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Trubadur (Il Trovatore)
Opera Slaska w Bytomiu
Premiera: 18 grudnia 1993

Kierownictwo muzyczne i rezyseria:
Igor W. Lacanicz

Scenografia: Jan Bernas
Kierownictwo chéru: Krystyna Swider

Stefania Toczyska (Azucena), 1993



Il Trovatore

Jerzy Ostapniuk (Ferrando), 1993
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Joanna Ksciuczyk (Leonora), 1993

Janusz Wenz (Manrico), 1993
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Il Trovatore

Trubadur (Il trovatore)
Opera na Zamku w Szczecinie
Premiera: 15 lipca i 19 listopada 1994

Kierownictwo muzyczne: Warcistaw Kunc
Inscenizacja, rezyseria, kostiumy: Olga Iwanowa
Kierownictwo chéru: Ryszard Handke

Bogustaw Zalasinski (Hrabia di Luna), 1998



Il Trovatore

Scena na Zamku Ksiazat Pomorskich, 1998
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Trubadur (Il Trovatore)
Teatr Wielki w Poznaniu
Premiera: 18 maja 1996

Kierownictwo muzyczne: José Maria Floréncio Janior
Inscenizacja i rezyseria: Marek Weiss-Grzesinski
Scenografia: Andrzej Sadowski

Kostiumy: Irena Biegariska

Choreografia: Barbara Gotaska

Kierownictwo chéru: Jolanta Dota-Komorowska,
Maciej Wieloch

Scena zespotowa, 1996



Il Trovatore

Hasmik Papian (Leonora), 1996 Joanna Koztowska (Leonora), 1996
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Piotr Liszkowski (Stary Cygan), 1996
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Jozef Kolesinski (Manrico), 1996 Jolanta Podlewska (Azucena), 1996
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Daniel Borowski (Ferrando), 1996 Agnieszka Mikotajczyk (/nes), 1996
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Scena zespotowa, 1996
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Trubadur (Il Trovatore)
Opera we Wroctawiu
Premiera: 9, 10, 11 i 12 listopada 2000

Kierownictwo muzyczne: Ewa Michnik
Rezyseria: Robert Skolmowski

Scenografia i kostiumy: Radek Debniak,
Monika Graban

Choreografia: Maria Kijak

Kierownictwo chéru: Matgorzata Orawska

Maciej Krzysztyniak (Hrabia di Luna), 2000
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Scena zespotowa, 2000
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Vera Baniewicz (Azucena), 2000 Barbara Krahel (Azucena), 2000
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Scena zespotowa, 2000
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d wielu lat twierdze z niestabnacym przekona-
O niem, ze opera jest dzietem muzycznym pisanym

dla teatru i tylko na scenie sprawdza sie do konca
jej wielka sita oddziatywania na ludzkie emocje. Ta pozor-
nie oczywista prawda jest czesto kwestionowana przez
melomanéw przywiazanych wytacznie do rozkoszy stu-
chowych. Optuja za tym, ze najlepiej jest delektowac sie
muzyka operowa z nagran ptytowych i wykonan koncerto-
wych, poniewaz tylko wtedy pole ich wyobrazni pozosta-
je niezasSmiecone. No c6z, to prawda, ze wiekszos¢ reali-
zacji teatralnych wywotuje nieche¢ i przekonanie, ze le-
piej zamkna¢ oczy i wyobraza¢ sobie, co by mogto dzia¢
sie na scenie, gdyby nie chybiona wizja jakiego$ insceni-
zatora i ta para grubaséw doczepiona do swych anielskich
gtoséw. Ale zdarzaja sie czasami spektakle, ktore potwier-
dzaja regute, ze tylko zywy teatr ujawnia wielko$¢ dzieta
operowego i nadaje mu sens. Wszyscy najwieksi kompo-
zytorzy zabiegali o to, by ich utwory wystawiane byty z ca-
tym przepychem wspétczesnego im teatru. Niektorzy, jak
Christoph Willibald Gluck czy Richard Wagner, dokony-
wali w teatrze gtebokich reform po to, by ich muzyka zna-
lazta adekwatny wyraz w Swiecie wizualnym. Wolfgang
Amadeus Mozart, Giuseppe Verdi, Modest Musorgski czy
Richard Strauss komponowali majac gteboka swiadomos¢
tego, co w kazdym takcie powinno dzia¢ sie na scenie, jak
ma wyglada¢ dana postac i jakie aktorskie reakcje powin-
ny towarzyszy¢ poszczegolnym frazom muzycznym, a na-
wet poszczegolnym pauzom. Niektérzy opisywali to do-
ktadnie w didaskaliach libretta, ale ci najwieksi: Mozart
i Verdi - lokowali prawie wszystko w muzyce i $ledzac
uwaznie jej przebieg mozna z duzym prawdopodobien-
stwem odtworzy¢ intencje kompozytorow zwiazane z te-
atralna realizacja ich partytur.

Po wielu latach wysitkéw w tej dziedzinie przekonatem
sie, ze wiasnie w muzyce zawarte sa prawdziwe marzenia
kompozytoréw o spektaklu, a w didaskaliach jedynie prak-
tyczne wskazéwki uzaleznione od wiedzy i przyzwyczajen
tworcow zwiazanych z im wspoétczesna konwencja teatral-
na, obyczajami, moda, tempem zycia i mozliwosciami
percepcyjnymi 6éwczesnej widowni oraz mozliwosciami
scenicznymi teatrow, dla ktérych pisali. Gdyby kto$ staran-
nie przygotowat inscenizacje w oparciu o wskazowki li-
bretta Nabucca, Traviaty, Makbeta czy Aidy, srodze za-
wibdtby widzéw dzisiejszych, szukajacych na scenie od-
powiednikéw wizualnych tego, co wtasnie stysza. Powo-
dem tego rozczarowania jest owa tajemnicza réznica
w szybkosci starzenia sie Srodkéw artystycznych w muzy-
ce i tych, ktérych uzywa teatr. Muzyka Johanna Sebastiana
Bacha, czy Wolfganga Amadeusa Mozarta brzmi dzisiaj
nie mniej wspoétczesnie niz muzyka Krzysztofa Penderec-
kiego, ale teatr tamtych czaséw jest zabytkiem wytacznie
muzealnym, a wiedza o cztowieku i sposoby jej wyrazania
moga nas juz tylko Smieszy¢. Co zrobi¢, by ten Swiat, kto-
ry sobie kiedys kompozytor wyobrazat, byt i dla nas dzisiaj
czym$ przejmujacym, powaznym i wywotujacym pozada-
ny wstrzas?

