CHAPTER 2
C0

Aria Suggestions

LOTTE LEHMANN

1. Mon coeur s’ouvre... Samson

2. Connais tu le pays Maignon

3. Pleurez, pleurez mes yeux Le Cid
4. Fidelio (the whole opera)

Lehmann drew the cover for her book about her
signature opera roles.

Here are Lehmann’s ideas about various opera arias that were not included 1n her
book My Many Liwves, which focused on her most important roles. These arias are in
random order. In the transcriptions of her handwriting, I have taken the liberty of

correcting some of Lehmann’s spelling, but have left her word order 1n tact.
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Transcription of Lehmann’s Suggestions for Dalila’s aria for a concert

performance.

Aria of Dalila: “Mon coeur s’ouvre a ta voix”’ Saint-Saéns

Be from head to toe the enchantress...You lean at the piano (don’t stand there
erect and with square elbows!!!). Your body shows a lovely line, as if you start to
walk in seductive gracefulness over the stage. You start the aria very subdued, with
sweetest pianissimo. It 1s a soft and subtle crescendo until “T’aurore.” You talk of
the lower which opens to the morning sun. Your crescendo symbolizes this
opening: feel the floating sweetness 1n 1t, imagine, if you would draw what you are
singing, this line: [See Lehmann’s drawing]

“Aux baisers” — take immediately the thought of the sunrises into your own
feeling...Everything in nature seems to be a part of your glowing desire...The
Intermissive music (two bars) use for a leaning back, so that you can start “Mais, 0
mon bien-aimé” with a movement forward. (This play of leaning back and
forward goes through the whole aria. It brings the impression of acting without
overstepping the limit which the concert platform naturally demands.) But singing
an aria in a concert is something which has to be compromised: you have to give
the idea of acting. Not with your hands, not with real movements, but with the
suggestion of both.

“Mais, 6 mon bien-aimé” sing with more vividness. And give a quite lovely
musical line “Pour mieux sécher mes pleurs.” Your voice has developed now into a
warm mezzoforte. Go back into a subito piano: “Que ta voix parle encore!”
Think: oh his voice has made me happy, I heard out of the tone of his voice that
he has succumbed to my charm.” Your eyes are closed, sing like a whisper, our
body sways back in the two bars which follow. “Dis-mo1” you bend forward again,
your hands seem to stretch out — in the desire to grip his hands. A great and
accelerando crescendo to “jamais!”

Then go back with voice, hands, body and come slowly forward, beginning
pianissimo, “Ah! réponds a ma tendresse!” Sing “tendresse” with a sweet sensual
quality of voice. Crescendo in power and expression until “Ah, verse mois.” But

take your time and try to calm down inwardly before this climax: it is
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important that you sing the high notes with a warm and broad forte. Give a pas-
sionate accelerando and sforzato [see Lehmann’s music| and throw yourself so to
speak into “livresse.” Play with the word: with the “r”, and the “s.”

Four bars of the music between the two verses are in the same mood of your first
verse. Feel the flow of music with your body. The next two bars (3/4 tact) have
something new: a glittering and iridescent movement. You have seen in Samson’s
eyes that he 1s not quite your victim yet. You — the experienced enchantress — try
now another way of seduction. The whole scale seems to be at your demand...
Your voice takes now a silvery light quality, your eyes loose the heavily sensual
dreamy look. Like a bird — light, bodiless, in dancing gayety — so you start the sec-
ond verse. The tempo is naturally somewhat quicker than the first verse. Play with
the French words, take advantage of their playtul elegance!

“Ainsi frémit mon coeur” with subdued passion. (Play with the “r” in “frémit !)
Sing quietly “prét a se consoler.” (When there is a sentence ahead which has to be
very expressive, you bring this better to life if you try to sing the phrase before
quiet. If you sing everything excitedly, then there are no heights and depth — and
only those make your expression colorful and interesting.)

“A ta voix qui m'est chére!” has the same sensuality like in the first verse. Every
word 18 a caress, every word 1s a mirror of your burning desire. The next phrases
“La fleche est moins rapide” have a very distinctive accellerando and increased
passion. Why? : imagine that you see, Samson does not succumb yet. Perhaps even
he tries to turn away his eyes, tries to escape your dangerous charms. But you, ac-
customed to victory, hold him back with the power of your passion. Sing very dra-
matically, with a superior sourness of yourself until “dans tes bras. (First time).
The repetition “a voler dans tes bras” has a sforzato on every note. It 1s as it you
draw him into your arms. He is conquered, he 1s yours now. And now you sing in
a broad floating line the last phrases of the aria. Start “réponds a ma tendresse”
piano so that you have the possibility of a great crescendo until “livresse.” The two
“Samson, Samson” are intoxicated — eyes closed, body swaying backwards. “Je
t’aime” 1s a beautiful crescendo. It 1s like a cry of passionate triumph. Watch your
breath here: it 1s better to shorten the high tone and end with a broad forte, in-

stead of giving out too much and then being breathless on the end.
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The public must have the impression that you could hold the tone as long as you
want to...
General remark: avoid to give the impression of squareness. Your arms, your

hands have to be supple and expressive.
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An extended version of this aria’s suggestions in Lehmann’s handwriting follows.

Connais tu le Pays
Thomas

You know the story: WNhhelm Meister, the young gentleman, who has
saved you, the girl Mignon, - from the brutalitics of your master, 1is eager
to know from what country you have come.

Remmmber: noone has ever beem kin@ to you. Wilhem iz the first persoa
to show yvou friendliness, the first one to show any concern about your
well being. Your gratitude and adoration are boundless, Beoretly you have
stolen away from your watchful master, to seek Wilhelm, You want to thank
him, to gzive him some flowers which you have found in the meadow. They are
all that you possess, Wilhelm /tduohod and deeply moved ;takes the flowers
from you, He wants to hhalp you, to free you from the slavery of your
dreadful existanee. He wants to take you back to that house which was once
your home, from which you were stolem and given as a slave to a tribe of oruel
gypsies, But you can't give any definite answet to his guestioms. You
don't know your name, or your age, or the country from which you have come.
You can only tell him of your Wwague dreams with their fleeting dmages of
your ohildhood which seem to form more and more vividly and kindle your
burming longing for your hemeland and your father's house to flame.

The prelude expresses your slow awakening to the images of your past.
You stand with your head bowed, - raise it very slowly. Your eyes seem to eme
emerge as from a deep dreame
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This musie is the first really clear recollection of the piotures which
are buried in vour subconscious mind, Like glittering rays of the sun
this music penetrates your mind, sunrays which sparkled everywherd in the
sunny land where vou spent your childhood.

Start to sing very plano with a dreamlike expressions Follow every
new thought, every new picture whioh comes to you with inoreasing expressione
React with your oyes -~ smile with all your heart in delighted remembrance.
With "sous un ciel toujours blwm" the last rays of the sun seem to ocaress
the image of the lovely country which veu see befors you as a radiant imagee
Then coming back to reality you sigh deeply - "Helas"! All your longing,
all your hopelessness is expressed in your regret that you wan never follow
him, your knight, your saviour to the happy land from which fate has snatohed
yvou. You see Wilhelm 80 as a person blessed with happiness and all of life's
treasures, that you can only imagine him on the way to this beautiful home-
landgv» Sing "o'est 13," with a soft longing pilano and them sing with
emotion the outbreak of your desires (But save the utmost of expression

for the seocond verse., If you sing the first verse with too much abandon
you will rob yourself of the possibility of a real olimax.)

In the interlude your eyes should seek to pemetrate still further the
haze of your awakening memory.

o
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This music is, %0 to speak, like the raising of a curtain. Suddenly you see
clearly before you - the house. Great excitememt séizes you, With quiockened
tempo, inoreased expression and vividness you paint the pistures which float
before yous Pillars of marble - a glorious hall, a beautiful soom all in gold
with statues of white marble, which when you were a little child, cometimes
frightened you as you passed theme. They always seemed to ocall Lo you - and
they call to you nmow and strebch out their arms toward you, consoling and pityins
youe And there in the wonderful park, is a lake, You remember all the
boatas whioh floated there in the moonlight, They glistendd and shimmered with
flowers end gaily coloreipaper lanterns, And under a great tree on a wide
terrace people danced in beautiful gowns. Perhpps you remember vaguely the lovaly
lady who was your mother. Perhpps you see her dancing, dreamlike, in a wide
floating gown of shimmering brocade,

But you know that everything 1s unreal, a dream, an image of vour
phantasy,.

