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TERRY McEWEN’S RING

A Discussion by the Late General Director

Terence A. McEwen was General Direc
tor ofSan Francisco Opera, inniethately
Jblloiving Kurt Herbert Adler’s retirement,
froni 1982 until 1988 when illness brought
about his resignation. One of his mitial
goals (and one that was grandly achieved)
was to create the most beautiful Ring
evet~ After his retirement he produced a
series of tapes, recording the histo,y of
Ins Ring, his ideas about the work, to
gether with an introduction to the stoiy of
Wagner’s tetralogy. These tapes were
made for the use of the San Francisco
Opeia Guild, but many Wagnerians have
never heard them. Here we offer a brief
excerpt of the first tape (there were font;
total). We hope to publish additional ex
cetpts in the fhture. We gratefully ac
knowledge the permission ofthe San Fran
cisco Opera Guild to publish this article.
—Ed.

The Ring is a gigantic work of art. It is
comparable to the complete works of
Shakespeare or the Sistine Chapel ceiling
of Michelangelo — any of the greatest
monuments of art. The Ring, and the
DaPonte operas of Mozart, were the very
first thing I thought of when I knew that I
was going to run an opera house. I think
that the wisecracks that are made about
the Ring — it’s so long and Wagner is so
long and you have to sit so long — are the
thing that annoyed me most.

I had seen the Ring, I suppose, seven,
eight or nine times since the end of World

War II .. .when I come to think of it, I had
seen the Ring more than a dozen times —

old fashioned productions with cut-out
scenery blowing in the wind; I had seen
Wieland Wagner’s great Ring in Bayreuth
where, although he had used extremely
simply scenery and costumes, with lights
he made it the most beautiful Ring to look
at that I had seen — until the San Fran
cisco [Ring of 1985]. I saw Ring produc
tions that took place in concentration
camps and laboratories; of course I saw
the subway tunnel Ring [Goetz Friedrich]
in Berlin. One was more awful than the
other, generally speaking. The memorable
ones—the ones that stayed in my mind—
were the Wieland Wagner one [in
Bayreuth] and the better of the old fash
ioned ones (which included the one in
Paris that was conducted by Hans
Knappertsbusch in the ‘SOs). Where the
scenery [for that one] came from I do not
know. But at any rate I had never, with
the possible exception of Wieland’ s pro
duction, seen a satisfying Ring. I had a
really deep-set ambition to do a produc
tion which accomplished two things, pos
sibly three:

First, it should be a Romantic produc
tion — Wagner is the essence of Roman
ticism: the wild, excessive imagination of
Romanticism.

Secondly, the production would have
to tell the story, and clearly. I could not
stand the idea of a Ring where sitting
there looking at it you did not know what

was going on. In fact, after we did our
wonderful Ring, Nikolaus Lehnhoff did a
Ring in Munich, where, I was told by an
official of the open company there, in
order to understand it you had to read the
booklet that you could buy in the lobby.
Now excuse me, if I hadn’t the time to
read the booklet before the opera began,
what was I supposed to do, go to the
opera house the week before, buy the
booklet, read it, and then go to the Ring so
I could understand why Rheingold took
place on an airplane wing or why Walkiire
took place in a rocket ship? I don’t see the
point of that kind of production. You must
tell the story, and clearly.

The thi,-d idea was that we would have
to avoid the cnzy excesses. I realized that
we should be honest, but not necessarily
literal. We should stick to the story, we
should not put things in that took your
mind off the story. But we did not have to
be slavish and have a Ring, for instance,
like Seattle’s old Ring most of which was
literal, but doesn’t go with our time.

I also dreamed up an idea, based on
my feeling about the music and the words,
which is that the Ring represents a we
mendous number of things and one has to
be careful not to get too deep into the
symbolism. But it also represents the sea
sons in many ways. Rheingold is the
Spring opera — it is the opera about youth
and the beginning of things. I have al
ways felt that Rheingold should have a

(co;uh,zied on page 3)

Former San Francisco Opera General Director Terence A. McEwen eat-ly on planned and produced a mnagn~ficent Ring. His
own telling records the history of that production. Speight Jenkins clarifies an unfortunate error in ow- last issue. Marilyn
Tucker provides a detailed report on Baym-euth. The Rollers’ report on the curm-ent chicago Ring. Am-nold Wolf returns with a
glimpse ofan unusual event in Wagnem-’s life. Finally we have a briefProfile ofHonorary Membet; Dame Gwyneth Jones.



2 LEITMOTIVE

IN SEATTLE’S RING THE GODS DIE
Speight Jenkin.s Corrects A Mis—statement

Dear David,
I have no idea as to what “passing’

reference in our 2003 i’atwifal Sympo
shim you refer, but there was no intention
whatsoever on the part of Stephen
Wadsworth to have the gods “win’ at the
end of Seattle Opera’s production of Got
terdannnerung. This would be an absurd
decision, completely contrary to the mu
sic and the spirit of Wagner’s Ring oJ’the
Nibelung.

The gods in that conclusion are shown
in Valhalla, This is Mr. Wadsworth’s
faithful realization of Wagner’s text and
music.

—LETTER TO

Editor,
A belated thanks from a “Furtwiingler

sound” addict for Patil Dawson-Bowling’s
synoptic review of the Ftirtwungler re
corded legacy with Tristan und Lcolde
(Summer 2002 issue). In this, the fiftieth
anniversary of its release, the studio regis
tration still ranks as a landmark in the
history of sound recording, in some re
spects remaining unparalleled. Would that
the two earlier live recordings were as
readily available. I happened upon the
Berlin recording of 1947 by fluke while
browsing last summer in Tower Records
at Harvard Square. It is a darker, more
frantic and edgy performance by both
Furtwangler and Suthaus. Sadly, the rest
of the singing leaves some to be desired.

The wartime Vienna performance, alas,
has never been in my eyesight in decades
of searching. Curiosity peaks at Max
Lorenz’s reputed delirium scene in Act 3.