Teatr Verdiego, a wiec $wiat, ktéry w wyobrazni kom-
pozytora stawat sie ilustracja do pojawiajacych sie wita-
Snie na pieciolinii akordéw, trzeba by budowac¢ w opar-
ciu o emocje, jakie rodza sie w nas pod wptywem jego
muzyki. Stuchanie nagran, studiowanie partytur, $ledze-
nie zabiegéw, jakimi postuzyt sie mistrz, by wywotac¢ na-
sze wzruszenia - oto zadanie dla inscenizatora stokro¢
bardziej inspirujace i owocne, niz trzymanie sie samej fa-
buty, opisow dekoracji, zwiazkéw z epoka i wiernosci
obyczajom w niej panujacym. Nic nam nie da znajomos¢



egiptologii przy realizacji Aidy. Zaprowadzi nas ona na
manowce réwnie jatowe, jak badanie architektury Wero-
ny, potozenia jej ulic i placéw oraz kroju kostiuméw do-
by renesansowej z okazji rezyserowania Romea i Julii
Szekspira, ktory w miescie przez siebie opisanym nigdy
nie byt i zupetnie sie nie przejmowat prawda historyczna
i geograficzna doktadnoscia. Bardzo podobni sa do siebie
obaj najwieksi twoércy teatru dramatycznego i operowego.
Epoka i kostium sa dla nich tylko pretekstem do pokaza-
nia nedzy i wspaniatosci cztowieka, do rozpoznania
praw rzadzacych nami bez wzgledu na czas, w jakim
przyszto nam zy¢. Kazde dzieto staje sie metafora ludz-
kiego losu i moralitetem przestrzegajacym, ze nigdy i ni-
gdzie nie udaje sie odwroéci¢ odwiecznej hierarchii zta
i dobra, a wszelkie takie préby sa karane surowo i nieza-
wodnie. Ale nade wszystko, znajdziemy u Verdiego
w kazdym spektaklu wiernym jego intencjom to zasadni-
cze przestanie, ze cztowiek moze by¢ zbawiony przez
mito$¢, ktéra mimo obfitego zniwa $mierci zbieranego
w tragicznych finatach, dZzwiga nas z otchtani i przenosi
w boski wymiar wiecznego zado$cuczynienia. Patos ta-
kiego przestania moze sie sta¢ w teatrze niezwykle ryzy-
kownym balastem. Grozi nie tylko Smiesznoscia, czy nu-
da. Jesli nie zdotamy widzem wstrzasna¢ na tyle, by od-
wazyt sie mysle¢ o swoim zyciu w kategoriach ostatecz-
nych, poniesiemy kleske, bo nawet najpiekniejszy spek-
takl nie wzruszy obojetnej widowni i pozostanie na mar-
ginesie coraz barwniejszych widowisk kultury masowej,
w ktérych chodzi tylko i wytacznie o sprzedany bilet,
a wszelkie przestania i powaga apeli o czysto$¢ sumien
traktowane sa z agresywna pogarda przez wyzwolonych,
adwokatéw nowego jakoby tadu o liberalnych obycza-
jach.

Teatr Verdiego

Verdi jest staroSwieckim moralista i twierdze, ze cata
wielkos¢ jego dorobku w tym zakresie zawarta jest w te-
atralnej sile jego kompozycji i ze jedynie na scenie, budu-
jac starannie wszystkie okolicznosci zdolne do utrzymania
patosu jego pouczen, mozemy osiagnac jednos¢ pomiedzy
muzyka i wstrzasajacym oczyszczeniem naszych sumien.
Kiedy Aida bierze od ojca narzedzie $mierci i Spiewa swo-
je: Ojczyzno moja, ilez ty mnie kosztujesz!, musimy ko-
niecznie zrealizowac¢ w jaki$ sposéb site podrywajacych
sie ku gérze nut w catym kwintecie, ktére opowiadaja
o tym, jaka cene Aida ma na mysli. Kiedy uwieziony Na-
bucco prosi, by Bég Izraela mu wybaczyt, nalezy koniecz-
nie unaoczni¢ na scenie, co kryje sie za zapisanym w par-
tyturze trylem fletu, po ktérym umeczony krél doznaje
wielkiej taski obcowania z sacrum. Wskazéwka rezyserska
dotyczaca reakcji Traviaty na przeczytany przed chwila list
od Germonta zawarta jest w akordzie podtozonym pod jej
okrzyk - za pozno!. Takich bardzo szczegétowych przykta-
déw mozna by mnozy¢ setki. Wbrew pozorom Verdi po-
zostawia realizatorom bardzo niewielki margines swobo-
dy. Dotyczy on architektury scenicznej, stylu kostiuméw,
rozplanowania przestrzeni, ilosci ludzi w ttumach i ich fry-
zur. Natomiast ich zycie emocjonalne, reakcje, szybkos¢
poruszania sie po scenie, gniew na ich twarzach czy mi-
tos¢ w ich oczach, wszystko to zapisane jest precyzyjnie
w nutach i biada rezyserowi, ktéry tego doktadnie nie od-
czyta. Widmo sztyletu ukazuje sie Makbetowi z doktadno-
Scia do jednej sekundy. Jesli zobaczymy go na scenie dra-
matycznej nieco pézniej, lub wczesniej, aktor poradzi so-
bie z tym i mozna gra¢ dalej. W operze Verdiego sp6znie-
nie lub przyspieszenie akcji konczy sie katastrofa polegaja-
ca na detonacji patosu, po ktérej mozna juz tylko kontem-
plowac¢ z zamknietymi oczami walory gtosowe dzielnego
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barytona. To skupienie uwagi na Swiecie emocji jest jed-
nym z powoddéw, dla ktérych teatr Verdiego jest wciaz tak
aktualny.

Przemija obraz Swiata, jego wizualne formy ulegaja cia-
gtym przemianom, ale cztowiek i jego uczucia sa wciaz ta-
kie same i tak jak nie starzeje sie muzyka, tak wciaz wiecz-
nie mtoda pozostaje ludzka prawda postaci scenicznych
oraz ich poszukiwan najwyzszych i wiecznych wartosci
w zmieniajacym sie Swiecie. Verdi, jak mato ktéry tworca,
wiedziat o tym w swoim dtugim i bogatym zyciu. | to wia-
Snie w jego dorobku jest dla mnie najwazniejsze.