With inoreased longing and desperate desire you sing - "Helas | Que
»e puis-je te suivre.." Sing "o'est la !" with a long drwan sliding up,
going from a breathy pianissimo in a broad orescendo which expands into a
glowing, warm, floating forte !

Slide uwp
N
T/\ ) {A ‘ | ( = = .’“\\ 3
e T e e
A L S B M S L O = ".f_.;. S 1 o .-
Ty %ieat “1a, o'est la, aque Jo vond drais vi = vHe
!
Do this sliding ____\._,_x__‘_-"'\ — very dfmtinotly.
e ) . . v—
=y
o' est la

"l — 1 1 4\1!’ — ‘_’:E—-.
{_‘: i wr y < = — _' - . 2
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oui o'est la

in other words breathe after "oui"™ and hold the "li" in a long fading
planissimo,
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This Le (id aria interpretation idea has this “back of the page” response from LL
which I transcribed. Then you’ll find LL’s first draft, followed by an edited

secretary’s version. This was all done for a singer named “Anne.”
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Transcription:

I wrote this before we talked today (July 2nd) about the prelude once more. You
told me that you don’t feel at all what I try to develop in this prelude. For Heaven’s
sake: don’t do it then! Only honesty can be really convincing in art. Never do any-
thing which you don’t feel with mind and heart!

Stand now through the entire prelude in a majestic poise. [pose?] Don’t move, be
like a marble statue. Only by the upsweeping music — raise your head slightly with
the music — your eyes have an intensified look.

Certainly this 1s all right if you do it with authority. It 1s better to do nothing than

overdoing something artificially.
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Le Cid Massenet

You have to fill out also on the concertplatform the very long prelude.
Nothing seems to me less artdftic than an unmovable face,dead and unin-
terested eyes,a lifeless body...The music floats out from your whole ine
ner being.Feel the prelude as you feel the aria itself.Let us look at

it from a me-re outside way:the pgblic sits in anticipation of youg

singiq.'l'he public in_gene does not pay sb much attentéon to the or-
chessrd prelude 2t 1

8 at you,observes you - and you have to force ttu/y‘,L

through the power of your art to feel you sing already when the orchesiA g "

W"om 8o you create harmony.
ake the lo sweep of the first chords up in your bodymovement:you

ise your hea®l which has been slgghtly bent,your eyes open wide.

—_
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11— '—;___.
7.2 F et
"j—L-i\ =¥ &3

¥hen the "dolcemstarts,your inner mind seems to listen to voices of the
past,something lovely,something happy.Then by tje M"rallentandofreality
comes back to yoy.Your body sways backwards (ewerything has, tofbe done
very subtly)yo es close for a moment in pain and despaed.Weth the

upswaging c D

-

]

=

your body follows again the muslec,your eyes open - a st there,in a
majetic poise untill you start to sing.
Realixe,Anne,that all thése movements have to be done in a very refi-

ned way.One should never say:she is theatrical.But one also should nevesg
say:she is not quite in harmony with the music...

Start
sgron

roadly and with importance the recitative.The voice has to be
and quietly floating.Remember:these are the first lines which thi ]

pdblic’ hears from you.Give them immediatly an impression of a beauti
voice,of a poised and noble spirit."Mais enfin jJe suls libre®is a little.
bit quickened tempo.End the recitative with authority.Take with your

eyes the sweep of the chord after your recitative - in the same way as
you did before

Start the aria with much expression,but without sentimentality.The gri

is very deep - a whining voice lessens the impression of real great so
row.Plaintiveness has always a lack of strength,a lack of grandeur,.Si

with Jfeeling - but your grief should better be expressed in passion tha-q,
in weeping.The little Interlfde
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is t‘e transition to the violent outbreak/Take it with your movement

of bodg and face:your eyes open like in terror.Sing with great inten-

sity and accellerando the next sentences.,

Now the remembrance comes back to you - and with it a radiance through
tears.Your fac#al expression becomes soft and sadly smil .Sing the
crescendo by "tu ne saurais jamais " with a great sweep and much passipyg .
Always be careful to sing the accented n_otes sharply - it increases

very mfch the energy and importance and helps you tremendously.Even a

voig which has not very much power will be much more expressive and

dr ¢ if she 1s guided with dramatic feeling. z o 9 M
7

—
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Go back into a soft piano by "rallentando”.Your head sinks slightly,

your eyes,with sad expression, close.But immediatly with "tempo I"you
raise gou f up to the sharp chord

/' T o - —+

——————

and sing under real tears:"ah mon pere.helas,"Here you really sing with
tearg in your voice. :

emopgance of your father has now broken down your sjgength;xou are
unable to master your deep desperation.8ing the whole past part of the
aria with greatest passion and end under tepks.
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Le Cid

Massenet

On the concert platform also, you should £ill out the very long
prelude. Nothing seems to me less artistic than an immovable face, dead and
uninterested eyes , a lifeless body. The musio fleats out from your whole
inner being. Feefl the prelude as you feel the aria itself. Let us look at
it from a mere outside viewpoints the audience sits in anticipation of your
singing., The publie in q_r_u does not pay as much attention to the
orchestral prolude. It 1ooks at you and observes yous And you have to force
them through the power of your art to feel you sing even when the orchestra
alone is performing... Only so can you oreate harmonye

Take up the lovely sweep of the first chords with your body movement,
Yéu raise your head which has been slightly bemt, your eyes open wide,

-

j : =
) ==

1

-

When the "dolce" starts, your inner mind seems to listem to voioces
from the past, something lovely, something happy. Then b% the "rallentando",
roality comes back to yous Your body sways backward (everything must be done
very subtly) your eyes close for a mome in pain and despair. With the

upswaying chord - “ Q

your body follows the music again, your eyes open and you stand there with
& majestio poise until you start to sing.

Realize Amne, that all these movements must be done in a very rofinodt
way. You should mever give anyone an opportunity to say - /she is theatrioal, '
But also ome should never be able to say:,She is not quite in harmony with the
musics (I wrote this before we talked to-day - July 26th, about the prelude.
You told me that you didn't feel at all what I had tried to develop in this
prelude., For Heaven's Sake thenm don't do 4t | Only hone oan be really
convinoing in art. Never do anything which you don't fee th btoth mind and heart,
Stand now through the entire prelude with majestioc poise. Don't move, be like a
noble statue. Only with the upsweeping musio raise your head slightly with the
musio - your eyes have an intensified look. Coertainly this is all right if

you do it with authority, It is better to do nothing thak to overdo something
artifioially, )

Start the recitative broadly and with importance, The voice must be
strong and quietly floating, Remember: these are the first lines which the aud -
ience hears from youe Give them immediately an impression of a beautiful voice ——
of a poised and moble spirit. The is quiockened a little at "Mais enfin
Jo suis 1libre". Emd the recitative with authority. Take with your eyes the
sweep of the chord after your reec ve -~ in the same way as you did before,

al

- -
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Start the aria with muoh expression, but without sentimentality,
The grief is very deep - a whining voice lessens the impression of a really
great sorrow, Plaintiveness has always a lack of strength, a lack of
grandeur, Sing with feeling, -~ but your grief should be expressed in
passion rather than in weepinge

The little interlude is the transitiom to the violent outbresk -
"Meis qui dome a woulu", Take it with your movement of both body and face.
Your eyes should open as if in terror. Sing the next sentences with
great intensity and acoellerando.

Now the remembrance returms to you ~ and with it a rediamce through
tears. Your facial expression becfmes soft and you smile sadlye Sing
the orescendo at "tu ne sauraia jameis™ with a great sweep and much
passions (Always be oareful to sing the accented notes sharply - it
increases very much teir emergy and importance and helps you trememdouslye
Bven a voice which has not very much power will be much more expressive
and dramatie if it is g—xidod with dramatio feoling.)

f. -— P —

] -

2 % ’! 3 -+ -
- 4 —
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Qu'aux cheming glo-ri - eux
Go back into a soft piamo at "rallentando™. Your head sinks slightly,

your eyes close with a sad expressioms But immediately with "tempe I"
you raise yourself up to the sharp chord

! —

and sing through real tears: "ah mon p\ero./&am'." Here you really sing
with tears ia your voice.