Dr. Dawson-Bowling’s defense of the
Philbarmonia Orchestra is justified. They
were a virtuoso orchestra second to none,
and amazed the greatest who worked with
them: Furtwanglei-, Klemperer, Karajan,
DeSabata, BOhm, to mention some. It may

(Continued on page 12)

Cordially,
Speight Jenkins

General Director
Seattle Opera

On Iridav. l’ebruarv 27. 2004, the
Lt:mvonvt; ofitce recei ed a telephone cal/front
Seattle Opera General Director, Speight
Jenkins, who ii’as distressed that the article on
page 2 of’ tile Fail 200$ issue (~‘oittme 17.
Niunl,er 3) was incorrect and revealed a seri—
otis misunderstanding of Stage Ijirector
Stephen Wadsworth’s work. The above letter
was subsequently ,ntnled to our office frtrfor
warding to 13(1,1(1 Maucten, the author of the
article in question. Mr. Jenkins requested that
Ins letter he ptthhshed in this issue so as to
e.vpt’ess clearh’ Settttle Opera ‘s intention that
the Gods, in Goiicrdiinimerung, ate under
stood to die, exactly as Wagner ‘sfinai libretto
requires. Mi: Marcten, to whom Jenkins ‘ let
ter has addressed, has also agreed that we
should puhhsh this lettet:

The article in question Was carefully read
h) me, multiple times, and t’eceii’ed substan
tial editing. Fitt’thei; it was read by both

tnemhers of oil?’ Editorial Advisor,’ Board,
Liese Baiter and William 0. Cord, who eon—
t,-ibuted stillfinvher editing. it is cotnpleteiy
unclear why none of us recognized that the,-e
was, at the ‘en’ least, a question as to the
author’s assertion that lie undentood the Gods
did not die at the end q/ Seattle Opera’s Ring.
in retrospect, it seettis to he the most obvious
piti’t of’ the article atid ttiost certainly a
stateinetit that ~vartanted checkitig for aecu—
lacy. in ,‘irtttaliv eietv issue of our journal

there (tie litany statemet its nh ich ire checkfor
accuracy, Why we fitiled to (10 50 it, this
instttnce, none of us can explain. Because of
the high regard we have fOr Jenkins and Se—
attle Opera, tIns breach is most troithling.

We icr,’ ~nuch regret out’ error and trust
that no one will he thssuaded front attending
the second set of petfoiinctti’es of Seattle
Opera’s ii’ondetfid Ring in 2005. As we have
earlier stated several times in these pages, the
curt’ent Seattle Opera Ring is, in otu view, the
fittest pi-othietion of the monumental work in
the world today, particularly because it is not
onh’ a magnificent production, hut also be—
cause it is so carefully true to Wagner’s in—
strttctions, which ,,iost definite/v it,clttde the
Gothc dying at the end of tlte wotk!

—Robert S. Fishe,; Editor

2/27/04 I would suggest that before printing
such a strange reading of a Wagner text a
question might have been asked of me or
Mr. Wadsworth,
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McEWEN’S RING
(Conti,,uedJ)mi: page 1)

Spring feeling. Walküre is the hot, pas
sionate opera, the opera about passion and
murder and love: it is Summer, it is hot, it
is primary colors. Siegfried, on the other
hand, is perfectly Autumn. Nothing is
more beautiful than the San Francisco pro
duction of the Forest Scene, the second
act. It is the essence of the beauty and the
slight sadness of Autumn. And, of course,
Gotrerdannnerung, the Twilight of the
Gods, is perfectly set in Winter.

I came with those preconceived ideas.
I chose John Conklin as designer and
Nikolaus Lehnhoff as director for two very
important reasons. Lehnhoff probably
knows more about Wagner than anyone
in the world, now that my friend John
Culshaw (who produced the recording of
the Ring for London-Decca) is dead.
Lehnhoff has an incredible knowledge of
the Ring and, of course, worked as an
assistant to Wieland Wagner and to von
Karajan in his Ring at the Met. He had
lots of experience working on produc
tions of the Ring, but he had [then] never
done his own. I felt a tremendous respect
for his knowledge and for his intelligence.
During the first series of conversations
we had in Germany about him doing the
Ring for San Francisco Opera, I was a
little worried about his typically Germanic
excess attention to symbolism. Symbol
ism is everything for Germans — except
for dotting i’s and [crossing] t’s. And he
really was a little carried away with sym
bolism from time to time. However, I
knew, that since I was going to be the
boss of this team, I thought I would be
able to bend him to my will when it was
necessary. And it turned out to be neces
saiy fairly often and we fought like tigers.
But I believe we arrived at an extraordi
nary result.

John Conklin is one of the two or three
most talented designers in the world of
opera. Like all designers of operas, he has
to have an enormous variety of styles. I
had seen a production in Santa Fe of Ri
chard Strauss’ Daphne that was designed
by Conklin. I knew the piece very well
and therefore knew how effective
Conklin’s designs were. ‘What I discov
ered in those Daphne designs that I had

never seen in his other designs, although I
admired him, were the really strong feel
ings about Nature. He reproduced the
power of Nature on stage in that Daphne
as I had never seen it.

And so I wanted him for our Ring
because if the Ring is anything, surely it is
Wagner’s exposing Man, if you like, as
the enemy of Nature. Beginning with
Wotan’s partial destruction of the World
Ash Tree, the Ring can be called many
things and one of the things is a story of
the destruction of Nature by Man. So
Lehnhoff and Conklin (who had never
met) were brought together by me.
Conklin is a very quiet, peace-loving man,
but tremendously sensitive and intelligent.
Lehnhoff is very aggressive and perhaps
more dogmatic in his way of expressing
himself. They ended up getting along won
derfully and Conklin was very inspired
by Lehnhoff,

As I said, I wanted our Ring to be
Romantic. I had sort of a brain-wave in
my discussions with John Conklin about
a framework that, no matter what the scene
was in the Ring, it would ensure that it
had a Romantic “look”. I saw a picture or
a drawing, I cannot remember the details,
of a panel or a portal which I loved and
wanted at either side of the stage. Lehnhoff
recognized the drawing as a section of the
Dresden Opera house. We used two. They
are slightly Baroque but not completely
so. They are very Romantic-looking tow
ers that are painted gold. Out of them
grow rocks and weeds and moss and

branches. You thereby get this Romantic
frame — it is rather like putting a picture
in a gold frame which therefore would
add a Romantic feeling to whatever the
stage picture was. But apart from the
Dresden Opera — which was designed by
a man named Semper and, indeed, is called
the Semper Opera and is the only opera
house in the world that is named after its
architect — this led us to drawings and
photographs of buildings designed by a
l9~ Century architect and artist named

Karl Friedrich Schinkel. We decided to
use Schenkel as our inspiration for any
thing architectural in the Ring. For ex
ample, Valhalla in Rheingoklis a tremen
dously impressive building that appears
in the first half of Rheingold far away in
the distance. You see that it looks like a
fortress, but it also looks like a palace,
and it looks like the White House (the
center of power), but it also looks like a
bank. All of those interpretations are pos
sible — and that is wonderful. Then, at
the end of Rheingold, when Donner
crashes his thunder and suddenly Valhalla
is revealed, it is right there, it is on top of
you, it is overwhelming and, of course, it
is gorgeous. You understand the greed
that has made Wotan want that fortress
more than anything else in the world. It
makes the end of Rheingold, which is
musically overwhelming, a visually over
whelming experience as well.