Marek Weiss-Grzesinski



a molti anni affermo con grande convinzione che

I'opera € una composizione musicale scritta per il

teatro e solo sul palcoscenico si realizza piena-
mente la sua influenza sulle emozioni umane. Questa ve-
rita, in apparenza cosi evidente viene spesso contestata
dai melomani che danno importanza solo ai piaceri udi-
tivi. Scelgono di godersi la musica dell'opera dai dischi
o dai concerti perché solo cosi la loro immaginazione ri-
mane pura. E'vero, la maggior parte delle realizzazioni
sceniche provoca disgusto e la sensazione che sarebbe
meglio chiudere gli occhi ed immaginarsi che cosa po-
trebbe avvenire sul palcoscenico senza quella visione
mancata di uno sceneggiatore e quella coppia di ciccioni
attaccata alla loro voce celeste. Perd ogni tanto abbiamo
a che fare con spettacoli che confermano la regola che
solo il teatro vivo mostra la grandezza dell'opera e le da
senso. Tutti i piu grandi compositori cercavano di esegu-
ire le loro opere con tutto lo splendore del teatro contem-
poraneo. Alcuni, come Christoph Willibald Gluck o Ri-
chard Wagner hanno fatto grandi riforme nel teatro per-
ché la loro musica trovasse un‘espressione adeguata nel
mondo visivo. Wolfgang Amadeus Mozart, Giuseppe Ver-
di, Modest Musorgski o Richard Strauss componevano
con profonda coscienza di cid che avrebbe dovuto aver
luogo sulla scena in ogni atto, come avrebbe dovuto pre-
sentarsi ogni personaggio e quale interpretazione dell*at-
tore avrebbe dovuto accompagnare le diverse frasi musi-
cali nonché gli intervalli. Alcuni lo descrivono nelle dida-
scalie del libretto, pero i pit grandi come Mozart o Verdi
hanno nascosto quasi tutto nella musica e solo ascoltan-
dola attentamente si possono ricostruire con grande ap-
prossimazione le intenzioni dei compositori riguardo alla
realizzazione teatrale delle loro partiture.

Il teatro di Verdi

Dopo molti anni di tentativi in questo campo ho consta-
tato che i veri sogni dei compositori di spettacolo erano
racchiusi proprio nella musica, e nelle didascalie si trova-
vano solo delle indicazioni pratiche relative al sapere
ed alle usanze dell'artista collegate alla convenzione te-
atrale contemporanea, ai costumi, alla moda, al ritmo del-
la vita ed al potere percettivo del pubblico di allora ed an-
che alle possibilita tecniche dei teatri per i quali scriveva-
no. Se qualcuno preparasse con grande cura la messa in
scena secondo i consigli del libretto di Nabucco, Traviata,
Mackbet o Aida, deluderebbe fortemente gli spettatori mo-
derni che cercassero sulla scena gli equivalenti visivi di qu-
ello che sentono precisamente. La causa di questa delusio-
ne sta nella misteriosa differenza della rapidita dell'invec-
chiamento dei mezzi artistici tra musica e teatro. La musi-
ca di Johann Sebastian Bach, Wolfgang Amadeus Mozart
€ oggi ugualmente moderna come quella di Krzysztof Pen-
derecki, pero il teatro di quell'epoca e solo un monumen-
to da museo, la conoscenza dell'uomo ed il modo di espri-
merlo non possono che farci sorridere. Come fare perché il
mondo immaginato tempo fa dal compositore sia per noi
anche oggi qualcosa di serio, commovente, capace di pro-
vocare in noi I'emozione desiderata?

Il teatro di Verdi, cioe il mondo che illustrava nell'im-
maginazione del compositore gli accordi apparsi allora
sul pentagramma, dovrebbe essere costruito in base alle
emozioni nate sotto I'influenza della sua musica. Ascolta-
re le registrazioni, studiare le partiture, osservare i metodi
adoperati dal compositore per provocare la nostra com-
mozione - ecco uno scopo pil stimolante e piu fruttuoso
per un allestitore che I'osservazione del soggetto, le de-
scrizioni delle decorazioni, le relazioni con I'epoca e la
fedelta dei suoi costumi. Durante la realizzazione di Aida
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la conoscenza dell'egittologia non ci servira a niente. Ci
sviera altrettanto come gli studi sull*architettura di Vero-
na, sulle sue strade e piazze, sui costumi dell'epoca del
Rinascimento durante la realizzazione di Romeo e Giu-
lietta di Shakespeare, che non era mai stato nella citta da
lui descritta e non si preoccupava affatto della precisione
storica e geografica. Questi due grandissimi creatori del
teatro drammatico e del teatro dell'opera si assomigliano.
L'epoca, il costume sono solo il pretesto per mostrare la
miseria e la grandiosita dell'uomo, per scoprire le regole
che ci governano indipendentemente dal momento in cui
viviamo. Ogni opera diventa una metafora della condi-
zione umana ed una moralita che ci avvisa che non si puo
invertire la gerarchia eterna del bene e del male, e che
tutti i tentativi di farlo saranno puniti severamente e sen-
za alcun dubbio. Soprattutto, in ogni spettacolo fedele al-
le sue intenzioni, troviamo in Verdi il messaggio principa-
le che I'uomo non puo essere salvato che dall’amore che,
malgrado i tragici finali dove la morte miete, ci solleva
dall'abisso e ci porta nella dimensione divina del perdo-
no eterno. Lo stile patetico di un tale messaggio puo di-
ventare un ostacolo pericoloso nel teatro. Minaccia non
solo di ridicolo ma anche di noia. Se non riusciamo a scu-
otere lo spettatore in modo abbastanza forte perché abbia
il coraggio di pensare alla vita nelle sue categorie defini-
tive, avremo un fiasco perché anche lo spettacolo piu bel-
lo non potra commuovere un pubblico indifferente, e ri-
marra per sempre ai margini dei piu vistosi spettacoli del-
la cultura di massa, nella quale importano solo i biglietti
venduti, e ogni messaggio e appello a un serio esame di
coscienza sono trattati con disprezzo e aggressivita dagli
avvocati del nuovo ordine per quanto si dicano, liberi da
pregiudizi e costumi.

