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. _ Proven bis worth and sbilites oustage snd is There scems 10 be a prevailing idea now that
mwmm the moment. But, as I said earfier, this isn’t o - entitled record anything he wants. avoiding controversy in opera is a good thing.

review — it's a rant. Though I bave meny, my You never seem %0 hear about riots in opera

sumber one frustration with the MET is bad As a young singer, perhaps I'm not living in bouses any more. Even "boo-ing” and hissing at
Dear "Box,” tlways looked © te MET ®© be the wday’s world. I mean, I might change my ame & bad performance seldom happens anymore.

stndard-bearer for Grand Opera, yet, more often if 1 were offered a Jot of mosey © record Audiences have become more complacent, in part
While the recent broadcast of Elektra then not, 1 am dissppoiated with 30 many really something | could never sing otherwise. But o due 10 a “wmlevision mentality.” But the artists
from the Met, T was once again struck by how productions. build an entire carcer om it is 0 bave a also nced to take some of the blame. Singers
mediocre it was. Now, this letter is not imended R Wm.mnmm.()pqnh needtokeeptheirmdiemesonmeedgeofmeir
t0 be a review of the : the broadcast I guess the fault really bHes in sy doluded more than just being abie © sing the notes of an seats, :
“was merely a catalyst for me %0 put a few botted perception of the house. I have always operated opeTatic score — it is the whole audio-visual-

i print. However, for these of you under the tion that it has, for instance, visceral experience. As singers, we need 0 keep our audience’s
who may bave missed the MET"s recent tolevised access 1o the world's greatest singers. Instead, the - cowtions all strred vp. We all seem
debacle, a short, opinionated overview may be of powers that be constantly use people like Belirens ssessesesene understand this iellectually, but we will usually

