of Priam 

The god of Mercury 

Trojan Captains, cour t ie rs , hunters, Carthaginians, inv is ib le ghosts, 

workman, sa i l o r s , laborers, Naiads, fauns, satyrs, wood nyraphs 

Act I , Scene 1 

Near the wall of Troy the Trojans are celebrating their yictory, 

over the Greeks, after ten years of fighting. They are told of a huge 

wooden horse, which was left by the Greeks, so they rush off to 

celebrate at this giant trophy. 

Act I, Scene 2 

Outside the walls of Troy, Cassandra, the clairvoyant daughter of 

King Priam, feels that disater is imminent. She has seen through a 

vision that she w i l l not l i ve to marry her Asian Prince and that the 

blood of Troy w i l l soon flow in the st reets. Coroelus leads her back 

to the c i t y to enjoy Troy's triuraph where she alraost fa ints from her 

overpowering v is ion. 

Act I , Scene 3 

The victorious Trojan crowds are led in a parade along with the 

royal faraily. Aeneas rushes in to tell the King that Laocoon hurled 

a javelin at the wooden horse. This action turned the people against 

the horse and they tried to burn it. Unexpectedly, two huge serpents 

carae out of the ocean and devoured Laocoon frora the beach. Priam and 

• » - < ^ 
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Aeneas explained to the court that it raust have been the god's vengence 

for harming the horse. They gave an order to have the horse brought 

inside the walls of the city to be protected and honored as a statue 

of peace by Troy's people. 

Act I, Scene 4 

While pushing the horse inside the walls of the city, the people 

hear a sound within the horse and interpret it as a good omen. 

Cassandra, being very fearful of the horse, follows the crowd inside 

the gate. 

Act I, Scene 5 

Aeneas, asleep in his quarters, is awakened by the ghost of Hector 

and he hears sounds of fighting. The ghost tells him that the Greeks 

are hiding inside the horse and now Troy will fall. He then orders 

him to gather up Troy's people and escape to Italy where Aeneas will 

father an empire which will soraeday rule the world. Coroelus rushes 

in with his men and joins Aeneas in an attempt to save the Trojan 

citadel. 

Act 1, Scene 6 

In the temple of Vesta, Cassandra, a group of Trojan women, and 

temple virgins cry aloud of their forthcoraing doora. Cassandra tells 

the women they must kill themselves rather than be captured. As the 

Greeks invade the teraple, Cassandra leads the women in their sacrifice 

as they cry out "Italy". 

Act II, Scene 1 

The action now shifts to the throne room of Queen Dido's palace in 

Carthage. Dido is pleased with the seven years of peace which they have 

had and she asks her people to fight fearlessly against future enemies. 
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A great procession follows with builders, sailors, and farmers 

demonstrating their support of the queen. 

Later, a court poet enters to tell the queen that a fleet of 

strange ships has washed onto their shores. When the Trojan chiefs 

enter her charabers, Dido offers the hospitality of her kingdom to 

Ascanius, Aeneas' son. He explains to her that they are Trojans bei.ng 

led by his father to Italy. Dido's Minister, Narbal, interrupts this 

raeeting to warn the queen that the country is being threatened by the 

Nuraidians led by larbas. To assist the country which has offered thera 

hospitality, Aeneas volunteers to lead his men along with her to fight 

larbas. 

Act II, Scene 2 

Soraetirae after the war, Dido and Aeneas are hunting near a cave 

in a sylvan glade. A storm comes upon them with torrential rains and 

lightning striking nearby. Dido and Aeneas, who are now in love, 

decide to take refuge in the cave. There they consuraate their love 

while forest people, such as satyrs and fauns, dance in the cave until 

the storra is over. 

Act II, Scene 3 

Narbal and the queen's sister, Anna, discuss Aeneas' recent 

victory over the Nuraidians as they sit in the royal garden. Narbal is 

happy with the victory, but he admits that the affair between the queen 

and Aeneas cannot go on because Aeneas must go to Italy. Anna does not 

really see the problem; she is just happy that Dido has finally fallen 

in love. 

Act II, Scene 4 

Dido and Aeneas are celebrated by the Carthaginians on the 

terrace by the sea. lopas calls upon the goddess of bountiful haryest 

to bless his queen's good fortune. Finally the terrace is empty. 
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leaving Dido and Aeneas to the light of the moon where they sing of 

their love. However, Mercury, the winged messenger, appears to the 

couple and proclairas "Italy" to Aeneas three times. 

Act III, Scene 1 

The Trojan fleet awaits departure to Italy at the port of Carthage. 

The Trojan chiefs rush to where Aeneas is staying and demand they 

leave at once after seeing Hector's ghost. Aeneas replies that he wiU 

leave only if he can say farewell to Dido. However, the ghosts of 

Priam, Coroelus, Hector, and Cassandra appear and coramand him to sail. 

Dido rushes to Aeneas's ship and begs him to stay but she is unable to 

change his mind; the ships set sail as Dido angrily curses Aeneas and 

his ships. 

Act III, Scene 2 

In her chambers, Dido is seen preparing for suicide as she takes 

Aeneas's arraor and his kn i fe . She goes to the terrace garden where 

she w i l l sacr i f i ce herself as she s i t s upon the pyre that has been 

prepared for her. 

Act I I I , Scene 3 

As the people rush in to begin the sac r i f i c i a l ceremony she bids 

them a f ina l farewel l . Ritual curses are chanted for the death of 

Aeneas while Dido scales the pyre b u i l t frora Trojan belongings which 

were l e f t behind. Embracing Aeneas's armor, Dido stabs hersel f , seeing 

a vision of Rorae as she dies. 

Scenic and Technica! Requireraents 

The scenic requirements for Les Troyens are staggering. The 

th i r teen locations required were designed for th is production by Peter 

Wexler. Mr. Wexler graduated from the University of Michigan with a 

B.S. in design and attended the Yale School of Drama. He is a member 
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of the United Scenic Artists, Local 829 and I.A.T.S.E.. Mr. Wexler 

not only designed scenery for Les Troyens but also designed costumes 

and the visual filra effects. 

The first act takes place in the city of Troy. Within this act 

there are six different locales in and around the city. In scene 1, 

the action takes place near the wall of Troy. It raoyes outside the 

city wall in scene 2, and in scene 3 is placed inside the palace of 

Troy. The raain city street and the gate are represented in the fourth 

scene. In scene 5, the action takes place in Aeneas's quarters where 

an apparition appears to hira. The final scene of Act I is placed inside 

the temple of Vesta. 

The second act shifts to the island of Carthage. This act contains 

four different locales. Scene 1 happens in the throne room of Dido. 

An exterior scene is played in a sylvan glade near a cave for scene 2. 

Lightning and rain are required for the scene, as well as an interior 

view of the cave. Scene 3 takes place in the royal gardens of Carthage. 

The final scene of Act II is placed on the terrace by the sea. It 

includes a special effects projection representing the winged god 

Mercury. 

The third and final act of the opera has only three scenes. The 

first is placed at the port of Carthage and uses several projectors to 

represent the ghosts of Priam, Coroelus, Hector, and Cassandra. The 

second scene takes the action to Dido's chambers, and the last takes 

place on the terrace garden outside Dido's room. 

The Met's turntable is used extensively throughout the first act. 

A series of panels are placed on it which represent the walls of Troy. 

Sculptured onto the panels is a she-wolf representing the birth of 

Rome. The six scenes of the first act are played in front of these 

large panels which divide, multiply and reasserable for each. Projec-

tions are used for the giant wooden horse which appears to come out 

over the heads of the audience. Other large sacred animals represent 

the various demigods and "... establish the animal culture of the 
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• A ..87 period. 

In the second act the tall, massive panels move upstage to reveal 

a Carthaginian skyline that ". . . is dominated by tent ropes and raats 

and riggings, the tent at one point ingeniously transforms itself into 
88 

a ship under weigh." The scenes which require the sylvan glade and 

Dido's chambers are represented by "A sort of red shower curtain 

descends the full vertical diraension of the stage to turn the waterfront 
89 into Dido's boudoir." The turntable is also used in this act to 

allow for the continuous scene changes required. It supports a central 

unit which is used throughout each scene of the second act. A large 

circular screen is hung behind the turntable and used for projections 

of the hunting scene in the sylvan glade; Dido's charaber where the 

ghosts of Hector, Cassandra, Priam, Coroelus, and the god Mercury 

appear to Aeneas; and the final scene when the funeral pyre is ignited, 

Within the turntable a lift is used to elevate the queen while the pyre 

is burning in the final scene of the second act. 

This opera, because of the various locations needed for each act, 

has stretched the human and mechanical resources of the Met to its 
90 fullest potential. The mechanical resources used throughout the 

opera were the turntable, the lifts, the projection system, the lighting 

system, and the fly systera. 

^^Dorle J. Soria, "Artist Life," High Fidelity, November 1973, 
p. MA-16. 

88 
George Moyshon, "The Met's New 'Troyens,'" High Fidelity, January 

1974, p. MA-12. 

S^Ibid. 