Verdi € un moralista tradizionale e affermo che la gran-
dezza delle sue opere € nascosta nella potenza teatrale del-
le sue composizioni e che solo presentando con grande cu-
ra sul palcoscenico tutti gli elementi capaci di mantenere il
pathos dei suoi avvertimenti possiamo ottenere I'armonia
tra la musica e I'esame sconvolgente della nostra coscien-
za. Quando Aida prende dal padre lo strumento di martirio
e canta: O patria! patria... quanto mi costi! dobbiamo asso-
lutamente trovare il mezzo per esprimere la forza delle no-
te che si sollevano verso I'alto in tutto il quintetto e raccon-
tano quale prezzo ha in mente Aida. Quando Nabucco in
prigione chiede perdono al Dio di Israele, bisogna assolu-
tamente rendere visibile sulla scena che cosa si nasconde
dietro il trillo del flauto, iscritto nella partitura, dopo il
quale il re stanchissimo riconosce di aver ottenuto la gra-
zia di essere stato in confidenza con il sacrum. L'indicazio-
ne di regia che riguarda la reazione della Traviata dopo
aver letto la lettera di Germont & contenuta nell*accordo
sottomesso alla sua esclamazione: E tardil. Si possono cita-
re centinaia di esempi cosi dettagliati. Contrariamente alle
apparenze, Verdi lascia ai realizzatori solo un piccolo mar-
gine di liberta. Questa liberta riguarda I'architettura sceni-
ca, lo stile dei costumi, le disposizioni riguardanti lo spa-
zio, la quantita di persone nella folla e le loro acconciatu-
re. Quanto alla loro vita, le emozioni, le reazioni, la rapi-
dita del movimento sulla scena, la rabbia sulla loro faccia
o I'amore nei loro occhi, tutto questo e descritto con preci-
sione nelle note e guai al regista che non lo legga bene. Il
fantasma del pugnale appare a Macbeth con la precisione
di un secondo. Se apparira nel teatro un po'piu tardi o un
po'prima, un buon attore si arrangera e lo spettacolo potra
continuare. Nell'opera di Verdi il ritardo o I'accelerazione
dell’azione terminera con una catastrofe, perché il pathos



sara perduto e dopo possiamo solo chiudere gli occhi per
contemplare i valori vocali di un bravo baritono. Questa
concentrazione sul mondo delle emozioni € una delle ra-
gioni per le quali il teatro di Verdi rimane sempre cosi at-
tuale.

L'immagine del mondo passa, le sue forme visuali cam-
biano sempre, perd I'uomo e i suoi sentimenti sono gli stes-
si. Cosi come la musica che non diventa antiquata, anche
la verita dei personaggi teatrali, e della loro ricerca dei va-
lori supremi nel mondo che cambia, rimane sempre giova-
ne. Verdi con la sua vita cosi lunga e cosi ricca lo sapeva
meglio di qualsiasi altro creatore. E questa € per me la co-
sa piu importante del suo patrimonio.

Marek Weiss-Grzesiriski

Il teatro di Verdi
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which is written for the theatre; its true potential to en-

gage and move us is only realized when it is performed
on the stage. This apparent truism is frequently questioned
by music-lovers who value opera for its delight to the ear,
and who maintain that opera is best enjoyed when listened
to on recordings, or during concert performances, which
allow the visual imagination free range. It has to be admit-
ted that the majority of productions in opera-houses leave
one with the feeling that it would, indeed, be better to clo-
se your eyes and imagine what might be happening on the
stage, if it weren't for the misguided vision of the producer
and for the portly bodies of the angelically-voiced heroes
and heroines. But, nevertheless, from time to time, one
chances upon a production which offers proof of the fact
that the greatness and, indeed, the very point of opera is
only revealed through live theatre. The greatest operatic
composers were insistent that their works be produced with
all the splendour that the contemporary theatre had to offer
them; some of them, indeed, such as Gluck or Wagner,
brought about profound changes to theatre itself, in order
to create the conditions necessary for the adequate visual
expression of their music on the stage. Mozart, Verdi, Mus-
sorgsky and Richard Strauss, for example, composed each
bar of their music with a clear awareness of what ought to
be happening on the stage at that precise moment, what
each character should look like, and how each musical
phrase - and silences, even - was to be interpreted in the
character's actions. Whilst certain opera-composers wrote
precise stage-directions to accompany their music, the gre-
atest of them - Mozart and Verdi - located such instructions
in the music itself, such that if one follows the course of the
music carefully enough it is possible to read with a high de-

l t is my long-standing conviction that opera is music

gree of accuracy the composer's precise intentions as the
work's staging.

After many years working in this field, |1 have reached
the conviction that it is precisely in the music that the com-
poser's true vision of the spectacle is contained, and that
his stage-directions are simply practical instructions, sha-
ped by the conventions of the theatre of the time, current
fashion, stage-practice, the physical limitations of the the-
atre, and indeed by the audiences themselves, the way in
which they would perceive what they saw before them.
A modern production which was true in a literal sense to
the stage-directions contained in the scores of Nabucco, La
traviata, Macbeth or Aida, for example, would disappoint
a modern audience, which expects the visual equivalent on
stage of the music they are hearing. This is because of that
mysterious difference in the rates at which theatrical prac-
tice ages, compared to music. Thus the music of Bach or
Mozart sounds just as modern today as the music of Pende-
recki, for example, whilst the theatre of the former compo-
sers' times is a subject for historical study only, and their
understanding of humanity and the way in which it can be
expressed in the theatre would make us laugh today. How,
then, is one to make the world which the composer imagi-
ned, as engaging, serious, and shocking for audiences to-
day, as it was for the audiences then?

Verdi's theatrical world - the world which he inhabited
in his imagination, and which is reflected his has music -
is to be constructed on the basis of the emotions which his
music provokes in us. Listening to recordings, studying the
scores, examining the means which he uses to move us,
the audience - this is the true task of the would-be opera-
producer, and a far more fruitful source of inspiration than
the plot, instructions concerning scenery and other period



details. A knowledge of Egyptology will not help us in
a production of Aida. If anything, sterile knowledge such
as this will lead us astray, just as will the study of the ar-
chitecture of Verona, the layout of the city, or the cut of
Renaissance costumes if we are staging Romeo and Juliet
- Shakespeare never having been to Verona, and himself
showing a fine disregard for historical and geographical
detail. In fact, these two great artists - Shakespeare in the
theatre, and Verdi in opera - have much in common. Hi-
storical settings and period detail were, for them, simply
a pretext for showing man's misery or majesty, for investi-
gating the forces that guide us, irrespective of the times in
which we happen to live. Each of their works is a meta-
phor for human fate - a morality play, warning us that at
no time, and in no way, is it possible to alter the eternal
hierarchy of good and evil, and any attempt to do so is do-
omed to failure and will meet with severe punishment.
Moreover, every production of a Verdi opera which is fa-
ithful to the composer's intentions, contains the basic mes-
sage that man can find salvation through love - a love
which, despite the tragic endings of the works, with their
litanies of death, lifts us out of the abyss and transposes us
into the divine dimension of eternal justice. The pathos
contained in this message can, in fact, be a dangerous pie-
ce of theatrical baggage; it runs the risk of boring the vie-
wer, or making him laugh. If the production does not suc-
ceed in shocking the viewer to the extent that he begins
contemplating his life in precisely such metaphysical
terms, then even the most beautifully staged production
will leave him cold, and become simply a minor example
of those ever more colourful spectacles of mass culture,
where the only motivation is ticket-sales, and any serious
attempt to communicate an edificatory message is dismis-

Verdi's theatrical world

sed contemptuously by the advocates of the so-called new
liberal order.