— 2 reasonably talented singing actress, who has transiate it im0 an thing rather than a
never figured out how ®-use her voice. kt has Certainly there must be people out there who vocalism. This is really only haif of the formula
To start with, [ thougix Deborah Voigt sounded also beca my f are supposed * agree with me Opera is not something for The connection that 3o ofien does not get made is
magaificent; once again giving  visceral, sharing © be able 0 attract the world’s best suage , Yuppies % use as beckground music at dimner scully very simple: the place where truth in
performance. I haven't seen such a powerfil and direciors and desigoers, but 10 use parties.  It's not supposed © be “pretty.” cting comes from is the same place that true
well sung Chrysothemis since Rysanck. As people like Moshinsky (sad we all know what his ‘ Everything else aside, i is still drasua; but it is voices come from — they cannot be separated.
usual, ber physical size did not bother me once, productions are like — his recent Oello, for onc). - drama whose eacrgy must canry in large spaces The crux of the matter is fecling; if we are not
Whenmsinpmwnmdisdmmm : Mwmmmmm compietely open, then neither will our voices be
(& la Cabalié), she could look like the side of a Hm.mmmmwm " singers, no matier the size of the house. Its insent entirely open, therefore we are powerless to affect
barn and I woukin't care. Also, James King, subjective matiers of taste and politics, and best - 15 %0 make a person feel — and the only way that our sudiences. Many singers have: figured out
though past his prime, showed all the grace and handied by thoss who know more about the than ~ canbappen s for the singer 0 also be sbic © foel bow w fake it, but I belicve it is much more
power one would expect from such a seasoned L 1am a singer, aad oy biggest concern facing . and share all of his energy. 1 remember Brenda effective 10 be honest.
and gified performer. opers today is the decline of real voices. (1 know Lewis (a groat MET artist, and ome of my mestors ‘
mmunamndwmaﬁmﬁewpk.lmit in college) was ofien asked bow one could [ TP
Thea there was the rest of the cast. For one, it eally i related — at lcast in my mind.) This dramatically justify, in effect, singing a play. Her
quite interesting how much better you could hear trend toward hiring singers who record well and response was that "opera is about emotion® This rampant problem in the singing worid really
Mme. Behrens on video than in the house. Her making them stars bas o stop Most of the ~ emotion 30 strong, in fact, that it cannot be is not the fault of the singer. Most singers are not
voice sounded about three times larger than if is glamorous new “opera suns® today can't actually expressed in amy way other than . Mere given this information, or, if they are, they are
hﬁcm—modﬂlmold'ngbchniqzmm sing open in a large bouse (some can’t soem o speech would only scratch the surface of what you bot properly shown bow 10 use and develop it.
clever microphone placement can do wonders, get through & role on stage, period). The omes - need © convey. “Yes," she would sy, “the This is the fault of teachers and, in particular,
And 1 would really like %o know how many ™ho can ofien don't get hired because bis voice is words are important, but not as important s the conscrvatories and universities where emphasis
performances they bad w splice wogether % get Yoo loud or she's “not attractive enough” (read imtent behind them.  You must sing from your seems 0 be on anything but leaming to sing. 1
what came off a3 a barely passable performance d"‘“‘”f"’"""" or “wou't look good om & guts, your croxch, your soul,” bave never run into anyone who said he learned to
out of her. I went 10 & few of those performances CD cover’) lfthumnimml.apur sing in & conservatwory. One, because most really
last year, and her voice never did speak on every smgers will become obsolete — the new “stars This can, of course, transiste ®0 a very veristic good teachers will not teach in that setting due
note (and when it did, I was usaally sorry). Then will just stand on stage while lip-synching o their - styls of singing, aad, taken 1 the extreme, the politics involved, and, two, because emphasis
there was Brigite Fassbacnder. [ could be own recordings! mot be switablo for all voices or all kinds of - tends % be on *how much® rather than "how
wrong, but I don't believe acmaily a singing. Mmhb&mdm well.*
single note of the score. Ashruleonnll, .r°"'°'"""’h"’“"‘h';"’l"“""'!"“-hl . from your center seems ® be completely foreign
she scresmed the cntire thing — I hardly think than any other art form is its immediscy and i ® singers and wachers these days. Even the As a former stadent, I know that I never had time
Richard Strauss would have approved. excitement - that it is Live and will be gone whea lightest Barogwe ot bel canto opera needs 1o be © unlearn bad habits and develop new comect
: the curtain closes; as Adrisna Lecouvresr says, s sung ~ the idea that early music or Mozart should ones becsuse I constantly had to leam new
As for the production values, with puke green and soffio  la mia voce, che al nuovo di morrd. It is «--be sung squarcly and off the body is sheer and reperioire for juries, recitals, operas, etc. I never
piss yellow scts and costumes, I don't think the an art form t be shared with a live sudicace, not utier nonsense. Unformmtely, this has become an 80t 10 add repertoire when I was ready o add i,
MET could have produced an uglier production if 8 cold microphone. That's mot 0 sey thet artists accopied and, im fact, sought afier technique T was wld what to0 learn and by what date. Some
it tried. [ understand that Elekrra isn't a predy should not be recorded for posterity and faiere which bas made a lot of besstifl and posentially call this “discipline.” I call it tyranny. Above
siory, but come on! Am I wrong, or is i not enjoyment - 1, for ons, would be lost without » excting music dull and lifeless. (This season’s all, an artist needs © be flexible and do what is -
possible to give a dark, bleak reading of a work recordings of Nilsson, Callas, Corelli, etc. But 1 , Flgero st the MET is a prime exampie.) More right for him in his own time. Take that away,
without actually wnflatiering % the singers, believe that the point should be 10 preserve great importantly, the media Bype sround so masy and you lose part of th , creativity that makes an
or 30 rough on the members’ eyes? voices, a historic performance, or a legendary singers of this variety has camsed an erosion of artist special. Of course, singers who are destined
They managed o do it for Ni interpretation, not simply 10 record axything, just taste.  Audiences and lisencrs have siowly 0 be puppets thrive in this atmosphere (and will
for the sake of seiling s recording. One should be become conditioned accept  mediocrity in get along well with most of twday’s conductors
Now, perhaps I am being %00 hard on the 4 veteran of the stage first; oace proven as such, singing as the standard. It has gotien o the point and directors), but the real artists tend to get
performers — afier all, they scemed ® be trying he may have the oppormunity 1 record anything he where & truly fecling artist scems out of place and weeded out, of learn to curb their individuality in
Given what they had % work with, they made 2 wishes. For example, I bave no problem wich spparcatly will eves frightea people, especially the hope that they still might get to work on their
valiant effort. I suppose 1 really have no right to Pavarotti recording Orello. Personally, I would those who do the hiring caaft ~ the "some is better than none” theory.
m_m.ﬂ,hmmW.‘ never buy it. But he bas cerainly more than . ‘
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BACK TO THE
FUTURE