^^"A Win for the Trojans," Time, March 1974, p. 103-78. 
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Fig. 205. Les Troyens: Floor Plan - Act I 

Fig. 206. Les Troyens: Floor Plan - Act I, Scene 1 
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Fig. 207. Les Troyens: Floor Plan - Act I, Scene 2 

Fig. 208. Les Troyens: Floor Plan - Act I,'Scene 3 
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Fig. 209. Les Troyens: Floor Plan - Act I, Scene 4 

Fig. 210.. Les Troyens: Floor Plan - Act I, Scene 5 
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Fig. 211. Les Troyens: Floor Plan - Act I, Scene 6 

»•»—— * 

4 ^ 

Fig. 212. Les Troyens: Floor Plan - Act II, Scene 1 
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Fig. 213. Les Troyens: Floor Plan - Act II, Scene 2 

Fig. 214. Les Troyens: Floor Plan - Act II, Scene 3 
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Fig. 215. Les Troyens: Floor Plan - Act II, Scene 4 

Fig. 216. Les Troyens: Floor Plan - Act III, Scene 1, 2 
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1974 - 1975 Season: Boris Godunov 

The opera Boris Godunov by Modest Petrovich Moussorgsky was 

performed by the Metropolitan Opera Association on Deceraber 16, 1974. 

The opera deals with the Russian lower class and their spirit as a 

struggling people. The action takes place in Russia and Poland around 

1593-1605 in the raidst of a Russian revolution. 

The Cast 

A Police Of f i cer , frora the Czar's police force 

Mitiukha, a Russian peasant 

Prince Vassi l i Ivanovich Shuisky, Court adviser to Boris Godunov 

Andrei Shchelkalof, Secretary of the Duma 

Piraen, a monk and histor ian 

Grigory, a novice ( la te r disguised as Diraitri the Pretender) 

Boris Godunov, a minister in the court of Czar Feodor and son of Ivan 

the Terr ib le 

Hostess of the inn 

Missail ] j. . 
-^ f r i a r s 

Varlaam J 

Xenia, daughter of Boris 

Feodor, son of Boris 

Xenia's nurse 

Marina Mnishek, daughter of a Polish landowner 

Rangoni, a Jesuit pr iest 

Khrushchof, a boyar 

The Simleton 

Lavitsky ] j g ^ ^ . ^ p^.g^^^ 

Chernifofsky ] 
Russian people, so ld ie rs , guards, boyars, p i lg r ims, ch i ld ren, lad ies , 
and gentleraen of the Polish court 
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Act I, Scene 1 

People have gathered in a courtyard in front of the Novodievichy 

monastery near Moscow because of Czar Feodor's death. The crowd shouts 

for Boris, a retired Minister in Feodor's court, to become their Czar. 

A processional line of aristocracy led by Prince Shuisky proceeds 

toward the monastery. Schelkalof, the secretary of the Duraa, appears 

before the crowd to announce that Boris has declined the throne. He 

then asks heaven to help Boris change his raind so Russia will not be 

lost. Pilgriras enter the courtyard chanting to the people that they 

raust hail Boris as their leader. After the pilgriras leave, the police 

order the people to reasserable at the Kreralin for further demonstrations. 

Act I, Scene 2 

In the ce l l of the monk Pimen in the Chudof monastery, the novice 

Grigory sleeps while Pimen is wr i t ing at a table. Grigory, s tar t led 

by a dream, suddenly s i t s up awake. He is calmed by Piraen as he t e l l s 

hira about his nightmare, " . . . how he climbed a long stairway to a 

high tower and looked down upon a gest iculat ing throng of people. The 

people cursed and derided him. Terror s t r icken, he f e l l , and thus 
91 

awoke."^' 

Piraen t e l l s hira that the dreara is a sign of his youthful rest less-

ness and that he should raeditate and pray for a peaceful sleep. Grigory 

c r i t i c i zes the l i f e a raonk must lead and wishes that he could feast, 

Pimen scolds the young monk and t e l l s him that the world only of fers 

i l lus ionary pleasure and happiness, and that only wi th in the confines 

of th is ce l l can he a t ta in true peace and joy through prayer, Grigory 

asks Piraen how the Czarevich Dimitr i was raurdered, saying i t was 

ruraored that Pimen witnessed D imi t r i ' s death. Piraen t e l l s Grigory that 

three conspirators raurdered the boy under a plan inst igated by Boris 

Godunov. 

Bells begin to t o l l at the monastery ca l l i ng the raonks to the i r 

91 
Milton Cross, Milton Cross' Coraplete Stories of the Great Operas 

(New York: Doubleday & Company, I n c , 1949), p. 91. 
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matins. Grigory, going to his door, yells out that the people are 

grovelling only in fear of Boris. He thinks of the chronicles he is 

writing which will eventually bring the destruction of Boris Godunov 

the murdering tyrant. 

Act I, Scene 3 

A coronation takes place in a square before the Kremlin in Moscow. 

Boris is crowned Czar, and a stately procession follows with great 

bells sounding. At the steps of the church, Prince Shuisky pauses to 

comraand by hailing Boris as their new leader. Boris comes out of the 

church with his two children to greet the thunderous crowd. Once 

outside, he voices his fears of the dead Dinitri, but it is covered 

by an ovation frora the crowd. Feverishly he prays for aid and guidance 

from Alnighty God. Recovering somewhat, Boris ceremoniously leads 

the people to the palace for his coronation banquet. 

Act II, Scene 1 

Near the border of Lithuania a hostess is seen at an inn singing 

as she cleans tables. Outside she hears voices laughing and begging. 

Two holy men enter the inn; one gives his name as Varlaara, the other 

goes by Missail. They are followed by Grigory, the raonk, who is 

disguised as a peasent. Grigory is fleeing Russia; a warrant for his 

arrest has been issued for spreading ruraors that Diraitri is alive and 

should rightfully sit on the throne. The two friars ask Grigory to 

join thera, but he ignores the invitation and seats hiraself at another 

table. The two raonks greedily fill up their glasses with wine and soon 

find theraselves in a drunken state, finally falling over on the table 

asleep. 

Grigory quickly asks the hostess how far it is to the Lithuanian 

border. She explains to hira that it is not far away but it is closely 

watched by the frontier guards and all atterapting to leave are being 

questioned because of a search for an escaped fugitive. Grigory fears 
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that he may not be able to escape; however, she tells hira about a 

secret path. 

Soldiers knock at the door and upon entering begin to question the 

three visitors. The two monks, startled by the soldiers, begin offering 

inforraation as to who they are and what they are doing. They also 

indicate that Grigory is their traveling corapanion. Grigory explains 

that he only led the holy men to the inn and now raust be on his way. 

An officer produces an official docuraent, which he reads, telling 

thera the Czar has ordered a search and seizure for the renegade raonk 

Grishka Otrepief who escaped frora Moscow. He tells thera that if the 
92 raan is caught he wiU be hanged iraraediately. "Are you the man?" 

the officer asks. Varlaam, frightened, answers that he does not know. 

The officer has a very limited reading ability and asks who in the 

inn can read the particulars of the document. Grigory volunteers to 

read it. He reads that the traitorous raonk, Grishka or Grigory Otrepief 

has joined the side of the devil, fled the Chudof raonastery, and is 

trying to raake his way to the Lithuanian border. When Grigory reaches 

the description of hiraself, he slyly glances at Varlaara and begins 

describing hira as the fugitive. The officer, recognizing the description 

of Varlaara, orders the soldiers to arrest the raonk. The raonk senses 

that Grigory has tricked the soldiers and begins to fight them off. 

Trying to get away, he tells them that they Kave been tricked. He begs 

thera to let hira read the docuraent though he does not read well. He 

tells them he can at least spell out the words. Frightenedly, Varlaara 

spells out the words describing Grigory. 

Meanwhile, Grigory has carefully raoved toward the window. Varlaara 

finishes, stares at Grigory, and yells out that he is the raan. Grigory 

quickly takes out his knife and leaps through the window. The soldiers 

are taken aback by this turn of events, but finally go after hira. 

Act II, Scene 2 

Xenia, Boris' daughter, is seated at the table in an apartraent 

^^lbid., p. 93. 
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looking at the picture of a young raan. This apartraent belonging to the 

Czar is located in the Kremlin in Moscow. Feodor, the son of Boris, is 

also seated in the apartraent studying a book on geography. Xenia is 

heartbroken over the death of her beloved and sings of hira and the love 

they once had. The faraily nurse is present trying to console Xenia by 

telling her she will find another young raan. The girl is so heartbroken 

she cannot respond to the nurse's reassuring words, so the nurse tells 

her a stocy. Feodor feels that the end of the song is too sad and 

begins to tell a story about Mother Goose. Both Feodor and the nurse 

begin clapping their hands and dancing until Boris enters. The dancing 

stops and the nurse and Xenia leave. Feodor then tells his father what 

he has learned from his book. 

Boris is proud of his son and tells hira that one day he will be on 

the throne of Russia. Feodor goes back to reading while Boris raeditates 

on his five year regirre. He sings that all around hira is a feeling of 

conspiracy and blame for all the evil in Russia. Boris then feels 

guilt for the life of Dimitr^ whora he had executed. The spirit of 

Diraitri haunts his drearas, and Boris prays for raercy. 