Verdi is an old-fashioned moralist, and | would argue
that the greatness of his achievement is found in the theatri-
cal power of his music. It is only by carefully creating on
the stage the necessary environment in which the pathos of
his message can be communicated, that we can achieve
a unity between the music and its moralistic message.
When Aida takes the instrument of her death from her fa-
ther's hand and sings her aria, O fatherland! What a price
you ask of me!, we must communicate in some way the
dramatic power of the soaring quintet hinting at what sort
of price Aida has in mind. When the imprisoned Nabucco
prays to the God of Israel for forgiveness, we must show
what is meant by the trill on the flute, following which the
tortured king departs this life for ever. The composer's in-
struction to the producer, regarding Traviata's reaction on
reading Germont’s letter, is contained in the chord over
which she sings her phrase, "too late!". There are hundreds
of such examples in Verdi's operas. Despite appearances to
the contrary, Verdi leaves the opera-producer a very nar-
row margin for individual interpretation. The producer de-
cides about scenery, costumes, the number of people in the
crowd scenes, their hairstyles. Their emotional life, reac-
tions, the speed at which they move across the stage, the
anger on their faces or love in their eyes - all of this is pre-
cisely indicated in the music, and woe betide the producer
who misreads it. Macbeth's vision of the dagger must be ti-
med to the second. If, in the theatre, it appears a little too
early or a little too late, the actor deals with it and acts aro-
und it. On the operatic stage, however, such mis-timing has
catastrophic consequences, the emotional impact is de-
stroyed, and the only option left to the viewer is to close his
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Verdi's theatrical world

eyes and listen to the lovely music. This focus of attention
in Verdi's theatrical world on the emotional realm is, in
fact, one of the reasons why his work still appears modern
to us today.

The world keeps changing, but man and his emotions re-
main constant. Just as Verdi's music does not date, neither
does the authenticity of the characters we are presented
with, and their striving towards exalted, eternal values in
a changing world. Verdi, with his long life, rich in expe-
rience, knew this, as few other creative artists know it. For
me, this is perhaps the most significant thing about his arti-
stic achievement.

Marek Weiss-Grzesinski



Ha mpoTspkeHHH YK€ MHOTHX JIET s BCE C OOIbIIEH
YBEPEHHOCTHIO YTBEPXKAAI0, YTO ONEpa — 3TO MY3BIKAJILHOE
NpOU3BEICHHE, MPEAHA3HAYEHHOE Ui TeaTpa, W TOJBKO Ha
CIIEHE MOXKHO OKOHYATEIbHO yOEeOWThCs, HACKOILKO BEIHKA
CHJIa €€ BO3JICHCTBHS Ha YEIOBEYECKHE SMOIUH. OTa OYEBH-
IIHasi, Ha TIEPBEIA B3TIIL, IPaB/a OCIAapUBAETC MEIOMaHaMH,
KOTOpbIe MPUJAIOT HCKIIOYUTEIHHOE 3HAYEHUE CIIyXOBOMY
BocnpuaTHio. OHM HaCTauBaIOT Ha TOM, YTO IPEAIIOYTUTEND-
Hee HACIKAAThCd OMEPHON MY3BIKOH B 3aNMCAX WM CIIy-
[IaTh €€ B KOHIEPTHOM HCIOJIHEHMH. TONBKO B 3TOM Cly4ae
MOXHO BBICBOOOIMTH MOJIET HAYEM HE OOPEMEHEHHOTO BOO-
OpaxeHus. [la, 5TO BEpPHO, YTO GONBIIMHCTBO T€ATPABHBIX
IMOCTAHOBOK BBI3BIBAET HEYIOBJICTBOPEHUE, U BOZHMKAET XKE-
JIaHHME 3aKPHITh I71a3a, 4ToOBI BOOOPA3UTh cebe MIeabHBIH
CLIEHMYECKHH 00pas, a He JOBOJBLCTBOBAThHCS BHIYYPHOHU (aH-
Ta3uell KaKoro-To MOCTAHOBIIMKA M JIMLE3PETh Mapy TOJICTS-
KOB, MMOIOIIUX aHTEIbCKUMH rojocamu. Ho GBIBAIOT CIIEKTaK-
JIM, TOATBEPXKAAIONIAE NPABWIO, YTO JHUINbL JXHBOH TeEaTp
OTpaXaeT BEIUYUE ONEPHOTO MPOU3BEACHHS W IPUIAET €MY
3acIy)XeHHOe 3HaueHue. Bce Benukie KOMIO3UTOPEI CTPEMH-
JIMCh K TOMY, YTOOBI MX HPOU3BENEHMS ObUIM IOKAa3aHBI BO
BCEM BEJMKOJENUM COBPEMEHHOro tearpa. Hekoropeie u3
Hux, Hampumep, Kpucrodp Bmmmbansn I'mokx mm Puxapn
Barnep, mpou3sBouiIM B TeaTpe KapAHHAIBHEIE PehOPMBI 1JIst
TOro, 9YToOBl MX My3bIKa MOIVIa HAlTH aJeKBATHOE BHIPa-
JKEHHE B CIICHMYECKOM HpencTaBicHUH. Bombdranr Amanei
Mouaprt, [[xysemne Bepau, Monect Mycoprckuii wm Pu-
xapn Illtpayc mucamm My3BIKy, Y€TKO IpPEACTaBILLA, 49TO
HMEHHO JIOJDKHO MPOMCXOJIUTH HA CIIEHE B K)KIOM TaKTe, KaK
JIOJDKEH BBITJIAIETh KOHKPETHBIH IEPCOHAX, U KAaKOH JJOIDKHA
OBITh pEakIus aKTepOB B OTHEIBHON My3BIKAJIbHOH (pase
WIM BO BpeMs mnay3sl. HekoTopple Jenald JOCIOBHOE
TIOSICHEHHE K JMOpeTTo, a BeluWyaiimue U3 HUX — Mounaprt n