*Torniamo all’antico; sara un
progresso® ("Let’s go back to the past; it
will be a step forward"), said Giuseppe
Verdi in reaction to new trends in Italian
opera composition in “the late 19th
century. He might have said the same
about the even worse situation in opera
performance today. Let's take a look at
a few "new" recordings that might have

" found shelf space at Bussetto:
Surely the prize of the year ic-

Wagner's Tristan und Isolde in a
kinescope of a guest performance by the
Bayreuth Festival at the Osaka World’s
Fair. This is probably the most famous
and arguably the greatest of Wieland'’s
shows: a thousand and one light cues
bathing a sparsely-furnished stage and
those oppressive phallic towers looming
far upstage.

From stills of this production you'd
think it was statuesque, gloomy, and
rather cold. (I did.) No. K's fluid,
graceﬁ:l.pmiomte-—(thaﬂlay it)
Italianate. But that was to be expected --
remember how Wieland’s Ring gods
traded their homed helmets for togas? (In
his progmm notes, he compared
Brilnhilde and Wotan to Antigone and
Creon) So, oddly enough, Isolde and
Brangine end up moving like Francesca
and Biancafiore.

How they look is the second shocker:
Wieland pioneered the use of “Star Trek"
clothes in opera. These sheath-like

- garments are of no particular period.

True, a quarter of a century later, we see
the "60s influence: Birgit Nilsson’s Jackie
Kennedy flip is amusing (but flattering,
tool). . ln',_an effort to suggest
(psychological more than physical)
lity, Wieland d 1 his princip}

" in leather.

Even with a mediocre cast, this
document would be worth twice its
price (I paid $75 for a very poor
quality pirate of this performance a
decade ago). But Bayreuth could at
that time boast a dream cast.

Is it possible we will ever see again
an artist the quality of Birgit Nilsson?
Here she is at her vocal peak,
balancing her legendary laser top with
a warmer, more pliable middle, and
(surprise!) a gritty chest register - a
testimony to her insistence on
balancing German with Italian
repertoire. By this time, the diva had
sung over 100 Isoldes, but every
phrase sounds newly-minted:
"Nimmermehr! Nicht heut noch
morgen!® as angular as anything in
Erwartung; *Er sah mir in die Augen"
limpid as spring water. She finds the
key to keeping Act Il lively in a dozen
varistions on sheer bliss — as if the
Liebestrank were laced with really
good acid. I had never thought La

" Nilsson so graceful or agile: she's

happy and peppy and bursting with
love. And what a delicious dessert is
her Liebestod: a perfectly-judged final
course, not a scparate meal. .

“*He gives her class and she gives
him sex,” said Katherine Hepbum
referring to Fred Astaire and Ginger
Rogers. When we speak of Nilsson
and her partner Wolfgang Windgassen,
we might paraphrase that expression,
"he gives her kunst and she gives him
stimme.” The German tenor combined
an un-glamorous voice with world-
class musicianship and expressiveness;
his partnership with Nilsson ranks with
Caruso/Farrar and Melchior/Flagstad
as one of the century’s greatest. He
rarely sounded better than he does
here — the voice is uncommonly fresh



. and full of vitality, even in the uncut
Act IIl. Under Wieland's tutelage, he
broods as she rejoices, Night to her
Day.

Legendary Hans Hotter contributes
the most impressive Marke I've ever
heard. The low tessitura of the role
suits his sometimes problematic voice
and his monolithic characterization is
simply overwhelming.  Supporting
roles are in capable hands; a hearty
"brava” to Herte Tépper for her
involved réading of Brangine, a role
that scverely tries, but never
overwhelms, her mezzo.

Pierre Boulez leads the fastest
Tristan you’ve ever heard; he makes
Bdhm sound like a stick-in-the-mud.
If the result is more passionate than
poetic, that's surely preferable to
James Levine's tempo di molasses. 1
cannot recommend this release highly
enough. Buy it now or I'll never

speak to you again. [Legato Classics, -

LCV 005)