Suddenly, a coramotion is heard outside and an attendant tells Boris 

that Shuisky and his friends have been plotting against Boris. Furious 

with these words, Boris orders that the raessenger be arrested. The 

attendant leaves and Feodor coraes over to his father with a story 

explaining that the coramotion outside is due to a parrot. Boris, araused 

by his son's naive story, embraces him wishing that he could be alive 

to see Feodor succeed hira as Czar. He warns Feodor that he raust learn 

to protect hiraself frora traitors like Shuisky. 

Shuisky enters bowing with respect to his Czar. Not accepting his 

respects, Boris turns on Shuisky with a flood of conterapt and anger. 

Shuisky ignores this outrage and proceeds to tell of a traitor who is 

formulating a revolution against hira with support frora the church and 

the people. Boris deraands the traitor's narae and Shuisky replies that 

he is using the narae of Diraitri. Frightened by the narae of Diraitri, 

Boris sends Feodor out of the room. 
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Boris then comraands Shuisky to close the Russian borders and 

prepare for war. Boris asks the prince if a slain child can come back 

to life and haunt a heaven-appointed Czar. Hysterically he throws 

himself at Shuisky and asks hira to describe how Diraitri was raurdered. 

The Prince, with an evil tone of satisfaction, describes the raurder 

down to the smallest detail. Boris cannot control himself under the 

weight of all his reraorse and guilt. He coramands Shuisky to leave. 

Boris is tormented with guilt and iraagines that he sees the slain 

Dimitri. In prayer, he tries to deny guilt of the boy's murder. 

Act III, Scene 1 

At the Sandorair Castle in Poland, Marina Mnishek is seated at her 

dressing table looking into the rairror while her attendants sing of her 

beauty. Tired of this, Marina dismisses her attendants and sings of her 

raany suitors. Only one of these suitors truly interests her, young 

Diraitri frora Moscow. She decides that she must persuade him to 

overthrow Boris Godunov and proclaira hiraself Czar. She does this in 

hopes of becoming his Czarina and thereby attaining the power she 

craves. 

Rangoni, a Jesuit priest, arrives to tell her that it is her duty 

to use her womanly powers to obtain Dimitri's support for the position 

of the church, including a pledge of loyalty to the church. Rangoni 

says that if she does not coraply she will be daraned for eternity. 

Marina agrees only because she fears the Alraighty and Rangoni's power. 

Act III, Scene 2 

Grigory the raonk, disguised as the pretender Diraitri, is waiting 

at a fountain in the Mnishek Castle's garden. Diraitri has come to meet 

Marina. As he calls out her narae, Rangoni, who has followed hira, steps 

out saying that Marina will soon be there to raeet him for she loves him. 

Excitedly, Dimitri says that he will take Marina to Moscow with him. 

Rangoni assures Diraitri her love is constant. 
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Dimitri vows that despite what the people in the court say, Marina 

wiU be his queen. He then begs Rangoni to encourage Marina's love, 

proraising hira anything he wishes if he will help. Rangoni tells Diraitri 

that the only thing he desires is to be at Diraitri's side when he goes 

to Moscow. Without thinking of what Rangoni has said, Dimitri agrees. 

The two part as guests enter the garden, Diraitri hiding near the 

fountain where he watches Marina and her gentleraan escort as they return 

to the castle. Then Dimitri comes out of hiding, angry because he 

thinks that Rangoni has deceived hira. He vows to Rangoni that nothing 

will stop hira frora the victory in Moscow. 

When Diraitri issues his vow Marina enters, calls his narae and he 

comes to her. At first Marina seeras uninterested and this makes 

Dimitri furious. He again vows that only he will go to Moscow to be 

victorious. Marina then changes her raind and her tone becomes tender. 

Dimitri, no longer angry, joins her in singing of their love. Rangoni, 

the Jesuit, then comes from hiding to join them in their happiness. 

Act IV, Scene 1 

The sarae evening, shouts from a crowd are heard near a clearing 

in the forest of Kroray. Peasants, workers, and pilgrims rush in with 

a captive, Boyar Khrushchof. The people torment hira and scorn his 

upper-class snobbery while his arras are bound and his clothing torn. 

Sirapleton, a haggard looking figure dressed in rags and wearing a tin 

pot for a hat, nears the crowd. Everyone suddenly stops what they are 

doing to look at this wretched creatuee. He becoraes the center of 

attention, raistreated by the children, of the group, who take his raoney 

frora him. Varlaam and Missail enter the clearing and criticize Czar 

Boris for desolating Russia and oppressing the people. Strengthened 

by these words from the raonks, the people join these chants and pledge 

their loyalty to Dimitri. Two Jesuits enter, calling to the people 

that they should not revolt. The crowd quickly decides to lynch the 

two. The peasants are calling for the Czarship of Diraitri as he 

arrives on the scene to address thera. He calls for them to join him on 
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his ride to Moscow. Everyone follows hira, leaving the grove deserted, 

except for Sirapleton who, seeing large fires in the distance, cries 

out that terror and death will corae to Russia that night. 

Act IV, Scene 2 

In the council hall of the Kreralin, a special council is raeeting 

to talk about the revolt against the Czar. Shuisky enters and tells 

the council that the Czar is ill frora an apparition he sees at night. 

Boris enters as if being chased by a ghost, but seeing the council, he 

becomes his usual self. Shuisky tells Boris that a monk would like to 

see hira, and Boris agrees to find out what the holy raan wants. Piraen 

enters and tells a dream which he had about a small boy calling Boris 

to corae to his torab; standing by the torab is Diraitri. 

Boris, horrified, holds his chest and tells everyone to leave. 

He then coninands that his son be brought to hira. Feodor enters and 

Boris counsels the boy that he raust be careful about traitors and pay 

heed to the public's needs. He gives Xenia to Feodor's care and then 

prepares to pray for God's blessing on his son. The dying Czar tells 

the council that Feodor is now their Czar. Falling in a chair, Boris 

dies and the curtain falls. 

The Metropolitan has used a combination of several revised 

editions of Boris Godunov. 

In the Rimsky-Korsakov score . . ., the order of 
the episodes in the last act is this: (1) the so-
called Revolution Scene in the forest near Kromy, 
in which the people rise against their oppressors; 
(2) the triumphal entry of Grégory as Diraitri; C3) 
the lament of the Idiot; C4) the raeeting of the 
Duraa and the death of Boris, When the piano score 
of 1874 became generally available . . ., it was 
found that the "original" order of the closing 
scene was Cl) the death of Boris, (2) the Revolution 
Scene in the forest. 

In 1928, however, the true original score was 
published, . . . and it was now seen that, . . , 
the original settings of the last act were Ca) 
the Square of the Cathedral of St. Basil in 
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Moscow, where the disaffected people give vent 
to their grievances and the Idiot pours out his 
laraent over Russia, Cb) the Council Meeting in 
the Kreralin, at which Boris dies (There was no 
Revolutio Scene in the forest in this first 
version).^"^ 

Scenic and Technical Requireraents 

The opera Boris Godunov takes place in different locations in and 

around Russia. Each setting requires a large araount of performing 

space because of the large crowds used in each scene. 

In Act I, there are three scenes which requires: (1) a courtyard 

in front of Novodievichy raonastery near Moscow, (2) the interior of 

Piraen's cell that is within the Chudof raonastery, and C3) a square in 

front of the Kreralin in Moscow. Other buildings which forra the square 

are the Cathedral of the Assuraption, the Cathedral of the Archangels, 

and the Imperial palace. 

For Act II only two settings are required: Cl) an inn near the 

Lithuanian border, and (2) an apartment in the Kreralin which is 

richly furnished and belongs to the Godunov faraily. 

Act III has two scenes which take place: (1) at the Sandorair 

Castle in Poland in the boudoir of Marina Mnishek and {2) on the 

Castle grounds in the garden on a bright raoonlit night. 

In the final act a clearing in the forest of Kroray is used for 

scene 1, and the Kreralin Council hall is represented in scene 2. 

To solve the design probleras for this vast undertaking, the Met 

employed Ming Cho Lee. Mr, Lee received his training at Occidental 

College in Los Angeles and U.C.L.A. After graduating, he was an 

apprentice to Jo Mielziner and Boris Aronson for five years. Mr. Lee 

has designed for the Broadway stage, Boston Opera Corapany, New York 

City Opera, San Francisco Ballet, Jofferey Ballet, Martha Grahara, 

Jose Liraon and the National Ballet of Canada. He is a raeraber of the 

United Scenic Artists, Local 829, the Araerican Theatre Planning Board 

93 
Ernest Newraan, Great Operas, 2 vols. CNew York: Alfred A. Knopf, 

I n c , and Randora House, Inc, 1958), p. 315. 
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and the Board of Directors of Technical Group Foundation. 