BepaH — mpakTHuecksl BCE NEpeaBalH NOCpPeTCTBOM MYy3bl-
ka. Ec/B BHAMATENLHO NPOCICAMNTE MY3BIKANBHYIQ KaHRY, TO
¢ OONBINOH BEPOATHOCTBIO MOKHO TOYHO IEPEIATh 3aMEBICEN
KOMIIOZHTOPOB O TOM, KAK CHIENYET BOMAOMIATE B TCATPAllb-
HOM TIPEACTABACHEN HX TIAPTUTYPEL

MHoroaeTauil OOEIT paloThl Ha 3TOM NONpPHITE yOoemyn
MEHS, YTO WMEHHO B MY3BIKE COKDEITHL WCTHHHBIC MEHTHL
KOMIO3HTOPOB O TOM, KGKHM JODKCH OBITH CICKTAKIb, 4 B
MOSCHEHHAX HAMTCA JHMING TPAKTHYSCKHE 3aMedanus. Ouna
3ABHCAT OT 3HAHHK W HABBIKOB KOMITO3MTOPA, OT CLEHUYEC-
KX BO3MOKHOCTEH TearpoB, VIS KOTOPRIX TBOPWNM, OHH
TaK:Ke CBA3AHBI € TEATPAIGHOH VCIOBHOCTALIO, HPABAME,
MOIOH, TEMIOM >KH3IHH H BOCIPHHMYHBOCTRIO COBPEMEH-
HUKOB. Eciu Gb1 KTO-TO IOATOTOBHA NOCTAHOBKY TAKHX ONED,
kak Habyxxo, Tpasuama, MaxGem wm Auda, pyKOBOI-
CTBYACE JIHIEL YKAZAHHAMH B THOPETTO, TO HECTOKO obmany
OBl CCTQAHANIHETO 3PUTEN, JKEIAOIIEro YBHIETE CLEHH-
4eCKOE BOIUTOMIEHHE TOW MY3BIKH, KOTOPYH) OH CIIYIIAET.
TIpuupHg TAKOFO pa3ocvapoBaHHa KpOETCs B KOHTPACTE MeX:-
Ay TeM, Kak OHICTPO ODKHBAIOT CROH BEK HCNOAB3YEMEIC
TEATPOM XYHAOKECTBEHHEIE CPEJICTBA, H KaK MEANCHHO ycTa-
peaer myzwika, Myseika Horampa Ce0Oacreana baxa Wax
Boasdranra Amanes Monapra cerojHa 3BYIHE HE MEHER
coppeMenno, 1em Myseika Kimsmitoda [lernepenkoro. Tearp
TOTO BPEMEHH BCETO JMINb MY3CHHBIH 3KCINOHAT, & YCTapes-
Iipe TPefICTABICHAS O HEIOBEKE MOIYT HAC TOJBKO CMe-
wuTs, YTo Ke B TAKOM CIIy4ae CAeIaTh, STOOL MHp, HEKOIA
TMPHIYMAHHbLIH KOMIIO3UTOPOM, M CErOfHA HE YEPATHI CBOS
SHAYCHHE W BLI3LIBAJ XKEIASMEIS SMOLUKT

Tearp Bepaw, a8, CNeIOBATENHHO, H MHAP, KOTOPHEIE B
BOODP@KEHUI KOMIIO3UTOPA €Ile IO MOABICHHA AKKOPJOB Ha
HOTHOM JIHCTE NPEBPAILANCH B WITIOCTPAIHI0, HEODXO0AMMO
COZ/aBaTh 0] BIATHAEM IMOLNH, POXIEHHEIX €T0 MY3hIKO#,

Tearp Bepan
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Ipocnywweanue samdceif, HiyueHHe TAPTUTYP H IPHEMOE,
KOTOPBIMH TIOB30BAJICS MadjCTpo, 9ToOH BHISBATE B HAac
TIEPERHBAHKA — HMEHHO 5T0 SBASETCH 3aJaHueM s HoCTa-
HOBIIHKE. JTO BO CTO KPAT BAXHEE W HHTEpPECHEE, MeM TO,
4TO BEITCKACT M3 camoif (habyiel, A3 ONMACAHAS JeKopanvi 1
ceazelf ¢ oOsmasmH Tol snoxu. ITosmanus B obHacTH erwi-
TOJOTHH FIANISK TPH TOCTAHOBKE Audbl. JTO CTONb KE
GECCMBICIEHHD, Kak npu focTaHoske Pomeo u Icyrvemmol
IlexcoMpa ®3y4aTh APXUTEKTYPY BepoHBl, pacHOaOKeHUe
VIHL  d [Domageil, a TakKke [OKpoH KOCTIOMOB 3I0XH
Peneccanca. Benp cam aBTop HuKorAa HE OBLI B OIHCAHHOM
FM TOpojie W BOBce He 3aboTmics 00 HeTOpHYecKkol H
reorpadmueckoil npapde. Benmualimime coznarend Apama-
THYECKOTO M OTIEPHOTO TeaTpa B 5TOM OYEHD CXOMKH. IoXa 1
KOCTIOMEI [7f HUX JUITG TpPEeNIor, YToORl IOKa3aTh Humle-
TY M BEJIMYHE YEIOBEYECKON MUYHOCTH, PACTIO3HATE 3aKOHEL
AOBNEOINHE HAI HAMW, Korga Oel mur M kaaH. Kaxnmoe
[POH3BE/IEHHE CTAHOBHTCA MeTa(opol HegoBedeckoit cyab-
OBl U MOPANBEHEIM TIPEIYTIPEKICHAEM O TOM, YTO HEBO3MOXK-
HO H3MEHHTE H3BCTHYI0 HepapXuio no0pa | 31a, & BeAYecKHe
MONBITKA €€ Hapy[INTh NOABEPTaloTcs HEMAHYEMOMY =
CYpOBROMY Hakasauui. K ToMy ke, B KaXioM CIEKTaKiIe
Bepan, BepHO oTpaxarouiemM aBTOPCKYI0 MBICHE, MOXKHO 00-
HApY:KHTh 3aKOHOMEPHOCTE: WENOBeKa MOXEeT ChacTH Nio-
00BL, KOTOpas, Her3upad Ha 0OHITEHOE XHIHBO CMEpTell B Tpa-
CHYECKUX (PHHANAX, W3BIEKACT HAC W3 OC3[HBI U HEPEHOCHT B
O0wecTBEHHYI0 chepy BEYHOTO BO3NAfHHA CIpPaBEHNHBOCTH.
Mathoc ApaBOYHCHEA B TEATPANEHOM MPEACTABIEHNH YPE3BLI-
JaHHO PHCKOBAH, TAK K&K MOXKET BLIZBATE HE TONEKO CMEX, HO
H ckyxy. M ecan MBI He CyMeeM 3aEHTepEcOBATE 3puTei
HACTOJILKO, YTOBEI OH PEHIMIICH 33AyMaThes Hal cBoeh hs-
HbIO B KATETOPHAX BEYHOCTH, TO HOTepnuM (hHacko. B atom
cllyqae jJaske caMplil BRUIAIOMIMICH COSKTAKIbL HE CMOXET