Shbhhhk

BRIEFLY: The most famous opera
video of all time, the Callas/Gobbi/
Zeffirelli/Covent Garden Tosca, Act
II, has finally been released
commercially by EMI in clean sound
and picture. Warning for the
uninitiated: this performance will
trouble you - the torture, rape and
murder are too real for comfort. So
don’t watch it just before bedtime.
Included is an odd Callas concert at
the House of Veggies in 1962 on what
looks like a set for Hollywood Palace
("Hello, I'm Maria Callas. Let’s have
a big hand for my guests Liberace and
Alan King..."). She’s in her Jackie-
clone look and s0-s0 voice for arias
from Don Carlos and Carmen. But

it'’s nice to have as a bonus to the
Puccini. This video is a steal at under
$25. [EMI Classics PM 807]

LAl Ll L] ]

Two CD releases on Gala highlight
lesser-known aspects of La Divina’s art:
GL 323 presents her celebrated rehearsal
with Rescigno and the Dallas Civic Opera

Orchestra. ListentoMaﬁawadnthe(

boys in the band how rubaro works; thrill
to the best high E-flat she ever sang.
GL 320 offers La Callas’ Alpha (well,
Beta) and Omega - a mesmerizing
Kundry in Italian (immaculately
Wagnerian), and a recently rediscovered
few minutes of Callas singing Ah,
perfido! in 1976 (ust a year before her
death). No, the voice isa't a wreck.
With no one listening except her own
cassette deck, Maria sings as well as she
had in 1960. In its own way, this
performance is even more heart-breaking
than that last concert tour with diStefano.
The voice is still there, the art is still
there, but the nerve is gone.

Each of these CDs is available for
under $5.00. Living in the past may be
dangerous, but sometimes it’s the only
way.

- Giovanni Fucirna
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Goes for rock
and roll; a bot
dog makes her
__lose control

minuet, the
Ballets Russes;

THE MONTREAL
THING

Weicome Enzo Bordello, FB’s new critic-
at-largel -

With a wind chill factor-near the free-
zing mark, Montreal in April is no substi-
tute for Paris in the springtime. Never-

. theless, the French ambiance of this
" historical Quebec city lent a touch of

idiomatic comectness to the local opera
company’s presentation of Bizet's
Cammen, featuring Diana Soviero in her
first performances of the titls role.
Although encountsring La Soviero as La
Carmencita made a compeliing reason
for visiting Montreal, the real surprise of
this Canadian excursion was my chance
attendance at a joint recital by Aprile
Millo and Louis Quifico.

Billed as an ali-Verdi concert, the pro-
gram presented by Millo and Quilico re-
sulted in one of the most laughable
musical fiascos | have ever witnessed.
My partner had wisely chosen to spend
the evening at "Le Campus,” one of
Montreal’s famous gay clubs {renowned
for its sli-nude male dancers), and |
ragret not having done kkewise.

Quifico could at least plead advanced
age as the cause of his wobbly barking
and cracked high notes, but what ex-
cuse can Millo continue to offer for her

obvious vocal problems?
with Tacea la notte from
Verdi’s // trovatore, Millo’s singing was
marred by choppy phrasing, shaky inton-
ation and appalling lunges at high notes.
After a chilly reception from the audi-

piano. However, she would sing what
she could of her scheduled numbers (in

. actusdity, only "Ritorna vincitor” was

edited from the program.) When the
audience bsgan to mutter in astonish-
ment, Millo defensively remarked that
we could hardly be disappointed since
she was sharing the svening with "a
great baritone.” Well, April, with all due
respect, there was nothing wrong with
the plano and disappointment is to be
expacted since the baritone ceased to

be "great” years ago (if ever).

Miflo and Quilico mumbled and stut- .
tered their way through the Aida-
Amonasro portion of the Nile Scene,
then retumed for individual numbers.
Millo offered the worst rendition of
Rusalka's Song to the Moon | have eve
heard, full of gooey portament/, man-
nered inflections and absurd Delsarte
poses. While she performed the aria in
dubious Czech, the delivery was pure
prosciutto. That aill-purpose grandezza
Millo refies on to vogue every role in he
repertoire will simply not do for the
fairy-tale creature Rusalka. Inexplicably
she ended the aria with a clenched fist
raised in a ridiculous "Guerra!” gesture
more suitable for Norma (an opera Millo
has been threatening to add to her re-
sume in futura seasons). And by the |
way, what happened to consist-ency?
After all, the evening’s fare was adver-
tised as all-Verdi.