. . . The designer Ming Cho Lee uses raked platforms 
'with sets adaptable to rapid scene changes. The 
Russian scenes are highlighted with the imagery and 
gold color of religious icons, while the Polish 
scenes, more western in flavor, are toned with 
silver and a lush garden feeling. For his 
coronation, Boris advances on a long, red-carpeted 
ramp toward the Annunciation Cathedral of the 
Kremlin, represented as a stone plaque with icon g^ 
figures and set off with rough wooden bell towers. 

In Act 1, scene 1, the stage left wagon with the slave sections is 

used; the incline is raked to a height of 3'2". On the stage are flats 

and ramps representing the Monastery. In front of the raain stage there 

is a raanual lift elevator which is used in conjunction with the stage 

left and stage right wagons. The second scene is played on the stage 

right wagon which has a portion of its downstage area raatched up to the 

raanual elevator. The wagon has several towers; one large rarap, several 

short raraps, and several doraes positioned at the rear of the wagon. 

For the third scene, a sraall wagon is used to carry the cell of Piraen. 

The wagon is backed by a flat flown in via the fly systera. Again, in 

scene 4 of Act I, the stage left wagon is used with a full box set 

which represents the inn near the Lithuanian border. Set on this wagon 

are a series of platforras and raraps. The final scene of Act I uses the 

stage right wagon which houses a box set to represent Boris Godunov's 

study in the Kreralin. Behind the stage wagon an archway represents an 

archway of the Kreralin. 

In Act II, scene 1, five elevators support various stair units 

and platforms to forra the interior Polish boudoir. There are several 

units flown in to further create this interior illusion. In scene 2, 

the sarae set is used with the eliraination of furniture and various 

flown pieces. 

In Act III, scene 1, of the Metropolitan's version of this opera, 

St. Basil is played on the stage right wagon which contains a raked 

94 
John W. Freeraan, "New Productions 1974-75," Metropolitan Opera 

1974-1975, CNew York, New York: Metropolitan Opera Guild, 1975), 
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platform. There are six doraes located directly behind a stone wall 

and seen above the wall. For the second scene, the stage right wagon 

moves off and the stage left wagon raoves on stage. On the wagon is the 

scene for Boris' death. It is also a rake which has in the center of 

the wagon a throne that is high above the raked platforra. On the outer 

edges of the platforra sit benches and stools. Hanging above the wagon 

are chandeliers that are practical. Directly upstage of the throne 

are screens that have icons painted on thera; these representing the 

walls of the churches. In the final scene of the Met's version, the 

forest near Kromy is placed on the stage right wagon. The wagon rakes 

with only a bell pole mounted into the wagon for the end of the opera. 

Ming Cho Lee uses the "... Metropolitan's large stage wagons 
95 . . . to dramatic effect." Only in the second act does he deviate 

frora using the stage wagons for the entire opera. For this act he used 

lift nurabers 1, 2, 3, 4, and 5. This type of design has successfully 

used the facility to its fullest potential. 

95 
"'Boris' Redivivus," New Yorker, Deceraber 1974, p. 54. 
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Fig. 227. Boris Godunov: Floor Plan - Act I, Scene 1 

Fig. 228. Boris Godunov: Floor Plan - Act I, Scene 2 
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Fig. 229. Boris Godunov: Floor Plan - Act I, Scene 3 
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Fig. 230. Boris Godunov: Floor Plan - Act I, Scene 4 
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Fig. 231. Boris Godunov: Floor Plan - Act I, Scene 5 
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Fig. 232. Boris Godunov: Floor Plan - Act II, Scene 1 
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Fig. 235. Boris Godunov: Floor Plan - Act III, Scene 2 

Fig. 236. Boris Godunov: Floor Plan - Act III, Scene 3 
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1975 - 1976 Season: Aida 

Aida', coraposed by Guiseppe Verdi in 1871, was coraraissioned by 

the Khedive of Egypt for the dedication of the Suez Canal. However, 

the opera was not corapleted for this scheduled opening, so its first 

performance was later at the Cairo Opera House in Cairo, Egypt on 

Deceraber 21, 1871. The opera contains four acts and six scenes 

occurring in Meraphis and Thebes of ancient Egypt during the dynasty of 

the great Pharoahs. The Met's new production of the opera was perforraed 

on February 3, 1976. This opera is perhaps "The raost frequently 

performed opera in Met history. . . " 

The Cast 

The King of Egypt 

Amneris, the King's daughter and Princess of Egypt 

Aida, an Ethiopian girl and slave to Araneris 

Radames, an Egyptian captain of the guard 

Amonasro, King of Ethiopia and father of Aida 

Messenger 

Priestess 

Priests and priestesses, guards, slaves, dancers, soldiers, Egyptians, 

and prisoners 

Act I, Scene 1 

Scene 1 takes place in a great hall of the palace of the Egyptian 

King at Memphis. When the curtain opens Ramfis and Radaraes are 

conversing. Rarafis tells Radames that the Ethiopians are threatening 

Thebes and Egypt must stop them. He also tells Radaraes that the Goddess 

Isis has picked him to lead the Egyptian array, Radames in his excite-

ment thinks of his love for Aida, Amneris' captured slave girl frora 

Ethiopia, 

96 
John W. Freeraan, "New Productions 1975-76," Metropolitan Opera 

Souvenir Book 1975-76 Season, (New York, New York: Metropolitan Opera 
Guild, 1975). 
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Amneris comes in and senses that Radaraes' love is not for her, 

but for A.ida; this raakes her angry. Aida then enters telling thera 

both that she is worried by the threatening war between Egypt and 

Ethiopia. She is concerned because her father is the King of Ethiopia, 

though no one in Egypt suspects this. Araneris construes Aida's 

stateraent to raean that she is trying to deceive Radaraes into caring 

for her even more. 

A fanfare of trurapets announces the entrance of the King, preceded 

by his court, rainisters and priests, including the high priest, Ramfis. 

A messenger also enters the hall telling the King that Ethiopia has 

invaded the shores of Egypt, led by their King, Araonasro. The Egyptian 

King then offers Radaraes comraand of his arraies, advising hira to visit 

the teraple of Vulcan so that he raay receive the sacred arraor to protect 

him. 

Aida is torn between her love for Radaraes and love for her father 

so she calls upon the gods to help her because she cannot pray for 

either without blaspheraing the other. 

Act I, Scene 2 

In this scene, we find Radaraes at the teraple of Vulcan in Memphis 

standing waiting at the foot of the alter for his armor and sword that 

will provide protection by the gods. Rarafis gives Radaraes the arraor and 

sword then he gives a signal for the ritual dance to begin. 

Act II, Scene 1 

In the courtyard of the palace apartraents, Amneris is preparing 

for the return of the conquering Egyptian forces. Aida enters the 

courtyard and Amneris finds an opportunity to learn how deep Aida's love 

is for Radames. Amneris sends everyone away, except Aida, from the 

courtyard and then tells her that Radames has been slain. Aida grieves 

for her lover until Araneris, now sure of Aida's love, tells her that 

Radames is alive. Amneris adraonishes Aida to reraeraber who her master 
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is: the daughter of a Pharoah. Aida becoraes furious, alraost to the 

point of telling Araneris that she is also is royality; however, she 

stifles that urge and begs Amneris for forgivness. Outside the 

apartraents, trumpets sound and a crowd hails Radaraes as a victor. 

Amneris tells Aida that she must play her role as a slave at the victory 

festival, nothing raore, Araneris will be the one seated next to the 

King's throne. Aida, who is jealous and afraid, iraplores Araneris for 

corapassion. 

Act II, Scene 2 

A crowd has gathered at the gates of Meraphis to honor Radames. 

The King enters with his court, followed by Aida and the other slaves. 

Amneris appears and seats herself next to the King's throne. A 

pageantry of soldiers, trumpeters, chariots and more enter the city 

carrying Radames in a sudan chair. As he enters, the raasses of people 

cheer louder and louder for their hero. 

Araneris honors Radaraes by bestowing upon hira the victor's crown. 

Radaraes coraraands that the Ethiopian captives be brought in to the King. 

As they are delivered, Aida recognizes her father as one of the captives 

and he coramands her not to give hira away. Araonasro, the Ethiopian king, 

dressed like an officer tells the King of Egypt that his King was slain 

in battle. Amonasro pleads with the King to free the captives. The 

crowd is in favor but Ramfis and the other priests cry out for revenge. 

Radaraes expresses his love for Aida, and Araneris seeing this seethes 

with jealousy and joins the priest in asking for revenge. Radaraes 

interrupts this chorus of revenge and asks the King for the Ethiopian's 

freedom. Rarafis objects to this request but will consent to it if 

Aida's father remains captive. The King agrees and tells Radaraes that 

as a reward for his victory over Ethiopia, he may take the hand of his 

daughter in marriage. 
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Act III 

On the banks of the Nile near the teraple of Isis chanting frora 

within the teraple is heard. Araneris and Rarafis, followed by a group 

of heavily veiled woraen, walk to the teraple frora a boat. Rarafis 

invites Araneris to corae into the temple for Isis' blessing on the 

eve of her wedding. 

Aida appears with her face veiled singing of her hopes to return 

to her horaeland. Araonasro coraes out of the shadows and tells Aida 

that he has learned of her love for Radaraes, but for her horaeland she 

raust trick Radames into revealing which pass the Egyptian array will 

take on its march to Ethiopia. Aida protests, but finally proraises to 

obey. Araonasro hears Radaraes approaching and hides araong the palra 

trees. 