pacuIeBeMHTh Ge3y4acTHYIOo MyOnHKY, OH Tak B OCTAHETCH HA
3gaBopKax 3(pQeKTHEX MACCOBBIX 3PEIMil, KOTOPBIE HaMm
HABSI3BIBACT HOU-KYJIETYpa. BeAp B HEHM camoe TIABHOE —
KONMICCTBO NPORAHHLIX OHNETOB, 4 BCAYECKHe HpPaBOyHeHHsS
W NPH3BIBHI K NEPEKABAHKI0 KATAPCHCA BRIZ0OBYT JHIUIE 371006-
HOE npespenre vy OmocturencH axobbl HOBOTO HOPAAKA, HE
CTECHEHHBIX HUKAKUMH TIPEMyGenIeHNAMM.

Bepnz — crapocseTckuii MOpaIHCT. S CMEK YTREPXKAATE,
9T0 BENHYHME ero HaclHelHsd 3aKMIYacTCi B TEaTpalbHOH
MOIIA €T0 HPOH3BEICHUHE, M JIHILL TOYHOE BOCCO3IAHME BCEX
CHEHHMYECKHX JleTalei, noazepKHBaomex nadgoc ero Hpaso-
YHEHM, FO3BONACT COSTHHATE MY3BEIKY € COCTOSHEEM Katap-
cuca. Koraa Arga Geper y OTIA OpyAKE CMEPTH W TIPH 3TOM
moeT: «Mos OF9H3Ha, Yero e TH MHE CTOHDIR!», Mbl 00g3a-
TERBLHO AOMKHE! KAKAM-TO 00pazoM mepenars MoIs B3MEI-
BaIOIIMX BEBEPX HOT ¥ BCErO KBHHTETA, DTO OHH PACCKAKYT, B
yeM HCTHHHBEH cMbIca cnoB Augsl. Korpa maxomgiwpiica B
3aroucHuu Halykko mpocut bora M3pauns IpocTurs ero,
HY)XHO 00%3aTefsHO HarnaAHO NOKA3aTh Ha CICHE, YTO K
SHAUMT 3alHCAHHAS B MApTHTYpe Tpens ¢ueHTsI, mocne
KOTOpOH H3MYuYCHHBHI ~KOPOIL YAOCTAHBIETCH MHIOCTH
OOMICHH ¢ AYXOBHBIM MHPOM. Pexuccepckoe ykazaHue o
TOM, KAKOH AospkHa OblTh peaknvs TpaBHaTHE Ha TOIBKO HTO
POYETAEHOE NHCBMO OT JKepMoHa, BRITEKAST H3 AKKOpJa,
coHpoBoxIaOIero ¢€ sosrmac: «CnnkoM nozamo!y. Moxk-
HO NPHBECTH MHOKECTRO NONOOHEIX npumepos. Ho, Hec-
MOTpA Ha 370, Bepam He ocraBngeT mocTraHOBUHKAM (OJb-
moi ceoforl AciicTBuil. OHH BOJBHEL TIAHMPOBATE APXH-
TEKTYPY CIEHBI, CTHAb KOCTIOMOB H HPUUECOK, 3AMOJHSITE
CHEHMYECKOE NPOCTPAHCTBO MOACKAME MaccaMu. Ho 3Mo-
UAOHAABHAS KASHE M Peakud repocs, X MEPEMEIeHHE 1o
CIICHE, THEB HA HX JHIAX WiIA T000BE B HX ria3dx — BCE 310
Hojpo0HO 3allACaHO0 B HOTAX, H IOPe TOMY pEXHCCEDY,



KOTOpEIH HE CYMEET 3TO IPABHIBHO TPOHECTh, TeHh KAHKARA
nosensercs repex MakGeroM ¢ TOYHOCTRIO JO CEKyHABL
Ecaum el yERANM 3T0 B ApaMATHIECKOM CIIEKTaKIe YyTh
PaEblle WA 9yTh OO3XE — aKTep CMOMKET CHACTH IOIQKEHHE
H HpOACIDKUTE Wipy. B BepaMeBcKOd onepe sajepikka HmH
tdopcaporanie NeHcTRHI MOTYT 00epHYTBECA KaTacTpodoil
Juis crekrais, uatoc Oyjer oTnaBars (HANBINBI, W fI0cke
3TOr0 MOpHIETCA [HINE ¢ 3aKpBITHIMH IJIa3aMM  JOBOMIb-
CTBOBATHCSH TONOCOBRIMH FaHHBIME OapaToHa. Takas KoHIeH-
Tpauys BHUMAHUSA HA MHUPE SMOLHI ARNHETCA SLHACTBEHHRIM
CBHETENBCTBOM TOI0, HACKOALKO COBPEMEHEH Teatp Bepnm.

[peobpaxkaeres KapTHHa MEHpP, IPHEEMAS BOE HOBBIE
BU3yaIbHEE QOpPMBL, A4 HYeI0BEK M €T0 UYBCTBA MO-IPEXHEMY
OCTAITCA HEM3MEHHLIMH. TOUHO TaK XKe, KAK HE YCTapeRaeT
MY3BIKA, TaK K€ BEUHO MOJONRIMH OCTAlOTCA CUSHHUECKHE
NEPCOHANH ¢ MX HeIOBEIecKoH mpaBmol, ¢ HX MOMCKaMH
H3BEHHBIX UEHHOCTEH B W3MEHIOMeMces wmupe. IIpoxkus
Jonryro i Horaryio coDHTHAMHA XH3HE, Bepmu 35a1 00 3ToM
nyquie, deM KTo-ambo Apyrod. MmerHo 310 Oonbmme Beero
MEHSA [IPUBIEKACT B €70 TEOPHECKOM HACTIEIHH.