For the other important aspect of the
Ring, which is a depiction of Nature,

(Continued on page 10)

WalkUre, Act III. Alas, this most beautifid Ring can ‘lever again be seen: all of the
sets have been discarded. Photo by SohI, courtesy San Francisco Opera.
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REPORT FROM BAYREUTH 2003
A New, Interesting Dutchman—and More

It had been 31 years since I had set foot in
the Festspielhaus in Bayreuth when I ic—

turned last August. and things couldn’t
have been more different or, for that mat
ter, more the same. In 1972! my late hus
band and I were thrilled to witness the
emergence of the great East German stage
director Goetz Friedrich in his first job in
the West. an opening—night production of
Taiinhattser that was as roundly and
lengthily booed for its depiction of the
Wartburg, as the background for gun—tot
ing storm troopers, as it was cheered for
such creative innovations as having the
soprano Gwyneth Jones polish off both
Venus and Elizabeth.

In 2003, Tannhiit,ser was back in a
second year of French director Philippe
Arlaud’s production, but the big news was
taken over by the brand-new Flying Dutch
ivan, staged as scary psychodrama in the
mind of German director Claus Guth.
Along with the modern—dress Ring tetral—
ogy, which was having its fourth (and
next to last) Bayreuth year, the 2003 sea
son was completed by a superbly musical
Lohengrin, new in 2001 and conducted

by Sir Andww Davis.
The new staging of Dci Jhcgcnde

Iiol/midcr. which opened the 9211 Wag
ner Festival in the Festspielhaus on the
“Green Hill’’ overlooking all of Bayreuth,
has apparently ushered in a new era, with
the annual new Bayreuth production be—
i ng given over to members of the theatri
cal avant garde. Wolfgang Wagner, the
composer’s grandson, who maintains a
“contract for life’’ as Bayreuth’s director.
has achieved something like 486 perfor
mances of his own stagings . But having
reached his 84th birthday on the last day
of the 2003 festival, August 30. he said
he will no longer stage new productions,
and this past s urn mer was the first
“Wolfgang-free zone,” according to a
wagging in Dec Spiegel. Guth, who along
with Di, ichnia,, ‘s c ond uc tor M arc
Albrecht, had created the world premiere
of Peter Ruzicka’s Ce/an in Dresden in
2001, was first out of the starting gate, to
be followed in successive ye~ars by
Christoph Schlingensief with Pars’ ifhi in
2004, Christoph Marthaler doing Tristan
und Isolde in 2005 and Danish film direc—

tor Lars von Trier presenting a new Ring
tetralogy in 2006. Neither Schlingensief
nor von Trier have staged operas in the
past: in fact, von Trier, who created a stir
several years ago with the film Breaking
the Waves and whose Dogville flick with
Nicole Kidman and Lauren Bacall was
traveling on film festival circuits in the
full, has said he has never even attended
an opera.

In Dci fliegende flu/lander, the most
remarkable visual aspect of the 39—year—
old Guth’s concept was his dispensing of
nearly everything nautical. There was no
sea, no cliffs and ships were only faintly
suggested, appearing as toys or models or
oil-painted pictures. The storms and waves
were seen as projections or lighting ef
fects. Instead, Guth places the action in a
large wallpapered, two-story interior de
signed by Christian Schmidt, dissected
diagonally by a huge staircase, which
seems to be a boundary between the real
world below and a nightmarish world of
madness above. Everything takes place in
these spaces, including the Women’s Spin
ning Chorus, the rousing Sailor’s Chorus,
and all appearances by the Dutchman and
everyone else, the unifying concept ap
parently being that everything takes place
in Senta’s mind, the Atlanta native
Adrienne Dugger in an impressive
Bayreuth debut. This is hardly a new no
tion. Hany Kupfer played with a related
idea in the Dutchman I saw in Berlin in
2002, placing Senta on a small platform
astride a mid-stage pole throughout the
action. But Guth takes it even further.
The opera is like a scary movie of Senta’s
life story. Mary, Senta’s nurse sung by
Uta Priew, has become an old-age and
blind version of Senta, and there is a mime
role of Senta as a child, each of the three
costumed in identical blue and white
sailor-collared outfits.

It was often difficult to keep up with
Guth’s points of view, which seemed both
facile and thoughtful. He was quoted in
the press as saying he was interested in
“inter or worlds” and hoped to “try to

A immodel of a s/np can be seen hanging row the ceiling at the top. Photos courtesy
Bayreuther Festspiele.
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brng the spintual abysses and unconscious
desires to the surface,” What seemed ap
parent was that his Dutchman, the great
bass-baritone John Tomlinson perform
ing it for the first time, was not the same
old familiar sailor looking for release
through the absolute loyalty of a woman.
When Senta chases the Dutchman up the
stairs in the opera’s final moments, she
cannot succeed in breaking through the
wall where he has disappeared. There is
no release, no “respite from the storms of
life,” as Wagner himself put it, only a
continuation of the fatal cycle. In the roles
imposed in a patriarchal society, it’s not
love that connects all of us but depen
dence. In Guth’s staging, this dependence
could be seen most vividly in all three of
the Sentas’ relationships with father
Daland, the powerful Finnish bass Jaakko
Ryhaenen. Not only did Ryhaenen and
Tomlinson seem a spitting image of the
other outwardly—with nearly identical
hair, beard, makeup and costume — but
in the strength and focus of their heavy
bass voices as well. Smaller roles were
well handled, Endrik Wottrich as Erik,
and Tomislav Muzek as the Steersman,
now a house servant in Guth’s concep
tion.

Marc Albrecht was the conductor, lay
ing out the score with a control that would
build and release its tension in clear and
logical fashion. In expressive and textual
clarity, the splendid Bayreuth chorus out
did itself, as it would over and over in
Lohengrin and Tannhauser. Eberha,-d
Friedrich is the director, one of the finest
in my experience.

While Flying Dutchman, as Bayreuth’s
one new production of 2003, was the open
ing night opera and thus gained more me
dia glare for the presence of its political
and other important guests, many of them
there to be seen and photographed rather
than for Wagner music, it is the Wagner
faithful who keep things going for the rest
of the short season. Each ticket, it’s said,
could be sold ten times, with those actu
ally getting the nod determined by com
puter.