Radaraes, who is happy to see Aida, receives a cold greeting frora 

her. She tells him that she mourns his raarriage to Araneris. He swears 

to Aida that his love is only for her and that he will never leave her. 

Aida then replies that they can only take one course of action, they 

raust flee to her native land. Radaraes hesitates, but finally agrees. 

Aida then asks Radaraes which route they will take to avoid the Ethiopian 

arraies. Radames tells her that they will take the sarae pass that the 

Egyptian array has chosen for their invasion. Aida inquires further as 

to which pass, and Radaraes tells her the Napata pass. 

Radaraes, surprised by Araonasro's sudden appearance, realizes that 

he has betrayed his country for Aida. Araneris rushes out of the teraple 

at that moraent and sees the three and begins yelling "traitor." Rarafis 

is following Araneris when Amonasro lunges at her with a dagger. Then 

Ramfis is held back by Radames who tells Aida and Amonasro to flee 

while they have a chance. As Radaraes surrenders to the teraple guards, 

Rarafis orders his guards to follow the father and daughter. 

Act IV 

Radaraes is imprisoned awaiting his doom in a hall of the King's 
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palace and Amneris has Radames brought to her at the entrance to the 

hall. There she pleads with him to confess that he is innocent, but 

he responds by telling her she has robbed him of Aida and she may have 

even caused her death. Amneris tells hira that only Araonasro was killed, 

Aida still lives, but she will try to save him only if he forgets Aida. 

Radames refuses to bargain and tells her that he is ready to die. 

Amneris, filled with anger and jealousy, sends Radames back to his cell, 

realizing that she will suffer when he is dead. 

Radames is escorted into the hall of judgeraent to await his sen-

tence. Rarafis' voice is heard stating the charges of treason. The high 

priest asks Radaraes to defend himself but he refuses though they call 

his name three times. Amneris, implores the gods' raercy for what she 

has done to Radaraes. 

Rarafis announces that Radames will be buried alive under the alter 

of the god whose wrath he provoked, the temple of Vulcan. The priests 

enter the hall chanting that justice has been completed. Araneris, with 

rage and jealousy, curses the priests for their revengeful attitude 

and accuses them of sentencing an innocent raan. The priests answer 

that the traitor raust die. 

Act III, Scene 2 

Radaraes sits on the stairs of the torab while Rarafis and the other 

priests roll the stone to seal it. As Radaraes sings that he will never 

see his Aida again, a figure raoves in the shadows and Radaraes recognizes 

Aida. She tells hira that she stole into the torab to be with him. 

Radames protests that she must not raeet his fate with hira, yet he is 

happy she is there. 

Amneris appears by the stone as Radaraes tries to raove it. He 

cannot, so the lovers say farewell to the earth while a ritual dance 

invokes Phytha for the blessing and death. As the curtain lowers 

Amneris leans on the stone, crying and praying to Isis for Radaraes' 

peace. 
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Scenic and Technical Requireraents 

Aida- had been perforraed 578 tiraes by the Met before this 

production. It requires a vast araount of space for triumphal 

processions, yet at the same time, contains scenes using only two or 

three people. To meet these extreme scenic deraands, the Met used 

its resident scenic designer David Reppa. 

David Reppa has been with the Metropolitan since the 1957-58 

season as an associate designer, but has since changed to the position 

of resident designer. Mr. Reppa's raain job is to act as the designer 

in charge of each show after the original designer has left the house. 

He has designed II Tabarro, Suor Angelica, Gianni Schicci and Aida for 

the Met. Reppa studied at the Art Institute of Chicago and the Goodraan 

Meraorial Theatre. As a raeraber of the Local 829 chapter of the United 

Scenic Artists Union, he holds cards in the Scenic and Costurae designers 

divisions. 

James Levine, the conductor of this production, points out that 

"... the differences and conflict between Egypt and Ethiopia 
97 

determined every decision, ..." 

Scenically the priests and the Egyptian society 
they dorainate are being made to look as if they 
stepped out of one of those huge Egyptian wall 
paintings, weighted down with gold and rigidity. 

An awful lot of this opera takes place with only 
two people or even one. 

To achieve this onstage requires mastery of the 
relationship of height and space. . . . Then use 
as much depth and height as you can to show the 
monolithic dominance of the Egyptian ritual -
but without dwarfing the raain characters who 
reraain clear in the foreground.98 

This opera requires six different scenes, all located in the 

kingdora of ancient Egypt. Act I, scene 2, is placed in a great hall 

97 
Stephen Wadsworth, "Brave New World?," Opera News, October 1976, 

p. 15. 

^^lbid., p. 16. 
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of the Egyptian King's palace at Meraphis. "Through a high gateway at 
99 

the back are seen the temples and palaces of Memphis and pyramids." 

The action in scene 2 takes place in the temple of Vulcan at Meraphis. 

A raysterious light descends frora above. A long 
row of columns, one behind the other, is lost in 
the darkness; statues of various deities are visible; 
the middle of the scene, above a platform rises the 
alter surmounted by sacred embleras. Frora golden 
tripods comes the smoke of incense.lOO 

Act II, scene 1, is found in a hall within Amneris' apartment in 

the palace at Thebes. A street in Thebes near the city gates is 

represented in scene 2 of this act. "Here stands the teraple of Ammon. 

Beyond it a triuraphal gate has been erected." 

Act III presents ". . . a beautiful raoonlight Isic] night on the 
102 banks of the Nile. . ." Near the river bank is the temple of Isis, 

partially concealed in foliage. 

Act IV opens in a hall of the King's palace. The final scene takes 

place in the teraple of Vulcan on a two level set; the upper floor is 

the raain floor of the teraple and the lower one represents the torab where 

Radaraes is buried. "A colossal statue of Osiris, with the hands 
103 crossed, sustains the pilasters of the vault." 

David Reppa has designed a set which takes raany types of Egyptian 

textures and designs to create a suggestive atraosphere rather than 

trying to create an historical railieu of Egyptian society. 

qq , 
Gustav Kobbe, Kobbe's Coraplete Opera Book (New York: G.P. 

Putnara's Sons, 1922; revised ed., New York, N.Y.: The Earl of Harewood, 
1967), p. 519. 

^°°Ibid., p. 521. 

^^hbid., p. 523. 

^^^lbid., p. 527. 

^^•^lbid., p. 531. 

^^^Freeraan, "New Productions 1975-76. 
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The act consists of a raked oval platforra centerstage, backed 

by a fixegi scrira backdrop. On each side of this disc hangs a huge, 

coarsely woven piece of fabric to represent walls, making, along with 

the backdrop, ". . . a tall Egyptian charaber whose battering walls 
105 bear huge reliefs that have been cracked as if by an earthquake." 

Behind the scrira backdrop, a white, rear projection screen is perraanen-

tly hung perraitting the rear wall of the set to change with each scene. 

In Act I, scene 2, the entire raain stage is raked to 5'8" and a 

disc shaped platform sits on the raked floor that rises to 5'6". 

Behind the disc are stairs which travel to a landing on lifts 5 and 6. 

Traveler legs are also located near the front of the stage to frarae 

the entire set. In scene 2, a set of flats is flown in to represent 

pillars. To coraplete the teraple of Vulcan "... the altar is forraed 

by coraponents that both rise through a trap door and descend frora above 

the stage."^°^ 

For Act II, scene 1, the basic unit reraains while the pillars and 

altar are deleted. To create this scene, a hall in Araneris' apartraent, 

Mr. Reppa uses a series of borders made of rope and a backdrop. The 

traveler legs which are part of the basic unit travel on to decrease 

the proscenium opening. Placed near the front of the stage are two 

other platforms. In scene 2, the backdrop is flown out along with the 

rope borders which leaves the set bare for the street in Thebes. The 

bank of the Nile in Act III uses two scrim cut drops, a raoon, and a 

flat to represent the temple frarae. The platforras that were used on 

both sides of the central unit in scene 2 are now struck. 

For scene 1 of the final act, the two scrira cut drops, raoon and 

temple flat are flown out. Then a cut drop that represents a hall in 

the King's palace, the Eagle gauze, two sets of black legs and a 

105 
Andrew Porter, "Musical Events, Egyptian Attitudes," New Yorker, 

February 1976, p. 110. 
^^^Freeman, "New Productions 1975-76." 
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blackout drop are flown in. Placed on top of the downstage edge of 

the centr^l disc is a platform shaped somewhat like a horseshoe with a 

rise of 10'3". Within this platform there are operable gates to 

create the lower hall of justice. The final scene takes place in the 

temple of Vulcan. This scene has a double deck containing the main 

floor of the temple and a lower floor for the tomb. The last set is 

used with three additions: 1) the sliding gates are closed, 2) the 

traveler legs are brought in toward the edge of the disc and 3) a 

gauze leg is flown in behind the horseshoe shaped platform. 