The remsmbrance of your father has now brokem dowm your strength, You
are unable to master your deep desperation. Sing the whole last part of
the aris with the greatest passion and end with tears.
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Though LL addresses the role of Leonore in her book My Many Lwes, the opera 1s

here much more thoroughly discussed with interpretation and even staging
suggested. This was an opera that she loved and performed to ecstatic reviews.

T et Hlonete /m/%w«
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FIDELIO

.'..‘—a’

/ $he whole first part of the great aria (after the violently
dramatic recitative at the beginn{Pg) should be sung with
almost no movement -yas if lost in prayer. Here she should
be completely*Leonore® and not at all "Fidelio" In the se-
cond part she is overwhelmed by the immensity of her task
and is s0 completely under the spell of her desperate
struggle, that she becomes "Fidelio" from lead to toe,
even though she is alone. But she speake of victory and
success -~ and victory and success are dependant upon her own
cleverness, her own skill in carrying out the plan which she
has conceived: the excusabde deception of these 1nﬂgcent B
people for the sake of her husband... With the fanfare of

trumpets she again becomes the man who in her absorption had

given PA£ place to the loving woman.

it W OY A Nt il

: i, s A
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Fidelio (Becthoven) Aot I

Floresten, a nobl-man, has been captured by his political foe,
Fizarro and thrown !nte a dungeon. Leonore, his wife, in the disguise of
a man has come to the prisom in which she believes her husband is suffering.
She works as the helper of the prison warden and listens to a conversation
between him and Fizarre who is planning her husband's murder. When Pizawwe
has left the stage Leonore enters in a fury of rare and despalr.,

This very feminine woman must consociously behave as & man whem she
feels herself u-der observation, but when she is alone, she is feminine and
softe For example the whole first part of the great aria (after the
violently dramatio recitative at the beginning) should be sung with alzost
no movement - as if lo?t in prayer. Here she should be completely "Leonore"
and not gt all "Fidelio". In the second part she is overshelmed by the
immensity of her task and is so completely under the spell of her desporate
struggle that she becomes "Fidelie” from head to toe., aven though she is sbne.
But she speaks of viotory and sucoess - nnd viotory and sucoess are dependent
upon her gwn cleverness, her own gkill in carrying out the [ilan which she
has conceived: the exousable o" %cso imocent people for the asake of her

busbandess With the fanfare of trumpets she becomes again the man who in
A

her absorption had given rlace to the loving woman,
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FLDELIO

Before studying an opera role, ona should always try to understand the story
which underlies it. You »sust have mctually lived your part, before the aotion,
which you are to btring to 1ife,commencese This is the only way to be sure of the
kind of perscnality whish jou are to represent, You certainly inow of the terrible
tragedy which Leonore has experiencéd. But now you imust make it oclear to yourself,

Is the fact that Leonore sppears in the disguise of a man and wns acoepted as a man,
proof “thet she has always been strongﬂ masculine, olever in oonoealing her thoughts ?
In reality it was terribly difficult for her to make hérself oconbineing as a man.

Ay opinion is that Leonore was an essentially feminine person. A gzlimpse of her

real se1f hes to Ye revenled in'*he lastiscens of the opera, when she osn be what

she raally is, - a loving and devoied wife, But'play up %o this revealing end.

Show in your whole acting that only the deepest love and the utmost devotion has given
you tha strength ko appear convineing in your disguise and ‘to live through the
dreadfully distrassing fact that a girl falls in love with you, the MAN...

Before the ourtain rdses ‘for your o ace you have gons on an errand which was
very painful for you. You have had to bring,the chains for the prisonerss The
thought “that perhaps these very chains would be plac g¥ugpn your huaband, - thet they
would grove so ‘strong, t there would be no way of,freeing him from them, has
tortured yeu terribly. You, whose only thought is to free him ﬁ%&mny othors
who Sheugh: innocsnt are also suffering in this horrible prison, %®4™the very one to
bring the chains, which will make) 1t impossible for him and them $wer to escape!

Tour body also has suffered, - you have not the strength of a man, but you
must seem to SHOW the strength of a men. You went~ always to provo“trg'n“fr‘f exdmsa in
that you are what you seem to be. ‘A man would perhaps say - this work is too heavy
for me, but you'lon't dare to.say it for fear that your disguise may be revealeds

Then,  always.when vou have besn away from Roooo 's hougse for a while, you are
afraid that something may have happened. Parhpps your husband whom you believe to be
in the_prisen, is dead, Or perhaps someone has discovered your secret, In which
case there would be nofhope of yowr freeing him,

How when you sppear uyon the stage you know sxactly how you must behavef
almost broksn down snder the heavy load.of ohains and the terridle fatigue from the
long trip from the blacksmith to the house of Rowco, Tut afraid that zomething may
have ‘happoned. Pntor the door; therofere, bent dseply under the load, breathing
heovily, ziving the picture of utter exhaustion. Mor s mowent youw garze anxiously
about the room, btut the faces of Rocto and Mercelins are nuiet¥and kind. TYou
bresthe more easily, your bedy, slizhtly swihigg zinks for a second sgainst the
loorfreme in  exhausiiod.” '

”
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Fidelio 2

Scens I
Act I

Rocco and NMareslline scem B8 be distressed by Fldelio's apparsat
exhaustion, Both hslp to fres him from hils henvy burden. Fidelio rreets
Marcelline with = slicsht gesture of affection, - immediately turning %o Roccd,

—FT e ¢

X x
——Haane— —jeraailina

Your whole bshavior with the zirl must alwys be that of embarrassment,
You really like the girl and suffer becauge of the tragic misunderstanding,
whioh due to your digwikise, made her fall in love with yous You nlee like
end respect Rooco and feel terridly that you are forsed to betray both of them, )

Rosoco tukesz the bag with the lmportant letters which ;ou have brought him.
Under his kind praise of your work you try to smile, avoiding his syes when
he sayss "I like you better from day to day."

Ronct immediately whan he aays "but .our reward,® At the word reward -
(Lohn) you listen intensely, then tura to hixm and say rather quickly:"But
don't think that I do what I do for reward..” That Rocco could think of you
in this wey has hurt you. B3But he stops you with a friendly gesture, saying: -
"Don't you know that I can see into your heart 77 This word shocks you
deeply. Again you feel the painful reslization of the affection end trust of
these simple peoples An affection which you, yourself, feel for them, tut
which you are forsced to betray, throurh the necessify of reaching your great
gonl- the freedom 4f vour teloved hugbund. "

The prelude to the quartet mirrors the thoughts of the thres people, who
(vefore Jaguino enters) are on the staze. I suppose that the stage director
in Buenos Aires will erranre that you stand absolutely quietly. (In Vienna
I wont over toward the right side, vory slowly, but this is rather wnusual and
very much against the tredition. By the way I liked t is very much but it
is very difficult to do without Rreanking the spell of the musice Let us
supose you are perfeotly still, ) Only your face, your eyes can say what you
feal. -¥t is well to reamlise here, what the btvo others are thinking. B5E
ALWAYS A PART OF THE THOLE - This will make you master of the stage.

Rocco thinks, looking from one %o the other: - "I think I know their feelings,
I am sure that they love onoﬁpthor. My blessing %8 with them. ¥y daughter
wild Ye happy with this good and honeat boy, whom I love even though I know
nothing of his past, his parents, and even though his behavior sooems always a
little strange,”

Marocelline thinks what she is singing - "oh how strangely happy I amf
Ky heart beats, - he loves me, I know, he loves me and I shall be s0 happy with
him.."