For her single sncore, Millo sang L'a-
itrs notte from Boito’s Mefistofele, dedi
cating her performance to the memory
of Claudia Muzio. Millo then admon-
ished those audience members unfamil-
iar with the Duse of Song to "go out an
buy some of her CDs. You're in for a
treat.” Milio was her own treat, how-
sver, falling to her knees at the earliest
melodramatic opportunity, crawling
around the staoe in black cocktail dress,
pearis and six-inch heels, ressmbling
hysterical Madeline Kahn in What's Up
Doc?. To quote Anna Russell, "I'm not
making this up, you knowl”

Quilico capped the evening'’s hilarity
by foolishly tackling "Largo al facto-
tum.” Walking with the aid of a cane,
Quilico became totally lost in the patter
section of the aria, then began to ad-lib
several "la, la, la’s” until he could figure
out what went wrong. Hoping to sal-
vage this grussome evening, Quilico
touched the high note, got overly confi-
dent, tried to swell it -- and cracked
atrociously. The audisnce winced in
horror, then supplied polite applause for
their embarrassed compatriot.

The party is over for Millo. After
years of exciting but erratic work from
this self-prociasimed vestal of ltalian
opera, Milio apparently hit rock bottom
with the recent Lombardi crisis at the
Met and this recital only confirmed that
her career is in shambles. If Millo had
dared to present such a concert to a
New York audience, she would be
forced to take up a new career as a



Bette Midler impersonator. The tragedy
of Millo's situation is that she began to
believe her own hype and subsequently
tried to fill the vacant shoes of Tebaldi
and Milanov with ego, not substance.
At best, she was a respectable "B"
soprano who recalied such lesser lights
as Stella, Tucci and Cruz-Romo -~ and
even they were more consistent from
night to night than Millo.

It was interesting the following eve-
ning to compare Millo’s accomplish-
ments with those of the lesser-known
but infinitely more gifted Soviero. Sov-
iero is at lsast ten years older than Millo
but sounds younger, fresher and techni-
cally more poised than her feliow italo-
American colleague. Of course, Soviero
is a lyric soprano and has never pretend-
ed to be anything eise. Millo pushed her
voice beyond its lirico-spinto compass in
a premature effort to fill out the heavier
Verdi assignments.

. Soviero has emerged as the cult diva
of the 90’s and the reasons are not hard
to fathom. Her career is highly reminis-
cent of ths late Dorothy Kirsten’s. Both
artists were born in New Jersey. Both
polished their craft at the New York City
Opera before moving on to the Met
{Soviero’s intemnship thers was consider-
ably longer than Kirsten’s). Both made
Puccini the core of tiveir repertoire, with
frequent Traviata’s and assorted French |
and verismo operas to round out their
professional profile. Both are esteemed
by the conoscenti for the depth of their
characterizations (even if Kirsten stub-
bornly maintained an often inappropriate
image of glamour, e.g., her too-too
coiffure for the decidedly ungiamorous
Minnis in La fanciulla de] West). Both
were viswed as "useful® rather than
essential sopranos by the impressarios
of their respective eras.

Not unexpectedly, Soviero’s Carmen
was a highly distinguished piece of
~ work. The soprano was announced as
* “performing with a severs case of bron-
ychitis, but her ailment was noticeable

only in an understandable reduction of
volume. Like all truly imaginative art-
ists, Soviero made a virtue of her handi-
cap, spinning delicate piannissimi to
seduce and deceive the various men in
Carmen’s life. In general, Soviero was
an uncommonly elegsn’ gypsy with a re-
freshing touch of the romantic about
her. Her dancing was remarkable for its
uninhibited gusto (rare ' this role) and
her reading of the Card Scene was al-

¢

most Piaf-ike in its simplicity. In addi-

tion to her interpretative assets, Soviero
was a highly attractive stage figure,
stunningly gowned for the last act in a

dress of burgundy velvet with black lace
accents. . -

Antonio Barasorda, scheduled for a
Metropolitan Opera debut this fall, was a
burty Don Jose in both sound and ap-
pearance. The tenor’s interpretation
was unvelentingly forceful and ultimately
provincial; | seriously doubt he will make
much of an impression at the Met. Gae-
tan Laperriers was a handsome Esca-
millo, refined in voice and bearing, while
Lyne Fortin’s Micaela revealed an engag-
ing presence and formidable technique
(diminuendo and mese di voce were put
10 expressive use in her aria); both art-
ists were appreciably at home in their
native French tongue. Alfredo Silipigni’'s
conducting was routine, lacking both
tension and forward drive.