Through the use of scrims and projections, as 
well as moving scenic elements and sculptured 
pieces, the change frora one scene to the next 
is facilitated and raade, as in Verdi's music, 
part of the flow of the action.^O^ 

i°^ibid. 
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Fig. 244. Aida: Floor Plan - Act 1, Scene 1 

Fig. 245. Aida: Floor Plan - Act I, Scene 2 

^ 
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Fig. 246. Aida: Floor Plan - Act II, Scene 1 

Fig. 247. Aida: Floor Plan - Act II, Scene 2 
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Fig. 248. Aida: Floor Plan - Act III 

Fig. 249. Aida: Floor Plan - Act IV, Scene 1 



336 

Fig. 250. Aida: Floor Plan - Act IV, Scene 2 

Fib. 251. Aida: Hanging Plot 



CHAPTER IV 

CONCLUSION 

The spectacular nature of opera as an art form has s t i l l 

presented d i f f i c u l t probleras for designers attempting to raeet the 

scenic requirements of each production, even with the extravagant 

machinery of the New 'Met' . Many dif ferent settings are often needed 

for one opera or even for one act of one opera. The solutions to these 

problems have often required new techniques in staging which have 

sometimes in i t i a ted new s t y l i s t i c approaches in the f i e ld of opera 

design. 

The objective of this study was two-fold. F i rs t , to present a 

selective p ictor ia l history of the f i r s t ten years of stage design 

produced at the New Metropolitan Opera House. Second, to analyze a 

liraited nuraber of those designs to determine any original and unique 

solutions raade possible by this extraordinary f a c i l i t y , The f i r s t 

objective was achieved by finding and photographing original render-

ings, photographs, or color transparencies of each production and 

organizing thera chronologically. As these raaterials were not readily 

available and certainly not in any organized and published forra; i t 

was oftentimes d i f f i c u l t to date production photographs when they were 

located. Designers original renderings were usually impossible to 

find making i t even more d i f f i c u l t to assign production photographs to 

the r ightful a r t i s t . I t was only after lengthy investigation and 

study of s t y l i s t i c approaches that the a r t i s t could be deterrained. 

The second objective required an analysis of the real izat ion of each 

setting in accordance with the raechanical and e lectr ica l systeras of 

the r^t stage. This analysis had to be based upon available f loor 

plans, working drawings, renderings, and photographs. Too often a l l 

of these raaterials were not available for the purposes of this study. 

337 
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Therefore,. the examination of the realization of each of the ten 

selected operas would have had to be derived from incoraplete inforraation 

with regard to technical drawings. Due to this lack of inforraation, 

the thrust of the study shifted its focus frora the raechanical and 

electrical facilities used for each opera at the Met, to the theatrical 

conventions eraployed by the scenic designer. 

Whenever possible the contributions of the raechanical and 

electrical facilities at the Met have been pointed out as they may or 

raay not have contributed to the theatrical conyentions eraployed to 

solve each design problera. 

The operas that were chosen to be analyzed were: Die Frau ohne 

Schatten, Die Walkure, Tosca, Cavalleria Rusticana/Pagliacci, Parsifal, 

Pelléas et Me'lisande, Carraen, Les Troyens, Boris Godunov, and Aida. 

These were chosen because of the availability of floor plans, 

photographs, and written raaterial to deraonstrate how these operas were 

staged. 

To capulsize each opera's scenic requireraents it is necessary to 

review thera by act and scene. 

DIE FRAU OHNE SCHATTEN - an opera in three acts and eleven scenes. 

Act I 

Scene 1 - Interior and exterior of the Erapress' bedroora and the 

hunting lodge. 

Scene 2 - The dwelling of Barak the Dyer. 

Act II 

Scene 1 - The dwelling of Barak the Dyer. 

Scene 2 - The exterior of the Eraperor's hunting lodge. 

Scene 3 - The dwelling of Barak the Dyer. 

Scene 4 - The interior of the Erapress' bedroora. 

Scene 5 - The dwelling of Barak the Dyer. 

Scene 5A - A raagical scene where a boat appears. 
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Act III 

Scene 1 - An underground cavern. 

Scene 2 - A teraple with a huge staircase leading to its entrance. 

Scene 3 - The entrance of a teraple. 

Scene 4 - The interior of the teraple where the scene becoraes 

". . . a beautiful, hilly landscape centered on a 

golden waterfall." ̂ ° ^ 

Die Frau ohne Schatten required three different worlds, they were: 

the spirit world of Keikobad; the raortal world of Barak the Dyer; and 

the raiddle world of the Eraperor and Erapress. As design problems these 

three separate worlds were solved by creating three different basic 

unit sets. The locations were then altered by the use of the scenic 

machinery available to the show. The raachinery used was the seven raain 

stage lifts for Barak the Dyer's dwelling — located on the lower decks 

of the stage lifts; and the Empress' and Eraperor's world on the upper 

level decks. The rear stage wagon with the turntable was used to raount 

the spirit world of Keikobad. The fly systera handled the hatik painted 

drops and scriras that were used throughout the opera. Along with these 

scenic elements architectural units were also suspended from the battens 

to form the arches used in the harem scene. 

Theatrical conventions used in this design are nuraerous. The unit 

set is explored for Barak's house and for Kiekobad's spiritual realra; 

in both cases additions and subtractions to the three-diraensional unit 

are raade effectively through the use of flying painted drops and raoving 

set pieces. Projections, though not realistic representations of 

locale, are used effectively throughout to enhance the colors of the 

painted back drops. The batik technique used on the painted backdrops 

and scriras is a stylistic choice not unlike raany other wery theatrical 

approaches to painted scenery. 

DIE WALKURE - An opera in three acts. 

^^^Williara Mann, Richard Strauss, A Critical Study of the Operas 
(Cassell & Ltd., London, 1967), p. 1 9 0 . ~ " 
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ACT I - The dwelling of Hunding which is built around a giant 

ash tree with the branches extending through the roof. 

Act IIT - A raountain top where the gods dwell, along with a view 

of a valley below. 

Act III - Araid the Valkyries' camp in a raountainous area. 

Die Walkure used a unit set--in a giant stage ring—raounted on 

the raain stage area. This unit separated, divided, and moved up and 

down creating the different locales required by the opera. The stage 

lifts helped rake the giant stage ring, and raised the center of it to 

form the Valkyries' rock. The fly system was used for the additions 

and deletions of scrims and the giant ash tree. The huge cycloraraas 

lent theraselves to this production as projection screens. The 

lighting systera not only provided illumination of the action, but also 

many special effects were achieved with scenic projectors. 

This production deraonstrated the seeraingly liraitless possibilities 

of the unit set; with eleraents raoving in view of the audience carrying 

people on and off stage, the setting takes part in the draraa. For ex-

araple, when Fricka leaves the stage a section of the ring goes with her. 

The projections add greatly to the stage picture and change 

constantly to continually balance and counter-balance the changing 

stage picture. 

TOSCA - an opera in three acts. 

Act I - The interior of the church of Sant' Andrea della Valle in 

Rorae. On the other side is the grilled gate of the entrance to 

the Attavanti Chapel. On the opposite side is one tier of 

scaffolding with an easel upon it. 

Act II - The apartraent of the Chief of Police, Scarpia, located within 

the Farnese Palace. The roora is richly decorated, yet it 

raust indicate the forraidable presence of Scarpia's power. 
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Act III- Atop the roof of the prison castle of Sant' Angelo. The 

locale is unfurnished with only a wall bearing a crucifix and 

a table which is beside a trap door entrance frora below. 

Tosca required three distinctly different settings that were aided 

through the fly systera that flew in the walls for all three acts. The 

bearas and ceilîng used during Act II in Scarpia's apartment were also 

suspended from the fly system. The lighting supported and enhanced 

the raood of each scene. 

Though a more traditional approacK to opera design, this Tosca 

relies upon past traditions to present its three distinct locales. 

Each setting is its own variation on the traditional nineteenth 

century box-set forra; at the sarae tirae, each seeras to project an 

affinity with the wîng and drop convention, and thus indicates the 

outgrowth of the box-set frora that Baroque tradition. 

CAVALLERIA RUSTICANA - an opera in one act. 

Act I - A square in a Sicilian town in northern Italy that has a church 

with steps and a tavern for Maraa Lucia. 

I PAGLIACCI - an opera in one act. 

Act I - A village street with a small traveling wagon that is made 

into a theatre on one side. 

Scene 1 - It is a bright sunny day. 

Scene 2 - Later that evening. 

Cayalleria Rusticana/Pagliacci both used one set each for their 

locales. Each setting was supported by the raain stage lifts to create 

the varying leyels that were needed fcr the opera, The cycloraraas 

were used to enhance the day and night effects achieved by the lighting 

system which also supplied the appropriate mood for each opera. 