And you think: - "This good friendly man believes in me mnd trusts me.
He think t he can see to the bottom of my heart. But what would he see there 1
Ee would Tind bettayal and misrepressetationes Oh may he not loose his trust 1
If he should discover who Bf em and why I am hers, I should be lost ! lost
would be the last opportunity to free ny husband. I must be careful. Oh God
holp me to reach my goal I" The sof't orescendo in thebrelude is to be teken
with your w'ole body. You sigh. Your head bends down with the nccent in the
erescendos Then Marcelline starts to sing vou turn your head toward her 311525—13
Your eyes show how :ou are listening €o her, Certainly you should not
understend=sc to spesk - what she sings. Her singing is her thought. But ym

134




Fidello 3

~ know her thoughts, you rsad them in her transfigured face, in her spellbound
Tapture. You turn your head mway from her with dlistress and fear,
The first words are almost whispered, as if you are overooms by emotion,
Start %o sing a lovely melodio line with "Sie 1io%t mich, es ist Klar",

The whole quartet iz musio - no acting, Your syes must act, Reflectaw
deliontelye.ncoonts in the music,with your body, rour facial expression.
The last "o namenlose Fein" with its strong fortissimo i3 1ite a heavy sigh,
You turn your head with despair toynrd your ri ht sboulder. Rocco's call
"Fidelio" awnkens you to roality.aat startdes you - everything is frightenisg
to you because you are never sure vhether you haven't done something which
will botroy your disguise.) When Rooco says "IHon't lknow who you are or from
vhere you oome™, you reaot’with your eyes, thinking - “oh &hat is he poing
to say 7 Doez he suddenly distrust me 7 ™ “hen he sars "1 want you as Yy
son-in-lew®, you play up to him and to Marcelline with a pestume of delighted
gurprise, turning immediately to the rizht so that the publio can szee from
your expression how utterly Aistresssd jou sre. You listen intently to hime
Resct to the word "Der fJouvernour". (This iz very important for you. The
Govergor Lz the enemy who pu¥ your husband in prison)  Mhen Roeoo seys =
Wthe day aftor his departure” you say %o yourself, (furned towmrd the right
fasine tha sudliencs) as if whisperingg"Wint new mbarrassment®. You say
this without walting for a ocue, during the dialggue between Roocco and
¥arcelline,

Roooo asks naw "y children, you do love each other, don't you 7" and
you turn %o them amiling, sgreeing. this with a gesture as if you stand
at"sttention". Hever Ls sentimental. You have a danperous tondency, Rose,
ko rive the impresaion of sentimentality. It is diffioult for you, %o
ghwegthe dmprassion of distress, worry, nad pleying up to them, conwincinglye
Always remember that Fidelio has rshearsed hehaving 1ike a man. You have
practiced wmlking like a man. You are =lnays cnrefully watohing yourself
that nothing iz your bohevior may scem feminine. (No gracefully rounded
recture with your slbow, please !1111)

s axarzerated

at I wmnt it to
convey the idea
of being mascu-
line.)

You Marcelline lcoks at vou = full of love and delight. You are_never
able to look into her eyes for more than a flesting moment and here too
you only answer her rmse fleetingly, - turaing your eyes aways Mon Rocoo
says: ®© "but ons aleo needs money for e narriage® you answer with an almoat
absentminded smile, During his aria you half listen to himeand the flow
of your thoughts may be sometiing like this: - "Oh these 1ittle small
minded people, - what do they know of love 1 Roooo thinks of happiness in
marriace as comfortable living - nothing else. (Walk to the window leaning
against ite The 1isht should fall on your face. Do sure that it does 1)
"But oh | @hen shall I know hapuiness again T Where is there light for mef
7111 the time ever come again when I may live once more with my husiand in
ponceful bliss 7" (Turning baok to the ztage - jou are at the right side -
1isten arain to Rocco for a moment, half smiling, then think =) "What shall
I d0, I hevo been hers for weeks “ub I have asocomplished nothing, T donlt
ovon know if my husband is reslly hers, if he is s)ive or murdered. LYy
situstion is worse thnn sver, being now the fiancé of that poor girl. . Gh
how inpatience (walk and dowm, slowly, disorstely) tortures me 1" ﬁ,htdn
azain £o0 Rocco) -"And he talks about money and somfortable housekesping 11
Worlds lie botweoen these paople and me. " MWow Rocco's aria has ended.
You have wnlked so that you are now at the center of the sisge - not %oo
- near the footlights. You stand thers, head slightly bowed. Tou raige your
hond with a proud gesture w«nd say with a friendly tone: - "It may be sasy
for you to have this idea, but I bLeliave that the union of two loving hoarts
fs the mource of true happiness.” MWow you forget yourself for a moment;
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then you burst out with "oh this happiness should be the grestes blessing op

earth 1" (Considers - You have always played up to Marcellins's falling in love with
you, - in spite of your inner smbarrassment - but certainly both Marcelline and
Rocco know you only as a rathdr cool and unmmotional boy, Here is a moment in
which you may have betrayed the role, which up %o nmow you have played so sucocessfMl¥
You realize this immediately and pull yourself to-gether, changing back agein into
your role - the boy:)

You ses that Rocco is in a very kind and good mood. Belng forced to take
advantags of everything which may help you, you i:medlatoly‘mnkq{ use of this
good mood and try To copvince Rocco that it would be to his advantags to take you
to the seoret prisons ( There you hope to find vour husban@i)

Turn with & boyish gesture to Rocco and say with groat charm: - "but tlmre
is something else which would be no less preédous to me,"

(Rose,you mist nlwmys remember that you have baen s wery beautiful, noble,
woman - Florestan's wife. You 2570 held a high sooial position, - men have
adored yous You have alwaysnlys to 1ift e finger to have everyone rush to
do your bidding. So you are confident of your charm. You have to Lake advantage

» Yyou

of evoryth£§§ which may help you in your great task. 8Sod at this mors
nls0 ¢ advantage of sour scharm)

Continuer "but T see with regret that I shall nsver be able to get that
wirich I most long for."

Rocco asks with astonishment ™fhat iz itl" You answer a little
heditantly: - "Wour trust in me,"

(You kuow that your reproach is without reason. He gave you the greatest
. proof of his trust inhocepting yau ns his son-in-law.)

ﬂdnbo4razwdbt

Rococo with a gesture of surprise and gadka, “mlks to the other side of the
stage (o the right). You follow him and say rather guickly and pursussively: -
"forgive me for this reproach. But I see you often return from the desp dungeons
of the prison, so exhausted.,, Thy don't you let me come with you ?

Rococo sits down. He refuses hesitantly., ™"But you know that I have the
strictest orders, nsver to take amyone, no matter who it may be, with me t0 the
political prisoners.,” Then he says "anyone" you make a geature, ns if saying -
"but ™  You trust me, don't you 2"  Therefors he answers with "whoeover it may
be". Discouraged you turn awayfe Now Marcelline comes to your aids. She seys
that in hér opinion he is teo o0ld to do this heavy work. Immsdiately you tum
back end join her in a repetition of your pleae Talk €o hir in an almost caressé
ing voice, convineingly, anxiously. You =nd almost trembling in vour urgancy.

Tou walit for his answoer, trembling from head to tose. Then he finally agrédes
you turn your head with o gesture of suppressed delisht, You think: - "Now I am
a 3Tep mesrer Lo my roald This Iz the first bAL of rogresz ! FPerhaps T shell
Cind wy husband now, perhaps soon I shall see him I*

Rocoo's remark, thet therc is one prizon cell to which he onmdt take you,
awakens you fmmediabely from our ha.piness. You turn towsrd him, facing him with
Lthe greatest anxiety. lMarcelline asks if Me manns the prisoner, ebout whom he
has sometimes talked, in the paste e nnswers: - "Yes, it 15 he." You, suspecting
that this may be Florestan, try to learn how long he hao been there.

(Rose, this whole scenme is londed with suspense,and tremendous suppressed
exoitement and tragic feers It 18 4iffioult to Le comvincing heras. Ons has to
goo your trembling anxiety, but you hmve to play yary auhfly becuuse otherwise
iwoeo wad Marcelline would be amazed at your exaggorated behavior snd the whole
scans woulé/)eoomo ummatural. It is vcrwpifricult and certainly never quite to be
accomyliched -
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7ith an almost choking voloe, you ask him: - "Wae it & long tine ago that
He cams here T ¢ Rocco auswers "Two years"., Now ou ares almost sure that it
is Florestan I It wns just two yoars ago that he was taken awny to prison.
All ths clues which you have seoretly followed, have led you to this prison,
tut you have had no_real proof thet your husband vms here. Dut the faoct
that this prigoner,suffering in tho dungeon, has been here two yaars, seems
to give you the confirmation that it is Florestan.
u

You cannot suppress an outery = "Two years, you say T" Butirealize
immediately how terribly dangerous this outory hes boels It may have awakensd
Roccarend Marcelline's suspicione You turn to them and see blank astonishe
mont in their facese Change quiokly into the boy whom they are acocustomed
to see - und say with an expression of convincing certainty and with a toush
of bitterness in it - "He mmat be a dreadful oriminal 1"

(Rosezyou have Jearned to give this kind of answer to Roccos. Rococo is
a kind man at heart tut he is the warden of prisoners and he has learned
through a lifetime of experience to be outwardlyprsther hard. You have
tried to copy this attitude, anxleumly seeking to be ns masoculine ns possib1€>

Rooeo says = "or he must have had great enemies.” You remct to this
remark, - turn away with a gainrul exprossion, thinking - "oh yes, his
enemies have been powerful. But Rocco says something torrible now -
"But his torture won't be long now, he can't last much longer."