Uzan’s production strove for profun-
dity at the expense of the local color
that Bizet so carefully crafted into his
score. By cutting such spisodes as the
children’s chorus and the last act
procession, Uzan robbed the work of its
fascinating contrasts. Given his Parisian
upbringing, Uzan produced an oddly
Germanic , stark, sober and
heavy in its choices. The action of the
opera was played out in a single unit
setting, the interior of a buliring, with
the ever-present chorus dressed in black
and ringed around the playing area. The
production sesmed to owe something to
Peter Brook’s deconstructionist staging
soen in New York over a decads ago. It
wasn’t my idea of Carmen but at least
everyone approached the production
with commitment and energy. Hopeful-
ly, there will be opportunities to enjoy
Soviero’s Carmen in a more traditional
context and when she is in better

heaith.

- ...~ Enzo Bordello
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PB welcomes your comments,
sugqestions, and cries of ecstasy!

www.parterre.com

UNMASKING THE BALL:

. Notes for an Imaginary Production

Antefatto
Richard Warwick, governor of a large southern state is running for re-election.
In four years, he’s balanced the budget, built up the infrastructure, trimmed the
cy and transformeil the state capitol into a Mecca for the performing arts.
So why is he such a tough sell for re-election?
. For one thing he’s not so discreet as he used to be about his bisexuality. Not
since he hired that very young, very queer boy Oscar as his secretary. (Oscar’s

typing is weak, but he came with a sterling recommendation from the Man 2 Man
escort service.

Warwick’s spin doctor, René Ankarstrom has been working overtime trying to
convince the media that Warwick’s one-night-stands constitute *a deep and abiding
devotion to education and opportunity for inner-city youth. *

Mrs. Ankarstrom (Amelia)’s selfless devotion to the siate’s welfare has led to her
appointment as “first lady pro-tem, * hostessing many a public function for bachelor
Warwick, ,

ACT ONE - scene one — Wami&’s office: a room full of men in gray suits.
Oscar and Warwick are in workout gear (they've just come from the gym)

Warwick takes the “list of traitors” from René, crumples it, and tosses it into the
wastebasket (2 points!)

The judge is an elderly fundamentalist with a white, blow-dried pompadour.

Oscar vogues "Voita la terra.” Between verses he looks in his desk...finds fliers

During "Ogni cura," Oscar disappears for a moment, returns with sailor caps for

 himself and Warwick...They improvise a hornpipe for "alle tre!®

Scene 2 ~ a loft.

" Ulrica is “channelling.” Some of her followers are operating catﬁcorders and

portable cassettes. Others are writing checks.

‘Warwick points out to Silvano a letter on the floor ("Did you drop this?*"); it
contains a check.

Amclia; driver (young kid, ponytail) talks to Ulrica. He recognizes Warwick and

Amelia in dark glasses, trenchcoat.

Sam, tom and the others in an assortment of ill-fitting "sailor™ ouifits (sweaters,
pea-coats, etc.)

WarwickasksUlricatotcllhisfomme-insmwd.shctumsaway. He grabs a



from her and sings "Di’ tu se fedele” as a lounge act. 2nd verse:
Oscar and 2 other young guys improvise "backup singer” choreography. Sam,
Tom, etc. find this revolting & make "faggot” indications (bent wrist, &tc.)
"E scherzo...” Warwick mocks Ulrica by imitating her "channelling” contortions.
Silvano brings in reporters with video cameras and lights. Warwick photographed
handing check to Ulrica, shaking hands and embracing Ankarstrom. Warwick and
Oscar talking to press as curtain falls.
ACT TWO

The outskirts of the city — deserted streets and an empty lot near the house of
detention.
A young kid carrying a gun runs across the stage. A man and & woman near a
broken streetlight smoking crack. They scatter as they see headlights of a car
approaching. ' '

Amelia steps out of a limo and convinces the chauffeur to drive away. She reaches
into her bag, pulls out a Bible, holds it to her breast, and prays.

She turns on a flashlight and looks around the empty lot.

After the love duet, more headlights sweep the stage. René steps out of a cab —
indicates he wants it to wait. Amelia puts on her sunglasses and scarf.

"Odi tu, come fremono cupl...” René is trying to hail another cab -- finally one
stops offstage right — Warwick leaves.