Both designed by Franco Zeffirelli in the same representational 

style fall short in their atterapts to portray reali.stic exterior scenes, 

and add little that is visually exciting and supportive of the operas 

themes. The Met's stage is huge as opera stages go, but quite small as 
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village squares go. Why try to put the entire facade of a Renaissance 

church in such a small space, then fill the already overcrowded space 

with townspeople to point up the already questionable scale of the 

buildings on the square. If this were not enough, the ground rows 

shift to a more theatrical, less realistic style, of painting and 

call further attention to the false realisra, The hillside that changes 

abruptly from smooth stage floor to textured platforra surfaces, again 

calls attention to this false realisra. Neither opera seeras to have 

been designed with an eye to the coraposition of its stage pictures, 

nor to the scale of the huraan body, No pictorial statement is made 

in support of the theme. 

PARSIFAL - an opera in three acts and si-x scenes. 

Act I 

Scene 1 - A forest near the castle of Monsalyat in the Spanish 

Pyrenees. 

Scene 2 - The interior of the castle chambers in the great hall 

of the Holy Grail. 

Act II 

Scene 1 - The location is on top of Klingsor's castle. 

Scene 2 - The castle becoraes a lush tropical garden. 

Act III 

Scene I - The action is placed in a raeadow outside the castle of 

Monsalvat, 

Scene 1 - The great hall of the Holy Grail inside the castle of 

Monsalvat. 

Parsifal required five different locations which deraanded the 

corabined use of the f l y systera to support the huge plastic sheets that 

represented trees and the scrims which were used in the transformation 

from Klingsor's castle to the lush tropical garden. The turntable was 
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also used for the transformation scenes which aided in the continuous 

flow of the opera. In Act II the fly systera was again used to support 

the cut drops for Klingsor's castle along with the stage lifts that 

supported the castle battleraents. Act III used the turntable for 

another transforraation scene. The transformations that occur frora 

scene to scene are used to create a sraooth flow in the action of the 

opera. The lighting system was also used to create the special effects, 

especially for the transforraation scenes which required a fade frora 

front of scrira lighting to back of scrira lighting, This enhanced the 

mood of the opera and allowed it to flow smoothly frora act to act and 

scene to scene. 

Here Robert O'Hearn effectively weds the traditional wing and 

drop forra (though painted priraarily with light instead of pigraent) and 

the less common convention of a unit setting revolving on a turntable 

wagon. Here the aira is for a theatrical presentation of the spectacle, 

with little or no attention to the representation of textures or 

spaces. Instead the exciteraent coraes frora the use of an unfarailiar 

texture (plastic) to indicate farailiar objects (trees and various 

architectural elements). The design seeras to be raore concerned with 

serving the action and raoveraent of the piece rather than trorape 1' oeil. 

/ / 
PELLEAS et MELISANDE - an opera in five acts and thirteen scenes. 

Act I 

Scene 1 - In a forest near the kingdora of Alleraonde at a we l l . 

Scene 2 - A roora in King Arkel 's cast le. 

Scene 3 - The front exter ior of the castle located near a dark 

and glooray forest . 

Act II 
Scene 1 - A clearing in the forest near the well known as 

"Blindman's Well." 

Scene 2 - Golaud's roora in the castle. 
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Scene 3 - An interior and exterior view of a cave near the ocean. 

Act III 

Scene 1 - In a tower of the castle, 

Scene 2 - The subterranean vaults of the castle. 

Scene 3 - A terrace near the entrance to the vaults. 

Scene 4 - The castle courtyard near Melisande's apartraents. 

Act IV 

Scene 1 - Melisande's bedroora. 

Scene 2 - Near the "Blindraan's Well." 

Act V 

Scene 1 - Melisande's charabers. 

Pelleas et Melisande used a unit set which had to represent inany 

locations. The genre of which the designer used to depict the scenes 

for this opera tended to place an even greater deraand on the lighting 

system. The systera had to delineate for the audience, in conjunction 

with the rausic, the time of day, location and the mood of each scene. 

The platforraing of the set was then altered by the stage lifts which 

lowered and raised the set to create the varying levels of each 

location. The fly systera was also used to fly in the yarious scriras 

and drops which altered and corapletely changed the visual location of 

each scene. 

Desraond Heeley appears to haye capitalized on a technique for 

creating exciting and unique textural surfaces that respond well to 

light and color while shimmering with a life akin to the exciteraent 

of an irapressionist painting. The wing and back drop theatrical 

convention he eraploys is as old as the Renaissance. The technique 

used is as vibrant as nineteenth century painting. And, the whole 

effect is as vital as today; yet, a fantasyland--dreara world--of the 

raind which succeeds in becoraing one with this opera and its theme. 
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CARMEN - an opera in four acts, 

Act I - A square în Seville that contains a cigarette factory and a 

guard house. 

Act II - The interior of Lillia Pastia's tayern. 

Act III - Carmen's gypsy band hideout in a rocky gorge. 

Act IV - Outside the Seyille bullring. 

Carmen used four different settings that were extreraely 

architectural in destgn, The first act used the main stage space tKat 

housed the three-dimensional setting, In Act II the raain stage space 

is used again to support a three dimensional setting along with the fly 

systera to support ceiling pieces, In Act III the fly systera supported 

carpeting that was projected apon to represent a rocky raountain pass. 

In the final act the raain stage space was again used for a three 

diraensional setting without the use of the fly systera. In all the 

acts the lighting systera was used to achieve the raood of the opera as 

well as the projections that were iised to create textures on the scenic 

pieces. 

Josef Svoboda has earned an international reputation for hiraself. 

Svoboda seeras to be synonymous with new and experiraental scene design. 

His approach is new--one of scenography Ccontrol of all visual eleraents 

in the hands of one artistic personality, and based upon one over-

riding point of view). The simplicity and seeming starkness of this 

design would appear to place focus on the action and the therae of the 

opera rather than attract attention to the background. Many new and 

innovative techniques already attributed to Svoboda—curtains of light-

were also a part of the stage picture, 

Four separate settings were used with no particular theatrical 

conventions of the past in dorainance; this sculptural design is 

strikingly different frora others produced at the Met. 
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LES TROYENS - an opera in three acts and thirteen scenes. 

Act I - Near the wall of Troy. 

Scene 1 - Near the wall of Troy. 

Scene 2 - Outside the walls of Troy. 

Scene 3 - Inside the walls of Troy. 

Scene 4 - The horse is being pushed inside the walls 

Scene 5 - Aenea's quarters when a ghost visits him. 

Scene 6 - The interior of the teraple of Vesta. 

Act II 

Scene 1 - The throne roora of Queen Dido's palace in Carthage. 

Scene 2 - A cave in a sylvan glade. 

Scene 3 - The royal garden. 

Scene 4 - The Queen's terrace near the sea. 

Act III 

Scene 1 - The port of Carthage. 

Scene 2 - The Queen's charabers, 

Scene 3 - The Queen's terrace where a funeral pyre is built of 

the Trojan's belongings. 

Les Troyens used two unit sets which were raounted on the turn-

table in the rear stage wagon. The fly systera was also used to support 

projection screens, tent ropes, raasts, riggings, and drops. The light-

ing systera was not only used to create the raood, but it was also used 

to project the raany ghosts which appeared throughout the opera. It 

also had to de-eraphasize the yast size of the stage so that sraall 

scenes such as Dido's boudoir and Aeneas' charabers could be represented. 

Again the unit set is the dorainant theatrical staging convention; 

however, this tirae projection scenes are an important part of the design 

(the projections are not of scenery but syrabols, and allow apparitions 

to appear and disappear). Thus we haye the scenery participating 

and forwarding the action of the opera. Another exaraple of the scenic 

eleraents changing in view and adding raagic to the stage picture. 
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BORIS, GODUNOV - an opera in four acts and nine scenes. 

Act I 

Scene 1 - A courtyard in front of the Novodievichy Monastery 

near Moscow. 

Scene 2 - The cell of the raonk Pimen in the Chudof Monastery, 

Scene 3 - The square before the Kreralin in Moscow. 

Act II 

Scene 1 - The interior of an inn near the Lithuanian border. 

Scene 2 - The apartraent of Boris Godunov. 

Act III 

Scene 1 - The dressing roora of Marina Mnishek at the Sandorair 

Castle in Poland. 

Scene 2 - The Castle's garden 

Act IV 

Scene 1 - A clearing in the forest of Kroray. 

Scene 2 - The counsel hall of the Kremlin. 

Boris Godunov used many settings that were mounted on the stage 

left and stage right wagons. These wagons were used extensively in 

Acts I, II, and IV along with the fly system which flew in hard and 

soft drops. In Act III the stage lifts were used to support the 

castle gardens and the boudoir in the Polish castle. The fly systera 

was used to aid in the changing of the boudoir interior scene to the 

exterior castle garden scene. The raood of the opera was enhanced by 

the lighting systera. 

This was a theatrical extravaganza, the eraphasis seeras to be on 

spectacle, stage wagons are used, lifts are used, and the fly systera 

is also used. All these are used extensively. No particular 

theatrical staging convention is apparent; each setting has a 

sculptural and textural life of its own. Beautiful to look upon, each 

setting comraands consideration and appreciation for its own sake. Not 
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a visual expression of the therae, these settings are extravagant 

textural expressions of Russia and the tiraes. 

AIDA - an opera in four acts and six scenes. 

Act I 

Scene 1 - A great hall in the palace of the Egyptian King at 

Meraphis. 