Your "OH, my God!" is a suffooated sighe. You listen now to Rooco 'with your
body and head turned away from hime You want to comnceal your despair,

sut emotion ovarwhelms you., You can't control yvourself any longer, Tears
stream over your averted face, you bury 1t in your hands, fighting desperately
tut vainly for strenzthes Marcelline who has watched you with inoreasing
diatress, says now in a trembling voice:- "oh father, don't take Fidelio
with you. He is too softhearted, he would suffer too much, seeing all this
misery." This awsnkens you, this brings back your strength, your will power.
So nesr your goal, so near the possibility of finding _your husband you can't
destroy everything through your wealnesss. Youf turn around feoing them.
For the first time, you seem like s burning flamee “Why not? I have

power and sirength 1®™ Say this in a ringing voice. 1t is like a fanfare
of viotoryyof glowing conviction. Here be Leonore, - the loving wife, the
heroic woman, be yourself without forgetting to be at the same time - the man.
You have the aenter of the stage, you stand erect, your head raised proudly
and enthusiastically. Your eves glow with vour inmer fire. You are a woman
whe does not fear heaven or earths
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Act I, Scens 1 (Irio)

During the first shords of the muséoc, you remain in younﬁ'position of
ecstacye Iurn towsrd Rooco when hefi:sings "hab'! immer Mut" - thinking: "Oh yes,
- I have courage 1" When he sings "dann wird's dir auch gdlingen" - you
turn agein toward the audience. Your face expresges the feeling:- ™I lmow,

I will succeed 1" At "Gegenwart bei frcohterlichen Dingen™ you react wiIth
the feeling - "oh I Jmow how dreadful it will be to see my husband suffering
in the depths of the dungeon." But the sosring music reflects your elation
end you sing with dramatic energy and power - "Ich habe Mut,"

Sing "Nit kaltem Blut will Alch hinad mich wagen" with accentuation and
a kind of ferocity. Your resture should express the idea of gping down into
the horrors of this prison, Then change immodiately to an expresaion of
horoio happiness: - "Fiir hohen Lohn kann Liehe schon auch hohe Lelden tragen.”
At first you don't listen at all to Marcelline's words, but vou beocome conacious
of them when she say thht your heart will suffer. Oh you know that, - your face
must show that you fully realize the terrible ordeal which lies ahead of you.
Turn with an embe™rrassed gesture toward Nacpellina - only for & second,- as she
eings "Dann kehrt zurflok der Liebe 31lflck™ and then you realize that her words
have great significance for your own fate, Your face lights up with hope and
souragecus conviction. Don't pay attention o Rooco and Marcelline now, sing
(from the o?ntor 6f the stage) for yourself - "Ich habt a t£ und Recht
VertemuAn. ' How can there be any doubt thet you will succeed ? "I trust in
God, - in my ability t4 do the right thing. {y husband is imnoocexnt, it iz a
good deed, to free him, God will be with me."

‘Then Karcelline sings that you should look into her wyes, ¥pu give her
only a fleeting glence, returning immediatsly Lo your expression of exaltation.

*Ja, - Ja ¥is with s step forward (with the sforzato).

From the moment when Rooco wallks meditatively to the other glde of the
stage, your eyss follow hinm anxiouslye The word Wder Gouvernsur® mekes you listen
sven more excitedly. At "erlauben® you already ergtand what Rocoo wants
to say:s - "I shall take you with'mej]— so respond gquickly and follow Rocco with a
pleading gesture: - "Please take me now, don't lat me wait.® Then don't listen
to them any vore, turn towsrd the right, walking slowly for a few steps and sing
with gfeat expression - "%ie lang' bin ich dea Eymmers Beute."™ Your face is
full of pain, but change immediately whon you sing "du, Foffming..." _loped

£ you. Your face should mirror this ray of hope, of sunshine, After
the long “Latung" refleot the soft longing of the orchestral music in your
gosture., Here you may indulge in a Gteautiful, gracefully feminine gesture...

Renot immedintely to Hooco's "habt immer Mut? Go townrd him and sing to
him with an affectionates gosture = "Ihr seid so gut, ihr macht mir Mut." Then
sing "gestillt wird bal?d mein Sshnen™ again only for yiurselfs It makas you
ahudder €o think that you have agreed +o murry marcell.ns. She will weep bitter
tears whon you leave her and you are psrhaps unable to explain why you ware forced
to decoive her ao terribly. To be the cruss of her tears distresses you very muche
There is = resl outbreak - "ich zab die Hand zum sfssen Banmd" - sing it with great
emotion and d=aperatione

G the end of the trio Rooco takas your hand end Mercelline's hand, putiing
them torethor and blasaing our unfon. Your head is averted as mmch as is possible
without destroying the senss of the sosnme.(ot too conspicuocusly because Rocco and
Karcelline would suspect you !) The audisence must have the impression of your deep
distress et being the viotim of such a terribly tragio and embarrassing a situation.
Ag the curtain falls you lay your arm about Marcelline's shoulders, following
Rogco who starts to leave ths room.
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Act I, Socene I

»

You listen to the duet betwesn Pizarro and Roocco. In Vienna and
Salzburg we had a marvellous stags setting: A allery which enclosed the prison
gourt, so0 that I could walk around from one side <o the other and listan from
above. In any oase it must be arronged so that you listen Bivma' lve
the impression that you only undsrstend a little of what they are suying, You
hear something and guess the rest. You only know with sortainty that it is e
arime which is being planned, a orime from whioh Rooco seems to shring but which
Fizerro is sure will zo through.

mith the first chords of the prelude to the aria you rush onto the stage
with vigorous steps - seoming to follow Fizarro. On reeching the center of the
stage you stand atill., Ypur gesture sugrests that you ere turning toward Pizarro..
but be cureful that ywou are directly townrd the audience, =0 that nothing
of tha tone value is loste The beginning of the aria must sound formidable .
After "#as hast du vor in wildem Grimme ?" you relax your gesture - an expression
of almost religious sve comes over yourfface at "jes Mitleids Ruf, der Menschheit
stlmmo;. (The whole Recitstive must have grandeur, grekt style and dramatic
power.

%ith - "RBhrt nights mehr deinen Tigersinn?® vour gesture and expression
return to glowing fury.

At "Doch tohen auwch wie neorétogen" - your rizht arm should suggest the uproar of
& vast ocean, it should be outstretohsd with the palm down and swung in a half

cirole. Your hand must be full of eneggy end dramatio tenseness.

7ith "Dir in der Seele Zorn und Wut", raise your arm with a strong threatening
clenched figt, then with the soft chords preceding "so leuchtet" open your hand
with nn upward pleading gesture toward the dark end threatening sky, where now

a rainbow of hope sesma to smile down upon youe Your face must show your
ecstatic and religious conviction 68 your final viotorye. TYour heroie bhearing
changes into one of warmth and feminine softness. Like a prayer, you sing -
"Komm' Hoffnrung." Be very simple now, svoid gestures if you don't fesl an inner
urge for them. The first part of the aria in the grandeur of 1lts simplioitly,
with its perfect and beautiful flow, certainly does not need the support of
gestures., The musiocal line conveys in itself the utmost of expressivenesse

You might stretch your erms (palms upwards) in a beautiful pleading gesture,
towwrd the sky,as you sing the terrivly difficult "erreichen"” with its radddnt
climax. After thia pgentle outbreak, your head should turn slizhtly townrd the
laft side with a faint suggestion of doubthnd fear. (You do this to bring
more emphasie to the nmext very sleted phrase, - Always [prepare for climaxes 1)
The following "erhell! ihr Z1el" will then stand out rore v{vlaly. Your sourage

returns, your doubts vanish. The last word in the first part of the sria -
%arveichen® - shuuld be sung Bery broadly and it ghould Le sccentuated. It is
the transition to the fierce dramatio uplift of the second parte The prelude

to this psrt is like a fanfare of vistory. Your whole bearing now ahanges
completely. You have veen soft snd vary Parzinine in both your singing and
scting, you have been yuite guur;eif, wite_Leonorg, Wow you ohange 1750
Fidelio - the man, Sing -"Ioh folg' dem immar'n Trisbe" 4rnﬂ}ionlly, full of
fire, ns if you ere inspired and confiident of your victory.