Each Ring cycle lasts five seasons and
is followed by a year of rest. This was the
fourth season for Jflrgen Flimm’s version
of events that, in the former Hamburg

theater director’s conception, have been
likened to a postmodemist landscape of a
world ruined by corruption, unscrupulous
ness, lust for political power and murder
ous conflicts. Presented as a parallel of
present-day corporate life, it offers Wotan
as the CEO/architect and chief planner of
Valhalla as the new corporate headquar
ters. In Erich Wonder’s sets and Florence
von Gerkan’s costumes, the look is mostly
present-day. You would recognize any of
these people on the nightly news. For a
newcomer to this production, there were
many highlights: Alberich (Hartmut
Welker) as a thuggish business opportun
ist as loathsome as any slaveholder of
past centunes; the imposing, iich-voiced
Wotan of Alan Titus, who has matured
light years from his beginnings as the
guitar player of Leonard Bernstein’s Mass
in its opening of the Kennedy Center in
1971: the Siegmund of Kansas-born tenor
Robert Dean Smith, paired with the
Sieglinde of Violeta Urmana, whose love
music was as ravishing as one might ex
pect; the Briinnhilde df Evelyn Herlitzius,
made up and costumed like the other
Valkyries to look street smart and tough;
the Siegfried Mime of Graham Clark, a
role that he practically owns, who also

in roles like the Witch in Hansel and
Gretel—as he did in San Francisco in
2002; the giants of Fafner (Philip Kang)
and Fasolt (Johann Tilli), in their floor-
length capes and pointed headgear look
ing for once like real giants; the Hunding
of Philip Kang and the Hagen of Peter
Klaveness, sharing honors in the depart
ment of evil.

Christian Franz (Siegfried) and
Wolfgang Schmidt (Gotterdammerung)
sang the Siegfried roles, both disappoint
ing singers, although Franz came up with
far more real tone than Schmidt.

The biggest disappointment was a vi
sual one, an Immolation in Qotterda,n
nzerung that never caught fire, with Brtinn
hilde forced to sit part of the time in a
corporate office desk chair in Hagen’s
headquarters. The only real fire in this
incomprehensible setting came from
Herlitzius’ s ample soprano.

Most of these singers and others were
holdovers from previous years, as was the
conductor, Adam Fischer, presiding over
an orchestra that often sounded curiously
anemic, more than might be judged acci
dental, considering the fabled acoustics
resulting from the submerged pit of the
Festspielhaus.

shows off his expertise as a character tenor (Continued on page 7)

The stainvay to the second floor ascends to ‘a nightmarish world of madness
above.’ The new, 2003 Bayreuth production of Der fliegende Hollünder.
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THE HEIDELBERG ENCOUNTER
Richard Wagner Entertains Some Unexpected Visitors From America

In the spdng of 1877, the 18” President ol’
the United States set out to tour Europe
and Asia, Ulysses S. Grant sailed for En
gland on May 17, accompanied by Jt,lia,
his wife, and Jessie, the youngest of their
four children. Their poit of entry was
Liverpool, a city where Grant expected to
be greeted, if at all, by one or two officials
from the American consular service. In
stead, the family was welcomed by thou
sands of enthusiastic Liverpuddlians who
turned out to cheer the hero of the Civil
War. His fame (a condition that his natu
ral humility never allowed him to fully
embrace) had preceded him to England
and, as subsequent travels demonstrated,
throughout the world.

The trip was arranged soon after Grant
completed his second term in the White
House. The family’s finances were not
robtist at that point, and the ambitious
journey would not have been possible were
it not for a fortuitous find at one of the
Comstock Lode mines in Nevada. Grant
had earlier invested in some shares of
mining stock, and the unexpected discov
ery in 1877 of a rich vein of silver pro
duced a windfall of some $25,000. Grant,
so recently released from the rigors of the
presidency and freed from the financial
scandals that burdened his final months in
office, immediately decided to make use
of the sudden fortune by embarking on a
world tour of indefinite duration. It was
Grant’s intention to continue traveling
until the money ran out. Some indication
of the purchasing power of $25,000 in the
late nineteenth century may be gained
from the fact that the expedition contin
ued for more than two and a half years.’

After five weeks of travel in the Brit
ish Isles — during which they enjoyed
the continuous hospitality of royalty and
other prominent persons — the Grants
left England for the Continent. Similar
lavish receptions awaited them in Bel
gium and Germany. They visited Cologne,
toured the Rhine as far as Bingen, and
enjoyed stops at Frankfurt, Bad Homburg,
Heidelberg and the Black Forest before

moving on to Switzerland.
It was in Heidelberg on July 15 that

the Grants met with Richard Wagner. The
composer had come to that city after a
stay in Bad Ems. He and Cosima had
retreated to the spa for what they hoped
would be the curative effects of the alka
line baths, having just left London after a
stressful and largely unsuccessful effort
to raise money by performing eight con
certs at Royal Albert Hall. “Wagner rested
at the Villa Diana for a month, where,
among others, Mathilde Wesendonk, with
her daughter Myrrha, called.” 2 Feeling
sufficiently restored, the Wagners moved
on to Fleidelberg; whereupon Siegfried
fell seriously ill with a throat infection,
causing the family to remain for a time at
the Hotel Schloss. In one of those curious
coincidences that often flavor history, the
Grants happened to visit the hostelry while
the Wagners were in residence.

The one contemporary newspaper
record tells us that an unnamed United
States Consul introduced the composer to
the Grants. It is known that Wagner played
for the couple, but it is impossible to de
termine more precisely what transpired at
this unlikely encounter. From all indica
tions, the occasion apparently presented
an awkward situation for all concerned.
Another account states that “[Grant’s]
meeting with Wagner ended in some em
barrassment; the composer commanded
only few English phrases helpful in re
hearsals, and the American statesman
knew not a word of either German or
French.”3 Julia Grant’s brief recollection
of the event provides some indication that
barriers other than language may have
separated the parties: “We remained [in
Heidelberg] all night and listened with
pleasure to Wagner or Liszt — I cannot
remember which — who performed sev
eral of his own delightful pieces of music
for us.”4

Mrs. Grant’s confusion strongly sug
gests that her interest in music was casual
at best. The same may be said for her
husband, who has famously been quoted

on the subject: “I only know two tunes,
One is ‘Yankee Doodle’ and the other
isn’t.’’ Though the couple were doubt
less sincere and unfailingly cotirteous, a
fair inference is that the Grants could not
have been a particularly receptive audi
ence for Wagner’s impromptu recital.