Scene 2 - The teraple of Vulcan in Meraphis. 

Act II 

Scene 1 - A courtyard in the palace apartraent. 

Scene 2 - The gates of Meraphis. 

Act III - The banks of the Nile near the teraple of Isis. 

Act IV 

Scene 1 - A hall in the King's palace. 

Scene 2 - The temple of Vulcan and a torab under the teraple. 

Aida used a central unit raounted on the raain stage area which was 

surrounded by textured panels suspended frora the fly systera. Behind 

these panels were projection screens which changed to represent a new 

locale through each new projection. There were other scenic eleraents 

that were also supported by the fly systera. These pieces included 

borders, backdrops, scrim cut drops, gauze legs, and travelers that 

were used for all of the acts in the opera. 

Because the designer used a unit set the lighting system becarae 

even raore iraportant to the action of the opera. It was used to 

actually create the different backgrounds for each scene through 

projections, and it had to enhance the draraatic raood of the opera. 

David Reppa's unit set for Aida focused attention always center 

stage. The spectacle for which Aida has becorae an infaraous opera does 

not prevail in this production. Not to say the productions designs 

were not exciting and beautiful to look upon, because that is not true. 
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However, it is to say that the spectacle of the design could probably 

not have distracted from the action of the piece. The focus seems to 
» 

be directed toward the theme of the opera and the perforraers carrying 

the burden of vocal communication. The set design looks as if it 

could support that burden and reinforce the coraraunication. Each 

different setting (or locale) is clearly indicated and each seeras to 

be in scale with the huraan form, so as not to dwarf the performers 

and pull focus frora thera. 

SUMMARY 

The raost common pieces of electrical and stage machinery shared 

by all of the forty-seven operas designed specifically for the new 

Metropolitan Opera stage were the fly system and lighting system. 

The continuous use of the scrims and cycloraraas of the facility has 

been encouraged by the massive lighting capabilities of the Met, 

perraitting greater flexibility in the use of projected scenery. 

Many of the later designed operas used the projection systems 

extensively in realizing scenic designs. The main stage lifts were 

also used frequently in the magic transforraation of the raain stage 

area while a lesser nuraber of productions utilized the turntable 

and the side stages. 

Twenty-five out of these forty-seven operas used the unit set as 

the raajor design solution to meet the nuraerous scenic requireraents of 

these operas. The use of the unit set has allowed for greater 

flexibility in the design of sorae very deraanding operas by altering 

the various scenic eleraents and the locales in a rapid and effictent 

raanner. 

This rapid and efficient raanner of changing scenery was not 

always the case at the Met. Much of the scenery designed for the 

old Met was of an old and out-dated configuration--generally wing and 

drop settings which used virtually little or no three-dimensional 

scenic elements. However, when an opera used any type of platforming 

or set pieces "... every change of scene had to be done from scratch 
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on the raain stage itself, which meant that if an act had two scenes, 

the audience had just to sit and wait, wondering what the banging 
109 noises behind the curtain raight raean." 

The old house did not have side stages or any type of a rear stage, 

"The lighting grid was decades behind European standards, and there 

was no revolving stage." Also, there was virtually no space for 

scenery storage. The sets had to be stored in warehouses around the 

city and trucked to the Met as needed. If the scenery was not used 

right away it was left stored behind the building exposed to the 

mercy of the weather. 

Lee Simonson, one of America's leading scene designers, designed 

the 'Ring Cycle' after the style of Adolphe Appia for the 1947-48 

season at the old Met. Each opera used raany three-diraensional set 

pieces surrounded by incongruous painted back drops, and required a 

lot of tirae to change over. The latest production of the 'Ring 

Cycle' at the new 'Met,' designed by Gunther Schneider-Sierasson, 

raakes use of the extraordinary raachinery that the Met now possesses. 

Not only can the scenery be changed in a raatter of rainutes, but 

scenery can be raoved raagically and can becorae an integral part of the 

operas action. 

The Met now has side stages, a rear stage with a revolving stage 

platform that tracks downstage into position at the curtain line, 

and there is also enough storage space to store a complete season of 

operas. When an opera requires raany different sets, the side stages, 

rear stage, and baseraent stage can all be preset and raoved on and off 

stage fully outfitted with scenery. 

According to Rudolf Bing the design for Die Frau ohne Schatten 

used the raachinery "... the baseraent stage, which could be lifted 

up into position (the original stage rising above it into flies) . . . 

^^°Ibid., p. 296. 
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and by perraitting the public to watch this feat of raagic, Merrill and 

O'Hearn restored to opera the quality of spectacle which is where it 
111 

all started."'" 

The productions that were designed spec i f i ca l l y for the new house 

were: (1966-1967) Antony and Cleopatra, Die Frau ohne Scahtten, 

La Traviata, Peter Griraes, Magic Flute, Elektra, La Gioconda, 

Mouring Becoraes Elektra, Lohengrin; Cl967-1968) Die Walkiíre, Roraeo 

et J u l i e t t e , Hansel and Gretel , Carraen, Lusia M i l l e r ; (1968-1969) 

Der Rosenkavalier, Tosca, I I Trovatore, Das Rhinegold; (.1969-1970} 

Cavalleria Rusticana, Pagl iacci , Norraa; ^1970-1971) F ide l io , Pa rs i fa l , 

Orfeo ed Euridice, Werther; (1971-1972) Pelleas et Melisande, Ote l lo , 

Tristan und Isolde, Der Freischutz; Cl972-1973) Carraen, S iegf r ied; 

(1973-1974) Les Troyens, L ' I ta l iana in A lge r i , I Vespri S i c i l i a n i , 

Les Contes d'Hoffraan, Gotterdararaerung; C1974-1975) Boris Godunov, 

Death in Venice, L'Assidio di Corinto, Jenufa, Bluebeard's Castle; 

(1975-1976) Aida, Le Nozze di Figaro, I I Tabarro, Suor Angelica, 

Gianni Schicchi, I Pur i tan i . Many of these productions required an 

enorraous araount of scenery that only a house l i ke the Met could handle. 

Any one of these opera designs could have been raounted on a stage 

of coraparable s ize. However, because of the several operas that raust 

be raounted simultaneously for the Met's r o l l i ng repertory season, 

there are few stages, i f any in the world, that could handle such a 

large capacity of preraounted scenery. There are times when one show 

may use only a sraall part of the Met's f a c i l i t y , but these f a c i l i t i e s 

perrait the coramittraent of a l l the e lec t r i ca l and raechanical raachinery 

at one t ime, with each show using only i t s assigned share of the 

staging devices. 

With regard to the theatr ica l conventions and the s t y l i s t i c 

approaches employed by the a r t i s t s raany recurring character ist ics 

are in evidence. 

^^hb id . , p. 296. 
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As already raentioned, the uni t set was a favor i te convention among 

the designers; but , raore than a solut ion to the scene sh i f t i ng problems, 

i t oftentimes becarae a part of the action of the opera, raoving 

appropriately to change a scene in f u l l view of the audience as the 

performance continued. 

Pa rs i f a l , Die Walkiire, and Die Frau ohne Schatten, of the ten 

shows exarained, used th is technique at least once in the i r perforraance. 

Projections were also used frequently in the ten opera designs 

under exaraination. Five of the ten designs raade extensive use of 

project ions. Die Frau ohne Schatten, Die Walkure, Les Troyens, Carraen, 

and Aida. The projections varied greatly araong the f i ve operas in 

the i r in tent and the i r contr ibut ion: soraetiraes adding texture with 

breakup patterns of l i gh t (Carraen; Die Frau ohne Schatten); other times 

presenting a p ic to r ia l i l l u s i on of locale (Aida); and s t i l l another 

tirae to present syrabols that would explain and proraote the in te l lec tua l 

and emotional appeal of the perforraances (Les Troyens, Die Walkure,) . 

In the i r own way each of these projections as they appeared and d is -

appeared created a raoveraent in the stage picture and an ef fect not 

unlike the raoving uni t sets with regard to taking part in the action 

of the opera. 

Frequent use of the age old wing and drop scenic convention was 

yet another coraraon design so lu t ion ; however, oftentimes these wings 

and backdrops had a character a l l the i r own. Sorae were of unconven-

t ional raaterials--Parsifal's wings and backdrops of p last ic or the 

glue spattered scriras and translucencies of Pelleas and Melisande,--

while s t i l l others eraployed a s t y l i s t i c technique frora another ar t 

forra--the batik backdrops of Die Frau ohne Schatten. Perhaps raore 

than any other prevai l ing character is t ic of these new designs is a 

coraraittraent to reinforce the therae of the opera and lend focus to the 

action i f not to act ively take part in the act ion. 

Therefore, raany of these d i f f i c u l t design problems have been 

solyed by or ig ina l and unique solutions which have permitted the use 
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of the unit set and projected scenery as raajor design solutions to 

conteraporary opera stage designs. No other stage in the world can 

raount several operas in one day as the Met has done since it raoved 

into its new facility at Lincoln Center, and because of the vast 

space, the raechanical and the electrical capabilities, the Met can 

continue raounting new and exciting settings with unique solutions to 

raajor design probleras. 
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