At "0 du, f8r den ioh #1lles trug" gour hands are folded for a moment sa if in
prayer. With "kont' ich rur Stelle Arinren® - they open again, and sgain
beoome tensse.

At™Wo Bosheit dich in Fesseln sahlug" - your rirht farm (with the hand very
snergetio 111) seems to point backwmrda to the terrible prison where your
husbend may be guffering. 3r1?5 back your arm immudiatoly gg that et z;nqugn

ioh zur Stelle dri en® (the fast tirog you may stretch lLoth arms upwards 2
wide and violontly.gganding resture. You stand erect 1ike a bLurning flame,

-
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Fidelio 9
Act I, Sosne II (ocont.)

You ocome from the left with Roocoo. Don't pay sny attoention to the
conversation between Rocoo, larocelline end Jegquinm, Interrupt Rocco, who says -
"I have differsnt and bettor plans” - almost i-patisntly, but be charming and -
warm whea you ask him to give the poor prisoners an hour of daylizght and sunshine
out in the garden. ThesMarcelline reminds her father that Pigatro has asked a
favor of him and that therefore such a kind exosption shonld be overlooked, you
1isten with bitler suspiocion. =("What kind of & favor T 2an it be a murder 9)

Rocco aztees - and you reseive the keys. You open one side of the prison cells,
Jaquino, the others.

(Fidelio does not really expeot to £ind her Jhusband among these prisomers,
She hes probably slready secn them several times, bringing them meals and
cleaning their ocslls,eto, But she does not want to neglect any opportunity.
Perhaps there might be a secret cell which she had not been able to sec boforege,
Porﬁiéa he might be there, - umong the others.)

You must act now vary disorstely, Rozes You must look about ammiously
sesrching thelr faces, but you have to do this vory_Lnnnnqgggggsgg%¥L, In this
socene the chorus is the main thing, the center of attention. n't take the
attention off the audiencs pway from them, by being Yoo vivid, too important.

Walk slowly from one side to the other, then turn with a gesture of resignation
toward the back of the stage, leaning there ngainst a wall, a pillar or whatever
way be there. When the young prisoner sings about new hope and freedom, jyou
listen to him, your own hope intensified b his conviotion of freedom. You react
with a rgesture of happiness and hofa « The chorus also shows this reaotion and
you also react with them,when the old prisomer warns the others to be careful
because they are being watched, from every side, You stand until the end
of the chorus, ereoct and motionless, in the right foreground, leaning against the
wall. (you have come forward during the young prisoners singing,) You stend there
like & #8%ument, as if you are the personifiocation of the suppressed agony of the
priscners, Tou are likes their soul, standing, caught between the dark prison
walle - your face uplifted To the ILnitless sky and the radiant sun...

The first ghordg of, the music which is Ro@eco's entrance, aweken you from
your trance. !ouEQHﬁfaﬁxgéﬂsly, with mnnlzliﬂé steps; nsking how his inter-
veation with Pisarro went, Talk (full of 1ife ) with Pocco more townrd the
front of the stnge and react immediately ¢o "vour marriage" with a turn of the
hond indionting Zisrust, then your face lizhta up quiokly with delight at "and
yoar helg" gven Yefore he has a ohance Yo say"is granted -« and I take you with me
to-day |

Your "Noch heute 1" is & great outbreak - almost interrupt Rocoo, inwiour
impatience, aaking him where he will take ;ou. Yhen Rocoo says that you will
so to the poor man down In the decpeat dungeon, youyhopéng againet hope, ask him
if he is zoing to free him. Rsaot when ho says - “wir mflssea ihn - doch wie? -
befreiens” At thils poment you misunderstend him and thinle that he means that you
WIIT Both free him and help him out of this prison. This ome turning flame of
hope vanishes when he says that you have %o bury his body. (Freeing him means to
Roooot - geeins him dead, - for in his opinion there is no hope for Floreztan mnd
only death osn free hir from his tortures...) Your question -"so ist er tot "
is a horrified outbreak - and when Rocco says "aot yet™ you seem to think that
he wants to kill Florestan upon Pizarro's order. You are in a rage and your
question - "are you willing to kill him " is & terrifying threat. Tour hand
invlluntarily grips the 1ittle lsather bag which hangs from your belt - where you
have hidden a gun. Rocco aunswers that hs certainly never would commit a murder
but that the Sovermor himself will 40 s0 and you and Rocco have only to dig his
grave, When Roooo says "der Gouvernsur" you react violently. ‘ﬂ this time
you have not the slightest doubt that this prisoner is reslly your hustand. The
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Governor was the powerful politiocsl enemy who imprisoned Florestan. Now he
is going to be his murderer.. The five heavy chords after "gsht selbst
hinab" are your owm violent steps. Cross the stage, your right hand on
yvour bag with the gun, your syes blazing, your face showing the glowing

Q@ roee within your hearte ¥ Now the dovastating thought of leing the one to
dig your own beloved husband's grave makes you shudder through every atom of
your bteinge Through tears you sing, &8s if to yourself, wour face turned
away from Rocco - "Oh what a dreadful fate, to dig the grave of my own
husband ¥ « What horror can compare with thist” Tears choke vour voice.

Rocco 's words only half awaken you from your overpowering desperation.
You start your repsated mssertion that you will follow hinm wherever he goes,
as if you were half fainting, - then with the orescendo pull yourself
together. Then he talks about the old well where it will be easy to dig the
grave, turn mway with a visible shudder. Rooco, watohing you, asks if you
are afraid. Ansasr him with s choking voice, summoning all your strenghh
but nevertheless fighting in valn against your tears, After saying “ich bin
es nr noch nisht gewohnt" you/ turn away. In vour deep pain you almost
forget Rocco's presence, and you allow your tears to stream over your face.
The two - "o welch' ¢in Schmersz" ere sung absolutely throughtears. Rocco
watching you anxiously, wants to spare you the terrible experience and
refuses to take vou with him, The horrible fear,that ;our own wealmess
may have destroyed your firs{ppportuiity to see your husband,brings you baok
to your sonses. With violance your grip his arm apnd swear thet you must go.
Sing with heroic expression and bearing,the short( and alas # 4ifficult tI11)
duet with Rocco. Don't make too many movemsnts. Just hold a determined
and heroic position.

You and Rocco start to go, but ;w('are taterrupted by Marcelline and
Jaquino, who tell you thet tha Governor is coming, in Traging fury because
the poor prisoners have been allowed a few moments ot freedom, at least
80 called "freedom" amidst the prison wallse

When Pizarro enters you atart to walk toward him. Your hand is on your
gun, you are Pfighting against your surging furye You halt your violent
strides and stand’at uttcnti.ouknet too near him. You listen to the
conversation bLiectween Rocoo and Firarro filled with bitterness. 1hon‘£ﬁ‘
Rocoo/ finds a reasonable exouse for the liberal treatment of the prisoners,
in the fact that to-dsy is the birthday of the king, your lips curl in s
smile full of scorn and detestation, reslizing that Fizarro is forced %o
yield in this argument, When Roocoo talks secretly with Pizarro, you try
to get neur enmough to overhear the conversation. All you can get is ?lznrrvl
reply - "hurry to diz his grave."

-

Trantling you dbey when the sizn 2s given to Lrging the prisoners back.