Further evidence of Grant’s indiffer
ence to music is found in Julia’s recount
ing of an amusing incident that occurred
later in their travels~, when they had left
Palermo, Sicily, and were sailing through
the Straits of Messina. “Then Etna came
iii view,” she writes. “and remained with
tis during the day. The sea was calm, and
we sat on deck watching the coming twi
light, when two or three of the young
officers came hurrying tip to me and said:
‘Mrs. Grant, hasten and get out your cot
ton wool. We are nearing the Island of
Calypso. Remember the fate of Ulysses
of old, Take warning and bring out the
cotton wool and fill the General’s ears at
once.’ ‘Oh,’ I said, ‘my Ulysses has no
music in his soul. And am I not the one
with him? Do you suppose that I, after
such a lesson from dear old Penelope,
would remain at home? No, indeed! I
defy all outside enchantments.’ And so
the fabled island was passed in safety.
Not a single strain of music did we hear,
save that of the waves as dashed against
and washed the sides of our gallant ship,
which, on the afternoon of December 28,
dropped anchor at Malta.”6

Wagner had completed the libretto for
Parsifal in April of 1877 and in Septem
ber — after leaving Heidelberg — the
composer began work on his composi
tional sketch of that opera. The full score
was completed in Palermo, Sicily, on Janu
ary 13, 1882.~

It is curious that the Grant-Wagner en
counter has not elicited more interest from
historians and biographers, most likely
because of the scant amount of available
information. Even John Russell Young,
the newspaper correspondent who accom
panied the Grants on most of their world
tour and who subsequently produced a
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highly detailed chronicle of the journey,
fails to remark on the meeting. Perhaps
Young, like Julia Grant, knew so little of
Wagner’s reputation or was so uninter
ested in music that the event was quickly
lost to memory. His entire entry for their
stay at the Hotel Schloss reads, ‘On Sun
day morning, July 1511, the General left
for Heidelberg. From Heidelberg there
was the usual tour to Baden and the Black
Forest.”8 So much for Hen- Wagner. The
definitive four-volume Wagner biography
by Ernest Newman also ignores the meet
ing, and U.S. newspapers of the time seem
to have done the same. ~ There is one
bnef account in the London Times of July
19, 1877, quoted here in full:

HERR WAGNER AND Ex-Piwsinasr

Grn~NT — “C.P.S.,” writing from the
Castle Hotel, Heidelberg, under date
July 16, says:— “Many of your readers
will be interested to hear that Hen- Ri
chard Wagner is staying at this hotel,
with his family, on his way from Ems
to Bayreuth. Yesterday, Ex-President
Grant paid a visit to the hotel, and an
energetic United States Consul brought
about a meeting between him and Hen
Wagner. Hen Wagner does not speak
English; the Ex-President does not
speak German; but that, of course, is
immaterial. I may add that both Herr
and Madame Wagner (nde Liszt) speak
in the warmest terms of the kindness
and hospitality they received during
their stay in London.”
After their time in Germany, the Gen

eral and Mrs. Grant, along with Jessie,
continued their seemingly haphazard jour
ney — crisscrossing Europe, then on to
Egypt, India, countries of the Far East,
including China and Japan, and culminat
ing with their voyage across the Pacific to
San Francisco. Retum to the US. did not
mark the end of their explorations, how
ever; further travel followed to various
cities and even other countries in the hemi
sphere — Key West, Cuba, Mexico,
Texas. Along the way they stopped briefly
(in November 1879) at Philadelphia, theft
starting point and, by so doing, officially
marked the completion of theft circum
navigation of the globe.

NOTES

1. For these and other facts in this article,
the author is indebted to the PBS two-part
documentary, Ulysses S. Giant, written and
produced for The American Experience tele
vision series by Elizabeth Deane and Adriana
Bosch (WGBH, Boston, 2002).
2. Robert W. Gutman, Richard Wagnet;
The Man His Mind, and His Music (Harcourt,
Brace & World, Inc., New York, 1968), p.
392. The same text is available in a more
generously illustrated version as a Time-Life
Special Edition (New York, 1968).
3. ibid., p. 392.
4. Julia Dent Grant, The Personal Man
oiac of Julia Dent Grant [Mac. Ulysses S.
Grant], edited by John Y. Simon (G.P.
Putnam’s Sons, New York, 1975), p. 211.
5. Nat Shapiro (ed), An Encyclopedia of
Quotations About Music (Da Capo Press, New
York, 1981, paperback edition).
6. Julia Dent Grant, p. 219,
7. Stanley Sadie (ed), The New Grove
Dictionary of Music and Musicians
(Macmillan Publishers, Limited, London,
1980), vol. 20, p. 111.
8. John Russell Young, Around The World
With General Grant (The American News
Company, New York, 1879, two vols.), vol.!,
p. 48.
9. As a correspondent for the New York
Herald, John Russell Young might have been
expected to produce numerous dispatches for
his paper relating events along his journey
with the Grant family. That he did not do so is
apparently a reflection of the former President’s
strong desire for privacy. So, instead of filing
dispatches, “Young created a discreet and
graceful travelogue, especially pleasing to Julia
Grant ... as a record of where she had been and
what she had seen” (from the Foreword by
John Y. Simon to Julia Grant’s Personal Mein
airs, p. 19).

BAYREUTH 2003
(Continuedfrom page 5)

Tannhäuser was performed for the sec
ond year in French director Philippe
Arlaud’s staging and scenic design, which
apparently took a bashing in 2002. Pre
sented in the Dresden version, with no
bacchanal, this tnade the opening
Venusberg scene stark and unforgiving.
Venus (Barbara Schneider-Hofstetter) and
Tannhauser (Glenn Winslade), sitting on
a platform, mostly ignored one another,
with Tannhauser going to the extent of

picking up sheet tnusic and looking the
other way when Venus asked him to sing.
This made the sudden transition to the
beautiful meadow scene all the more start
ling and breathtaking, the stage being
transfonned by flowers everywhere.

In the opera’s sorrowful last minutes
these flowers would be relit in depressing
shades of grey, very effectively, too. The
singing was OK, never memorable ex
cept the Act II choruses, until the heart
breaking “Evening Stat-” aria of Roman
Trekel as Wolfram. Kwangchul Youn was
an audience favorite, rightly so, as
Landgraf Hermann, and Ricarda Merbeth
had good moments as Elisabeth. Chris
tian Thielemann’s often sluggish tempos
did more to hold back the action than to
keep it going, but Thielemann is said to
have the inside track on the next new
Bayreuth Ring, which von Trier directs
beginning in 2006.

The best conducting to my mind of the
seven Wagner operas I heard in August
came from the baton of SirAndrew Davis
in Lohengrin. As anyone knows who heard
the sublime Parsifal Davis conducted in
Dresden in April, as I did, or the string of
Parsifal’s he led earlier in Chicago, Davis
has the essential qualities for a true Wag
nerian. In scale, nuance, subtlety of sound,
textual respect and clarity of intention, his
leadership says it all. The Bayreuth pro
duction by Keith Warner of Lohengrin
was often too dark for my taste, but in its
traditional presentation a viewer was trans
ported back to medieval times. In the title
role, the German tenor Peter Seiffeti was
nearly perfect, singing the last act “In
femem Land” with such longing, radi
ance and purity of tone it will never be
forgotten. His was the largest and loudest
ovation accorded any singer in the seven
operas I heard at Bayreuth. It was no
freak happening. Two weeks later Seiffert
sang Tannhäuser in Zurich. The results, I
am thrilled to report, were nearly the same.