Mapex Baitic-I cecuncruil
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Travia,ta (La Traviata)
Opera Slaska w Bytomiu
Premiera: 11 marca 1978

Kierownictwo muzyczne: Napoleon Siess
Rezyseria i choreografia: Henryk Konwinski
Scenografia: Barbara Ptak

Kierownictwo chéru: Krystyna Swider,
Bogdan Gola

Andrzej Hiolski (Giorgo Germont), 1993



La Traviata

Tadeusz Le$niczak (Markiz d’Obigny), Hubert Miska (Gaston de Letoriéres), Ryszard Karczykowski (Alfred Germont),
Bogdan Kurowski (Doktor Grenvil), 1993

153——



La Traviata

L o Ly e T

Feliks Widera (Alfred Germont), Jolanta Wrozyna (Violetta Valéry), 1994
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La Traviata

Ryszard Karczykowski (Alfred Germont), 1993 Roma Owsinska (Violetta Valéry), 1993
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Traviata (la Traviata)
Teatr Wielki w Warszawie
Premiera: 22 i 25 lutego 1987

Kierownictwo muzyczne: Zygmunt Latoszewski
Rezyseria: Marek Weiss-Grzesinski
Scenografia: Wiestaw Olko

Kostiumy: Irena Biegarnska

Choreografia: Witold Gruca

Kierownictwo chéru: Bogdan Gola

Izadora Stasiak (scena baletowa), 1987



La Traviata

Jan Dobosz (Baron Douphol), Jacek Parol (Gaston de Létorieres), 2000
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Zdzistawa Donat (Violetta Valéry), 1987 Dorota Radomska (Violetta Valéry), 1994
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La Traviata

Lucia Aliberti (Violetta Valéry), 2000 Adam Zdunikowski (Alfred Germont), 2000
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Agata Wisniewska (Violetta Valéry), 1997

Michie Nakamaru (Violetta Valéry), Tokio 2001

fot. Bartosz Multarzyniski



La Traviata

Scena finatowa, 2000
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Festiwal w Carcassone, 1994
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Traviata (La Traviata)
Teatr Wielki w todzi
Premiera: 7 marca 1987

Kierownictwo muzyczne: Tadeusz Koztowski
Rezyseria: Guy Contance

Scenografia: Mariusz Chwedczuk

Kostiumy: Xymena Zaniewska

Choreografia: Emil Wesotowski
Kierownictwo chéru: Leon Zaborowski

Joanna Wos$ (Violetta Valéry), 2001

La Traviata
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La Traviata

Scena zespotowa, 2001
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Scena zespotowa, 2001
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La Traviata

Traviata (La Traviata)
Teatr Wielki w Poznaniu
Premiera: 29 wrzesnia 1996

Kierownictwo muzyczne: Ewa Michnik
Inscenizacja i rezyseria: Marek Weiss-Grzesinski
Scenografia: Andrzej Sadowski

Kostiumy: Ryszard Kaja

Choreografia: Emil Wesotowski

Kierownictwo choéru: Jolanta Dota-Komorowska,
Maciej Wieloch

Iwona Hossa (Violetta Valéry), 1996



La Traviata

Scena zespotowa, 1996
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Izadora Weiss, Pawet Kromolicki (scena baletowa), 1996 Karol Bochanski (Gaston de Létoriéres),
Marian Kepczynski (Doktor Grenvil),
Wiestaw Bednarek (Markiz d’Obigny), 1996
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Maria Zatanowska (Annina), Roma Jakubowska (Violetta Valéry), Marek Szymanski (Alfred Germont), 1994
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Traviata (La Traviata)
Opera NOVA w Bydgoszczy
Premiera: 19 wrzesnia 1998

Kierownictwo muzyczne: Simca Heled
Rezyseria: Bodo Igesz

Scenografia: tucja Kossakowska
Choreografia: Vladimir Hlinskikh
Kierownictwo chéru: Henryk Wierzchon

Gabriela Ortowska - Silva (Violetta Valéry), 2001
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Scena zespotowa, 2001
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La Traviata

Traviata ( La Traviata)
Opera Baltycka w Gdansku
Premiera: 11 pazdziernika 1998

Kierownictwo muzyczne: Klaus Eisenmann
Rezyseria: Gwenda Berndt

Scenografia: Ulrich Hiistebeck
Kierownictwo chéru: Janusz tapot

Pawet Skatuba (Alfred Germont), 2001



La Traviata
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Scena zespotowa, 2001
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Agnieszka Wolska (Violetta Valéry), 2001 Monika Fedyk-Klimaszewska (Flora), 2001
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La Traviata

Scena finatowa, 2001
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Traviata (La Traviata)
Opera Slaska w Bytomiu
Premiera: 27 maja 2000

Kierownictwo muzyczne: Tadeusz Serafin
Inscenizacja i rezyseria: Wiestaw Ochman
Scenografia: Jadwiga Maria Jarosiewicz
Kierownictwo choéru: Jarostaw Bagrowski

Barbara Stryjecka (Violetta Valéry), 2000



La Traviata
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Marek Dynowski (Markiz d’Obigny), Hubert Miska (Gaston de Létoriéres), Aleksandra Stoktosa (Flora), 2000
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Aleksandra Stoktosa (Flora) , Marek Ziemniewicz (Baron Douphol), Marek Dynowski (Markiz d’Obigny),
Juliusz Ursyn-Niemcewicz (Alfred Germont), Hubert Miska (Gaston de Létoriéres), 2000
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Juliusz Ursyn-Niemcewicz (Alfred Germont), 1999 Pawet Kajzderski (Giorgo Germont), 1999
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Simon Boccanegra

Simon Boccanegra
Teatr Wielki - Opera Narodowa w Warszawie
Premiera: 9 grudnia 1997

Kierownictwo muzyczne: Grzegorz Nowak
Rezyseria i scenografia: Pier Luigi Pier’Alli
Kierownictwo choéru: Jan Szyrocki

Andrzej Dobber (Simon Boccanegra), 1997
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Scena zespotowa, 1997
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Simon Boccanegra

Wiadimir Kuzmienko (Gabriele Adorno), Bogustaw Szynalski (Simon Boccanegra), 1zabella Ktosinska (Maria Boccanegra), 1997
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Simon Boccanegra

Ryszard Ciesla (Paolo Albiani), Monika Chabros (Maria Boccanera),
Wiodzimierz Zalewski (Jacopo Fiesco), 1997 Ryszard Wréblewski (Gabriele Adorno), 1997
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