When you return with them to the stage, sugporﬂr:n old, weak prisoner
who stunbRes, then go to the right side of ths stage for the ensembide,
At this point where vou are,lerends upon the siage dlreotor btut at the end
of the Ensemble you shoudd ﬂc tn the oenter, so thet you cen whisper the
last "den Frevler" (the crininal) very nesr the foctlights, your head bowed,
your fists clenched in raging despersation,

Then you stralighten wur “ody with a pastire of deoclsion and taking the
lantora and the shoval vou slowly follow Rocso to the pfison extrance,
fassing the dark and gilent figure of Pizarro who has now the oenter of the
staze, your feet scem %o stop - but you wulk on with the sombre and
threatening conviction that you will mest rizarre dowm in the dungeon =
faco to face with him - the torturer of your husband, btut soon to be-the
victin of your courageous act,
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Act II (Frison)

The whole walodrama is spok=n in g half tone. Your diction must be

vory_digtinot in ofder that ench word mey carry throush the larre thestrs,

The two first sentences « "lHow oold it ig here in the deep dungeon” end
"I wns afraid we would never find the risht entrance,® - are snld mors o
COVER UL Jpur trembling excitement thmn to really express anything,
Loo %bogg anxiously seoking your histand. It 13 very dark, only a little
0il lawp ;1vas some missrable lirht, Your eyes try to penetrate the
prison cell, but Florestsn lles motionless like a hundle on the gide of his
hard benchk. Rooso, being familianr with the situntion discovers him first., -
"He iz there". You aras shooked st seeing him so sbsolutely without n sizn
of life "ngogﬁ%l fall of fear, - "He iz so wotionless". Try t0 ;0 nearer
%o him. H B,ubf?ﬁd in hig arrs; yop camnot ses his face. Roocco says
hgpefully - "perhaps he is dead 7 ( FHow reliaved he would be if this were Lhe
cage | To be forced by Pisarro to soe him die under his murdering hand,
would make Rocoo un agcomplice in the murder, He would suffsr throushout
the rest of his life under thaf knowladze of this hid=eous deed o  But
Florestan is a lost mans If he were to die a natural death it would mean
ot only freed om for him but an inner freedom for Rooco as wells) You
answer in a trenbling whipper = "You think so ™" Hut Floresten™mioves - sad
when Rocco saye - "no, he is sleoping”, you bresthe azain.

Rocco crosses to the right side %o prepare for the digging., You stay
newr Florsstan ‘rying to get n glinpse of his faces Say with desperate
impatience - "it ias inpossible to distinguish his features -" and come with
the word "God" on the ohord:

"God help me if it be he !I" The two bars "undante oon moto" usgse to walk
tack and forth around Florsstan, watohing him. But you cammot tell whether
t really i3 Florestans Rooco in the meantire is busy with prpparations.

He onlls for you to giwe him the axe. Coming to him you see the deep
terrible well which is %o be the grave of your husband, Involuntarily you
shrink back violently, staring full of horror at the threstening sight,
Rocoo msks you if you are afraide. You pull yourself together and say with
& shudder - "oh no, it is only 30 ¢0ld." Y6u send a last glance toward
the motlonless Florestan and hesitantly descond into the well. During

the duet you give the impression of digging and of helping Rocco with the
heavy stone, After the stone has been pushed away you sink for a moment
exhausted on the wall of the well, drying your forehead « Youl search
Florestnn's {'fce, anxiously, sbut-in wvain, Forgetting Rooco for an ine
stent you go nearer to Florestan, singing to him in a suppressed but .
dramatically expressive voice - "Thoever you are, I shall freos you." In
this moment you would renlly risk your life for this poor man, whoever he may
bee Your feeliny for justice, for freedom and for innocence is too great -
you are convinced that it is your mission to free this mam »

Rocco 0slls you. Youf hasten to him and start sgain to work. At the
end of the duet you stand leaning with your hands upon the shovels The workf
is almost done. Your gaze turns %o Florestan - you see him move, - and
say oxcitedly in a suppressed volce, to Rocoo - "he has moved.," When
Rocoo turns to Florestan you sigh, - ‘/l‘ﬁﬁﬁ(ﬁiﬁ‘éééf like = whisper -

"fhat I fesl is indescridable? You watoh Florestan desperately but Roodo
is beUwseen you and Floresten. You cammot see him, TWhen you heer the sound
of his voice, you seem %o recognize it sz that of your husband, - bdut you
are 3ot sure. The suffering in this grevelike dungeon, -~ hunger and thirst
have altered both your husband's appearanse and his voice. Rpcoo movea

and you gsee for the first tive your husband's face. With the suppressed
ery = "IT is he%I" you loose consciousnsss for a moment, fallinz forwarde
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You pull yourselfl together immediately, following the conversationy React
violently to everjything which Florestan says. Then hs speaks of you, his
wife, get up (you have been upon your knees) step out of the well saying,
through tears, "oh he does not know that it is she who digs his grave,"

When Florestan bezs for water you throw yourself in desperation against
the wall, sobbing - "I cammot bear it anv longer."
u hasten to do this.
Rocco moved by Florestan's misery calls you to bring the wine.) You say to
Rocco in a choking wvoice - "Chere it is" (meaning the wina) then turn
away, saying to yourself, through teurs, "there he is,"

AS you approsch Florestan, he sees your face for a second. The resemblance
To his wife strikes him unconsciously and he asks excitedly - "who is this 1"
Rocco tells his it is his-son-inelaw. You, overcome with emotion ,sink down on
the stone wall by the well, covering vour eyes with your handse lRocoo, #180
deeply moved ,comes nearer to you, asking if you are shocked too muche. With
streaming tears you look up at him, saying - "But who would no%t be moved T You
yourself, Master Rococo = § When he answers - "Yes, this man has a strange
voice," you <Chrow back your head with n gosture of exaxltation and sey
trembling 3 "Yes,* (This Fyes™ is like u long drumn sigh) it penetrates
to thifqpths of one's hearte" ”

IRI0

Then Florestan starts to sing, thenking Rococo for the little pulp of water,
you listen, deeply moved to the roots of your being, to the sound of his voioce,
Get up slowly, slmost sweying,when Rocco spesks to you and sing es if %o
yourself through tears of emotion¥ e~ "How wildly throbs my heart ! It throbts
in joy und deepest pain? Give a sforzato to ™wopt" (thigya).

: A .
e e e
' i . e ——
3 l T g G
wrt, e8 wogt in Freud' und scharfem Schmer:z.

Rocoo, after the end of the short trio, starts to zo down azein into the
welle Tou, looking st Florestan, teke a piece of bread from your leather bag.
Holding Rocco back by the arm, you ask him urgently to pive this bread to
Florestans During the interlude youp look alwnys at Floresten. Your attention
is divided botween him and Rocco, Rooco refuses and sgain starts to débend
into the well. You hold him beck with desperation. Your repeated plen seems
to touch Rocco and you say desperately : "He will soon be desd® .,Rocco-is at
last convinced that the ppor doomsd man might “e granted this small favor.

When he gives vou tiis permission, you give a sigh of relief and walk toward
Floresten, Fainfully teking care that he never sees your face, lest he
recognize you and so ruin your plan. You suppress your desird to look into
his eyes and give him the bread,with your face turned aside. Your wvoice is
choked with smotion. You are scarcely able to talk. Florestan présses your
hand gratefully. As he releases it, youjpress it for a second ageimst vour
1ips, kissing the pdim of your hand where his hand has touchedit. Sing in a

beautiful snd guletly floating line - "The hesavens may grant vour freedom -
that iz my rewnrd."