—Marilyn Tucker

We appreciate permission from “The Amen-
call Record Guide” to publish the above ar
ticle, a similar version of which appeared in
their issue for January-February, 2004.

—Arnold Wolf



8 LEITMOTIVE

HALFWAY THROUGH THE CHICAGO RING
Die Walkure and Siegfried

The long-awaited Chicago Ring cycle be
gan in autumn 2002 with Die Wa!kiire.
The production was the August Everding
one last seen at the Lyric seven years ago.
enhanced by Duane Schuler’s exceptional
lighting. It is one of the more intriguing of
the “modern” stagings, interesting, and
not all bad: certainly much better than
what these reviewers have recently seen
passing for Wagner in both Chicago and
Zurich. The basic set was a large box.
often open at the hack to show projected
forest or mountains. It was simple and
generally not intrusive. Act I had a table
and the tree, with the sword appearing
and reappearing as necessary. At
“Wintersturme” the rear of the set be
came bright and light. Act II was in two
scenes: the first clearly Wotan’s study
(thus Fricka’s line about this being
Wotan’s hiding place had a certain effec
tiveness) with a large globe suspended in
the center (remindful of the movie, “The
Great Dictator”) and a magnificent moun

tam panorama projected at the back, mak
ing one feel that one was indeed at the top
of the universe. The second scene was in
the mountains themselves, with a stair
way, presumably from Valhalla, dropping
down at the back; the appearance, disap
pearance, and interaction of the gods with
mortals was also effective. Act Ill was
perhaps the most problematic: a large pyra
mid, looking like an Etrusean tomb, domi
nated the stage. This also became the
mountains on which the various Valkyries
and Wotan would appear. Brtinnhilde was
entombed standing uptight in a niche at
the front of the pyramid.

Certain elements made good theater.
The pyramid in Act III forced the
Valkyries to the front of the stage and
made their roles individualized and highly
impressive. Judicious use of contrasting
colored lasers and neon throughout was
also interesting. Yet it was intrusive to
have Valkyrie-dancers flying about on
trampolines at the back, and the appear-

ance of 1-lunding’s kinsmen armed with
rifles was not supported by the text or
situation and made one wonder what
chance Siegmund would ever have had,
even with a magic sword. At the intro
duction to Act I the Norns appeared: in
teresting, perhaps, but one wonders at this
repeated need to entertain the audience
when there is nothing but music.

Costumes were generic and ageless,
although Sieglinde’s long dress caused
trouble both for her and Siegmund. The
Valkyries had maroon caps that were ic—

mindful of Roman flanmenes. Wotan’s
greatcoat was fine: Fricka’s brilliant or
ange cloak was impressive. Details of
stage business were effective: Wotan’s
spear was still obviously a piece of the
World Ash Tree; the identifying and ob
taining of the sword was properly done,
and it broke on cue. Siegmund’s shock at
seeing this happen was one of the pivotal
points of the drama.

Indispositions plagued the December

James Morris as Wotan ponders his options while Jane Eaglen as Briinnhilde looks on in Act II of Chicago Lyric’s current Die
Walktire. All photos by Dan Rest, courtesy Lyric Opera of Chicago.
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6°’ performance seen by these reviewers.
Luckily these did not include the incom
parable Jane Eaglen who presented her
usual superlative best as BrUnnhilde. From
girlish moments at the beginning of Act 11
to a wiser, subdued woman at the end of
Act III, she was outstanding. Harry
Dworchak was Wotan (replacing James
Morris). Although probably up to the role,
his voice diminished through the evening,
and at the beginning of Act III it was
announced that he was indisposed but
would continue anyway, and one ner
vously felt during the act that it would
give out altogether. His finest moment
was in the interchange with Fricka: he
played well the husband whose great ideas
are sidetracked by domestic trivia. Erin
Wood, who was to have sung Ortlinde,
was an effective Sieglinde (replacing
Deborah Voigt), but Thomas Studebaker
was wooden as Siegmund, with a voice
that strained for the role. Highly effective
was Phillip Ens as Hunding, bringing un
usual depth to this minor but pivotal role.
Also distinctive was Matjana Lipovsek as
Frcka. The orchestra under Andrew Davis
gave its usual fine rendition.

Eleven months later, on 5 November
2003, Siegfried opened magnificently, a
glimpse of the power of this Ring cycle at
its best, In the title roll was John Treleaven,
already known throughout Europe but
making his Lyric debut. He handled
opera’s longest role superbly, with per
haps a little holding back in the forest
scene. Characterization was outstanding:
from spoiled energetic brat to fresh love,
without any need for the audience to sus
pend disbelief He was a perfect match
for Eaglen as BrLinnhilde, whose fresh
power did not overshadow her compan
ion. James Morris was the Wanderer: his
voice and acting were so smooth that one
cannot imagine him doing anything else.
One need only compare his already-ex
cellent rendition on the Levine Ring of
somewhat over a decade ago to see how
much he has now evolved. Yet in many
ways the hit of the evening was the young
David Cangelosi as an exceedingly ath
letic Mime. It was his debut in this thank
less role, and he brought it to a height
never previously experienced by these re
viewers, an extraordinary mixture of pa-

thos, sympathy, brutality, and devious
ness,

The minor roles were all strong. Oleg
Bryjak, from Kazachstan, made his Ameri
can debut as Alberich, reminding the au
dience that this was the pivotal role of the
cycle. As Fafner, Raymond Aceto brought
power to one of opera’s lowest roles; Jill
Groves was a forceful Erda, as she took
Wotan to task for his misdeeds. Stacy
Tappan was an effective Forest Bird. An
drew Davis was back to conduct the flaw
less orchestra.

The staging was better than in Walküre.
The basic box was back, but in the first
scene of Act III it had begun to collapse
and deteriorate as the fabric of the cos
mos itself decayed. Most interesting was
Mime’s hut, a wealth of detail including
Siegfried’s childhood toys (a dragon
hobby horse!) and the necessary forging
and cooking tools. Mime used the space
especially well by being everywhere: in
the hut, in front of it, under it, and on top
of it. Act II was the least interesting,
merely a sloping green platform with no
props, although late in the act some roots

were lowered. Fafner’s cave opened at
the back, and eventually the entire rear of
the set revealed the mountain with laser
flames. But strangely the final scene of
the opera was not identical to that of
Walkth’e: the mountain/tomb had deterio
rated—perhaps reasonable—but Brünn
hilde was reclining on a rock in front of it
that had not been there previously, al
though granted this was a more effective
posture.