Sam, Tom, their followers and with TV lights stop Amelia and René. In
the scuffle, Amelia loses her sunglasses. The TV lights are on full. Flashbulbs go
off. René shoves Amelia into the cab, gets in and slams the door.
ACT THREE

René’s office. Several large television screens, a fax machine.
He enters and switches on monitors, all tuned to news stations - shots of Warwick

with Ulrica, Oscar; "bootlegged” footage of Amelia and Warwick. He never looks -

at Amelia, immediately begins typing at his computer as he berates her.

Amelia turns off a "master switch," blacking out all the monitors except one,
freeze-framed on her face. She sings "Morrd, ma prima ingrazia® silhouetted
against the screen.

On the intro to "Eri tu,” René turns the monitors back on. He points to War-
wick's face on the largest monitor.

"O dolcezza perdute”: the monitors show Amliaintem(assheguﬁlmedin '
Act 2) ‘

!
'

~

“Dunque 'onta...": René unlocks his desk drawer, pulls out a revolver, places it
on the desk, o ‘

_The three men unclip their ID badges and toss thém in a bowl. Amelia draws one.

It’s dawn when Oscar enters in leather jacket, obviously still high from the night
before. He "channel surfs® René’s video monitor’s until he finds MTV, and dances
along as be sings "Di che fulger..."

_Amelia reaches for the telephone, but René grabs her hand as the curtain falls.
Scene 2 — Warwick'’s dressing room.... A weight bench, a huge signed poster of a

Streisand concert, a life-size cardboard cut-out of Maria Callas, five or six assorted
costurnes lying here and there.

 Warwick is changing into an all-black outfit.

Oscar caters and hands him a note. Warwick kisses him, grabs a quick feel of his
butt. Oscar squeals, grabs a hanging bag with his costume and runs out.

The Ball (an AIDS benefit). Rainbow colored decorations and various banners.

sters.

Osarhdngua'mbmte.' During "Saper vorreste” he indicates one man
after another in the crowd, unmasking them. At least once Ankarstrom reaches for
his holster, but Oscar treats it as a joke.

1 ribbon on his shoulder) dance together, a spotlight on them,

. as guests watch admiringly.

The lights dim as the guests dance. Warwick and Amelia sneak to a corner of the
floor. We sce the flash of René’s gun going off, then total darkness.

Sam and Tom, Renfé on the floor

.disalmed.doctouattendingWarwick. Oscar, in shock, pulls off his wig.

On the chorus "Cor si grande,” Amelia kneels, weeping and praying. The medics

clear a path through the crowd and carry Warwick away on a gurney, as police

- drag off the conspirators.

"Notte d’orror” — The media go into a feeding frenzy. Oscar protects Amelia
from the glare of the TV lights as flashbulbs illuminate a banner reading "GAY
RIGHTS ARE HUMAN RIGHTS!."
Curtain.

— James Jorden



Don your tiara and dash on up to the Sylvia and

. ‘ * | 8..
Danny Kaye ' : "
Playhouse at Hunter College for La Gran Scena’s triumphant return
to New York (11/26-27, 12/2-3). The troupe’s subtlest vocal (and

. comic) effects should take on a new bloom in this intimate venue.-

b

Besides the ever-astonishing Vera Galupe-Borszkh, this year’s roster

. includes up-and-coming falcon Mile. della Vacca-Broune, essaying’ i

her first Amneris. (P.S. the show is outrageous enough for your
tackiest girlfriend, but clean enough for your grandmother. How do
they do it?) Call 212-772-4448 fortix. . : :

Heads will rolil That still young soprano (who was such a mainstay
of the Met’s Italian wing in the 1980s), has "withdrawn" from a .
new Met production next year, to be replaced by an under- g
appreciated diva ten years her seniorl :

Faggots Unite! Parterre Box is leading a boycott of this year's L
Barbiere at the Met. These performances are fill-ins for the , " -
cancelled reviva! >f Death in Venice, the only time in recent years ™
the Met has pulled such a switch. (The Britten was still on the'j 2 .
schedule as late as last winter when subscriptions for ‘94-'95 went
on sale.) Whether the big bad Volpe’s story about low ticket sales.
is true or not. (I don’t believe a word of it), the Met is depriving its’
audience of a beautiful and highly-accessible gay work.- Let ", ,_=;j;{‘-’;.i.§
Crawford, Volpe and Levine know how you feel, and if you see that
iganish hairdresser, lay him out to filtht - *™ ' =%

B
.
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