Standing in the centenbf the stage, turning to Rosoo, you say - "you .
showed kindness to this plor men." Then you say to yoursdlf = "This is more
than I can bear," - repeating thig this phrase with an scoelerando
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You walk with two vigorous steps o the right side -

sudisnoce

T¥, ST

(Well)
0

=< .
Floreatan [.- 1 4

After the trio Roooo says - "everything is prepared nowe I shall give
the 81@0”

You take a violent breath - whispering with a choking voice - "Oh God
grant me ocourage sand strength !"™ When Rocco gives the apparently sppointed
signal with his whistle, Florestan is startidd, Tou immediately rumver to
him, always avertizyour faces Answer his question as to what this signel
means with great hftte: "Be guiet and whatever you /My see of hear, never forget
thet Frovidence reigns 1" Repeat it with religious conviction, ecatatically
moved “Yes,FProvidence rsizns™t

Fizarro appears at the top of the stairs. You leave F'lorentn:ypressing
yourself closely to the mll at the leoft -

Audiencs

X
Florestan

-Fideli
x

: Rocoo Pizarro

(the well)

Pilzarro, &s he pusses you, looking Iiato our eyes,for a secocondpis shodked
and asks in e harsh téne "Who is this ™" He orders Rocoo to put you out.
Rocoo,trahnng with fear,orders you %o go away. He is deeply shocked
s he reoalizes that the ordeal of witnessing the murder, is shead of him,

He does nmot notice whether you obey his order, taking it for granted that you
would want $o fly from the soena of such a dreadful orime. You use this
moment to hide youraself behind s hole in the wall, Desperately you follow
the brief conversation bYetween Fizarro end your husband., Prepare your
outbreak - In coming slowly down the last steps of the stair, pressed against
the wall, corawling toward Yizarro,. With n violent jump you place yourgelf
between hin and Florestan with your - "Zurflok 1" Piszarro, shocked for the
moment, Steps back in surprise; but then he grips your hand E;r hl j}nd
whirls you around, awey from Florestan. Tith a quisi step, yé/;& /elustio
and clever as a tigress, you ate back at his side, standing azain‘between him
end Flgaryo. Your ory - “Eill first his wife” is 1ike a bombshell and
seems 1o Interrupt and halt the ettampt at murder, Fiparro steps back
sstounded, as does nlso Rocoo who has hidden in terror - and Plorestan's ory =
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"Ey wife"™ ocomes to rou like a voice from Heawen. Rut you hgve nq{ tire %o
looge, no tins to think of anything but keeping FPisarro from his dAresdful

deed. Your right hand rests on your pun(lsatherbag) vour eyes are fixed on
Fizarro. Your left hand gripa Florestan for n moment and you say trembling -
"Ye3 I am Leonore™! Lsave him fmmedistely and face Pizarro directly and :
without dlstraotion. TFrepare the quick aotion with whioh you take the gun from
your bag and point it at Pizarro, with your whole body. Firarro shrinks beok -
in the same socond the trumpset is heard behind the soenc. This is the s
that Fe:‘nand;( thezhmbessador of the king has arrived . He, who would have
discovered FPFlorestsn, whom he hud bellsfed dend, in the dungeon. That would
have been the end of the man who put him there, - the snd of Pizarro. For this
reagon Fizarro wanted %o kill Florestun bsfore the arrival of PFsrnando.

The trumpet slignel mouns freedom for Florestan, arrest for Piszarro. So when
you hesr the signsl you know = "MV HUSHAND IS SAVED ## The signal comes to
you like the voice of God himgelf, who give buck to you all the happiness
which you had lost.

You almost loose consciousness,=swaying, stumbling,. you press yourself
against Florestan, at the same time protedting hi and seeking cimngth ind

his embrace. Your hand with the gun still poindsunconsciously et Pizarro, and
at the end of the divinely bepwdiful quartet "Ah you are saved.." it is o
movement from Fizarro which brings you back to reality. As long as Fizarro

is there have to be watohful, as he iz stil]l a threat to Florestans He

mey yet esperation @f his lost cause, murder Florestan, in revenge and
belpless fury, 30 you are blazing attention again, holding him back with your

gun,

Jaquino suddenly uppsers at the top of the skair - 1irht falls into
the dungeon from above. In & voioce ¢trembling with joy he tells of the
¥inister Fernando's mrrival. Rocoo,relieved beyond words,seyes in a
trimmphant tone that they will oome irmediately, and that they will bring
Pizarro up to Fernando. Rocood is more than happy. He is resally an honest
men and has suffersd under the cruelftes of his master Fizarro. Now hs knows
that Flzarro's gower is broken and humanity, not orualty,will reizn over this
prison in the future, !

Jaguino wg™its at the top of the stair. Rocco and FPizarro leave the
stages You follow Plzarro with the zun pointed at him, thus holding him in
your power., Full of fury he throws his knife at you and dissppears. You
have, by a quick movement, avoided the knife. ¥Now, seeing him disappear,
your strempgth completely lesves you, you sway, and with a gesture of ¢
throw the gun avmy[, on the second fortissimo chord™ 9. .

Ty

U e
Then you loose consoiousness and fall, groping at the wall for support.

There i3 a moment o (If Plorestan speaks too soon, he breaks
the spell,) At the sound of his voice your consciousnsss returns, stumbling
you try %o rise, swaying ws If you weres intoxicated. When he says = "0Oh
Leonore, what have you done for me 7" your face is algght, bensath streaming
tears and your answer is sn almost inaudible sob. You ere now zo weak that
it takes sll your strength to speak. "Nichts" 1s only a trembling, quavering
sigh, - stumble forward blindly, in the direction of Floreatsn. You frll insd
one snothers arms as if you wore half drowned.

The dust iz sung, as if in a state of intomicnted eostacy.

Aftor "so fibergrosss Lust" you stand back for a second; looking at him,
takine him Immediately into your srms azain, At "0 Aank Dir, Gott, fiir
dieze Lust", yo® leave him with a swaying astep %o the right, btut then inmediantely
embrace his aguin. At the snd of the duet you tske both hiz hands,gquiding him
up the stalrse The 1ight fulls upon you Toth as you walk upwards 3 the lgtlrt)
into freed onmg
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Act II, Scene IX

Tou are changed nowe You are no longer Fidelio - the heroic daring
man, but Leonors, the loving xifs, Your bearing is soft, deeply relaxed.
It is as IF vou prefer, now,only to melt into the backzround, Your missjon .
is fulfilled. Your Swaband is free, Now you want only to devote yourself
completely to him, to his cere, %o his recovery from the terrible ordesl
he has experienced in the prison. It iz almost embarrassinz for you to
sppear now in e men's clothing before all these peoplse

When you coms out with Florestan, you guide him carefully, only attending
to him, to nothing elsee

You scarcely roasct when Fizerro tries to defend hiraself and to acouse
Rocco. Only a slight gesture assures Rernando that Rooco is telling the truth,
When Rooco presents you Yo Fernando, as Leonore,~Florestan's wife, you bow
gragsefully before him. Alweys reslize that you are m woman in a high social
position, mecustomed to be gragioua to people ot humblee. You feel humbly
sbout your heroic deed, tut you are not humble ms you receive the expression
of respect which is due you as Florestan's wifa, S0 = revaive the respect
of Fernando with the zraciousness of a rraat ladye

Fernando now orders that the keys to FPlorestan's chaing %e given to
you and bowing before yot mgks that wou, wouwrsell remove the chains from
Florcstan;as only you have tha right o remove the last evidence of his
Dmprisommente You feke the kay, open the chains with a hasty gesture
and toke tham up in your hands us if they were something very precious.
(For two ysurs these chains have been fastensd about sur husband. You fael
68 though they were a rert of him, - a suffering, tortured part. You have
been blessed in being the one to remove them from him, both in reality and in n
desper sense. So you toush them with zrsat emotion.) Sing with deop feeling
"Ch God ! Ok God ! “hat a blissful moment 1" Give the chains to Jaquino
and Sake Florestan's hands, now fresdof their heavy burden, into yours.
¥ith s pesture of delisste and sweet dewbtdon you bend down, 3
presaing your cheek egeinst the scars which the chains have made upon his
wrists. Ralse your head slowly and sing, with your hands folded, ss if in
prayer, the beautiful onsemble "0 Gott, o weloh ein Augenbliok™, deeply moved
o”nd with the softest of expressions.

When the"allegro ma non tro;-po'starts, you step away from Florastan
1ing at him eostaticelly and returnfff{ Limediately into his embrace.
You are both at the left side of the stage. Then Florestan, taking the
center of the stare, sings your prajses, you bow your head in humility,.- but
reige it at the word -"Retiorin®. C‘?es,- you are groud and happy that you
have been 20 blReged as to be the one to save h!.n.j WalKing to him you
sngwer his praise with s jubilant repetition of your happiness that he is
yourssaraing

The ending of this act lles in the hands of the stagohanager. In Viemm
and Salsburg, we walked to Fernando receiving his congretulations, You dhake
hands with Rocco warmly snd for of moméubf you pive Marselline an apologetio
emile, taking her outstretohed hands with sreat friendlimess, glad that you
are forgiven.

You and Florestan then have tha center of the stage. Receliving the
enthusiagtic expressions of delight from all arouwnd you, you bow graciously
to the people tut ars always near Florestan, in his embrace.

And now Good Luck sagain ! Nywiashi heart will be with you.
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