Costumes remained ageless generic,
although Wotan had the brocaded vest,
duster, and tie of a Westem saloon keeper.
Color was well used in Erda’s rich saf
fron robes and the bright green of the
dancer portraying the Forest Bird, who
carried an origami-like white bird, more
effective than one might expect. This pro
duction does attend to detail: there was
the proper forging, spear breaking, and
reed playing. The dragon was most im
pressive: a glowing skeleton handled by
barely-visible puppeteers who made it
writhe approprately. When it was killed,
Fafner retumed to humanoid form for his

(Continued on page JO)

Wotan (Morris) and Brllnnhilde (Eaglen) in Walküre Act III, showing the Pyramid’.
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CHICAGO RING
(Conti,u,eclJhm; page 9)

last words, The Norns. now aged. tip
peared again at the beginning. But one
wonders why the ring itself was arhine
stone bracelet: this ~vi II cause problems
in Gbttei’dannnei’ung.

Although the entire production was
outstanding, certain moments stand out:
the poignant way in which Wotan in
Mime’s hut examined the tokens of the
grandson lie had never met, and, the
equally emotional single destructive con
frontation between grandfather and grand
son. The most powerful moment was the
opening of Act Ill—aided, to be sure, by
Wagner’s richer orchestration and vigor
after his 12—year hiatus—when Wotan mc—
ceives no comfort from Brtinnhilde’s
mother.

There was little to complain about.
The offstage horn and iced solos in Act II
were weak, especially compared to the
earlier onstage hammering. The space
alien behind Fafner that, one presumes.
was his incarnation as a giant, was ludi
crous and unnecessary. For some reason
Alberich looked like Genghis Khan. The

worst thing, however, was the surtitles,
which became a liowerfill reason to learn
foreign languages, something the wrter
of the surtitles does not seem to have
done: there is no way “mciii selig Ross’
can be “my sacred horse’’ (one such glitch
taken almost at random from many),
“Licht—Alberich” was merely “Wotan’’,
and whole passages were just ignored and
left untranslated. This will not help non—
German speakers to understand the com
plexities of the opera.

The Lyric has recently conic under
criticism for eliminating complex produc
tions (L ‘onzo,’e de Ire ic. Ben m’eizmito
Cd/mi) for Ii ghter fare (Pirates of
Penzance). These are indeed difficult
times, and the barbarians are at the gates.
But the wild cheering and applause from
the capacity crowd on November 5 is the
best possible affirmation that more, not
less, is needed, and that culture can tri
umph over ignorance.

—Duane W. and Letitia K. Roller

McEWEN’S RING
( Caati,,uedfroni j~age 3)

Lehnhol’f came up with a wonderful idea
which are the paintings of Caspar David
Friedrich. His best known painting ([think
everyone knows it even though they may
not know who the painter is, but they do
know the picture) is the “Isle of the Dead’’
— on which Rachmaninoff based his la—
nmous tone poem. Caspar David Friedrich’s
paintings reek of Romanticism: they are
the ultimate German Romanticism. They
are perfect as an inspiration for the Nature
sections of the Ring. In the same sense
that you must feel the presence of the
Romantic era, so also you must Feel the
presence of Nature.

The most important characters in the
Ring are Alberich, who has the title role,
if you like, and appears in three of the
four operas; Wotan, who obviously as the
chief of the Gods is soil of puppeteer who
makes everything happen — although it
is generally his greed and his mistakes
that make everything happen; and Br[inn
hilde who saves the world at the end of
Götterddnznmening. You must also have a
strong Siegfried—just to be able to sing
the part. But also to be able to make him
believable as the hero who can go through
fire to flee Brtinnhilde.

After these four, perhaps the next most
important character in the story is Loge.
He presented a real problem to me and to
my colleagues. In every Ring which I
have ever seen, Loge is ridiculous. In all
of the old productions and in some of the
modern productions, he is generally
dressed in red bits of chiffon cloth that are
meant to look like flames when he dances
around. As a result, a man who is an
opera singer (and not the most graceful
person in the world) is bobbing around all
through Rheingold trying to look like a
flame, but who in fact looks absolutely
foolish — like an incompetent ballet
dancer. We talked a great deal about the
character of Loge and how, even though
he is not literally present all through the
Ring, he is, in his way, present, i.e. at the
end of Wa//cure he is summoned to sur
round Briinnhilde with fire and his cyni
cism and his searching mind — he is the
one that the gods rely on to find the an-

(Continued on page 12)
Siegfried Jerusalem as Siegfried bottles the formidable Fafimer in Act II (in an
earlier peiformnance). Our reviewers beam-cl John Treleaven in the role.
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Profile: Honoraxy Member

DAME GWYNETH JONES

Born in 1937 at Pontnewynydd, South Garden appearance in 1995. She has now
Wales, Dame Gwyneth studied at the sung all of the leading Wagner roles ex
Royal College of Music in London. She cept Elsa. Undoubtedly her greatest tn-
supported herself by working as a secre- umph was as Brunnhilde in the Bayreuth
tary during spare daytime moments and centenary Ring under Pierre Boulez and
in the Moo Cow Milk Bar in Baker Street directed by Patrice Chereau—perfor
during the evenings before winning prizes mances thankfully preserved on both video
which allowed her to continue her
studies both in London and, later, in
Siena and in Zurich, where she made
her operatic debut as a mezzo soprano,
and which is now her home. Her
Covent Garden debut was in 1963 and
it was in 1964 while singing the Fidelio
Leonora in English for Welsh National
Opera that she stepped in for Regine
Crespin on short notice singing the
role in Gennan. She scored an over
night success. A few weeks later she
replaced an ailing Leontyne Price
again on short notice as the Ti-a vatore
Leonora—pointing the way to the Ital
ian and German repertory for which
she has become so celebrated.

Dame Gwyneth has subsequently
become one of the most accomplished
dramatic sopranos of the latter half of
the 201 Century, with a repertoire
matched by few artists in the history
of opera. Virtually all the great opera
houses in the world have been graced
by her presence: Vienna, Covent Gar
den, the Met in New York, Paris, La Scala,
Berlin, Munich, Hamburg, Bayreuth,
Barcelona, Buenos Aires, San Francisco,
Chicago, Tokyo, Salzburg, Verona,
Edinburgh, Orange, etc. She has worked
with many of the greatest conductors in
cluding Abbado, Barbirolli, Bernstein,
Bdhm, Boulez, Davis, Giulini, Haitink,
Kempe, Kleiber, Krips, Kubelik,
Leinsdorf, Levine, Maazel, Mehta,
Ozawa, Sawallisch, Solti, Thielemann,
van Dohnányi etc.

In the Ring she made her way up
through the Norns and Rhine Daughters,
Sieglinde and Gutrune to become one of
the leading Brunnhildes of the post-war
era. Isolde was added in 1978 and Ortrud
in 1991, in which she made her last Covent

and disc. Other roles at Bayreuth have
included Sieglinde, Eva, Senta and Kun
dry (the latter two both recorded). In 1972
she set a precedent there by doubling as
both Elisabeth and Venus.

Outside Wagner, Dame Gwyneth has
been a leading exponent of the Richard
Strauss repertory — starting with the
smaller roles and then graduating to the
Marschallin, Salome and Helen of Egypt,
Ariadne, the Dyer’s wife and Elektra. One
night in Zurich she created history by
singing the Dyer’s wife and doubling as
the Empress, sight-reading from the wings.

In 1984 she sang Turandot for the first
time during the Los Angeles Olympic
Games: a role in which she distinguished
herself globally. Her London appearance

in this role was televised, and includes a
delightful interview with Dame Eva
Turner, with whom she had studied the
role.

In more recent years Dame Gwyneth
has toured her one woman show 0
Malvina, based upon the life of Malvina

Schnorr von Carolsfeld (the first
Isolde). Other projects include lieder
recitals and masterclasses. While con
tinuing to add new roles to her reper
tory (including Kostelnicka in Jeni€fa
(Janacek), Kabanicha in Karya
Kahanova, the Woman in Erwartung
(Schonberg), and roles in The Rise and
Fall of the city ofMahagonny and the
Pir-ates of Penzance. As of last fall,
Dame Gwyneth has been involved in a
new 13cr fliegende 1-Jo/lander in
Weimar, where she is Stage Director
and is responsible for costumes with
her set-designer Laurent Berger. The
conductor will be Jac van Steen. This
production was scheduled to run from
22 November until February, 2004; it
will also be heard in Denmark between
March and June 2004 and may tour
Japan thereafter.

Gwyneth Jones was made a Dame
of the British Empire in 1986; she is a
Kammersangenin of both the Vienna
State Opera and the Munich State Op

era; she is Dr. h.c. of the Universities of
Wales and Glamorgan. In 1988 she was
awarded the Verdienstkreuz I Klasse (Or
der of Merit 1st Class) of the Federal Re
public of Germany. In 1990 she became
the President of the Wagner Society (Great
Britain) and in 1991 received the Golden
Medal of Honour in Vienna. Later, in 1992
she became conzinaiideiir des Arts et
Lettres in France.

This profile, in somewhat different form,
previously was published in the British
Wagner Society ‘sjournal, Wagner News,
September2003. It was written by Michael
Bousfield. We appreciate permission to
publish this edited version here. —Ed.

Dame Gwyneth Jones
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(COntinlftv(Ira,II page 10)

swers for them. And when he does find
the answers, they very often do not listen
to him. He urged Wotan to give back the
gold right away, but nobody listened. I-Ic
is the ‘Doubting Thomas’: he wants the
facts. He is the researcher. We caine to
the conclusion that (and I believe it pro
foundly). Loge was the first lawyer. I-Ic
serves that purpose for the gods and there
fore we dressed him as a lawyer — obvi
ously we could not put a sign across his
chest saying ‘Lawyer’. So we put him in
a morning stnt with a tai Icoat and striped
trousers, Instead of the usual grey waist
coat, we gave him a bright red waistcoat
— to tie into half-god of fire. Lehnhoff
dreamed up the idea that at the very end
of the Ring Loge retums and the last per
son we see, as the curtain comes down in
the fire followed by flood which ends
Goitetdaiiinentng, is Loge simply look
ing quizzical (as he also does at the end of
Rheingoid). At the end of Rheingold he is
thinking, ‘‘What is going to happen to
me?’’; at the end of Gotterdanmiet-iing, he
is thinking, “What is going to happen to
the world?” We hoped that this would be
easily understandable [by the~~~tidience];
it is the one departure from the literal
interpretation of the story for which the
critics let us have it’ — they cr ticized tis
very severely. But I have not found yet
another interpretation of Loge which
works.

There are three things which I do not
want to talk about on these tapes.

1. Symbols. I will mention sym
bols and perhaps even a short explanation
of one or two, but I do not want to get into
discussing symbols and symbolism sim

ply because you can go on for hours and
hours. I sincerely believe that a great art
ist like Wagner — he may have been a
despicable man, but he was a great artist
— wanted people to interpret for them
selves a great deal of his works of art. In
the same way that a great painter knows
that different people see different things
in the same panting, so also people hear
and understand di flërent things from such
a universal work as the Ring. So I am
going to avoid excess talk abottt symbol
ism.

2. The Myths. I am going to avoid
altogether discussing the original Noise
myths which inspired Wagner because if
you get into the real Nordic gods, there is
a family that makes the Greek and Ro
man gods look like chopped liver. It is
such a huge bunch of people as compared
to the Greeks and Romans, that we would
spend all night. We will discuss some of
the gods, especially those that we are deal
ing with. There are connections, of course:
one of the things that I find marvelous,
for example, is that Wagner understood
the pagan idea that gods are very fallible.
In Greece, Zeus was always doing Let’
rible things, coming down to Earth and
making terrible mistakes and doing awful
things. The same is true of Jupiter and
Jove in Roman mythology. But in our
era, that is so inlluenced by Judeo—Chris—
tian-Muslim ethic, we have come to this
idea that there is only one god and that he
is perfect. When there were lots of gods,
in antique mythology, they were anything
but perfect. And the gods in the Ring are
very fallible. But we are not going to
discuss Nordic mythology.

3. Leitmotifs. We also are not go
ing to discuss something that Wagnerians

often hold dear to their hearts and that is
Leitmotifs. As you know, Wagner had a
tune for every important element of the
Ring. They come back at the right time
and intertwine with other motives. We
will play them on these tapes, but we will
not discuss them because yoti can get into
a whole other discussion and forget or
become confused about the story of the
Ring if you spend your time on leitmotif
analysis. There are lots of hooks which
deal at great length and detail with the
leitmotifs: please get one and read it if
this subject is of interest to you.

[Following these introductory remarks, Mi’,
McEwen descrbes the story and plays ex
cerpts from the Solti—London recordingl.

Because these tapes acre made by Mn
McEit’en it’ithout a si’i’itteti levi and in a
c-ott i ‘e,csational sn/c, occasional editing
front the original tt’as nc’c’essarv J’or tins
article. —Ed.

(Continued J’ro~n page 2)

be fair to say however, that the
Philharjnonia put out a characteristically
“English” sound with lyrical strings and
great transparency in the winds—a more
differentiated sound than the heavier, more
homogenized tones of the Philharmonics
of Berlin or Vienna, or that of Bayreuth.
This is noteworthy, but not a detraction
from the great Tristan recording.

—Mehrdad Abidari

This is the fincr occasion space has permitted
p~’iusing this still interesting letter.
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