PERA

MAGYAR ALLAMI OPERAHAZ
HUNGARIAN STATE OPERA

-

» s e ﬂ"_‘fﬂ.ﬂﬂ\ﬂuw-‘" \

L Eﬁmwm I "ﬂﬂﬂ“ A 1

Iig §Il'm




Létay Kiss Gabriella, Hovhannes Ayvaziyan

Tartalom

Alkotok és szereposztas

Cselekmeny

Stefano Poda Otelldja - Gondolatok a rendez6t6l
Minden Velencében kezddddtt...

Egy italiai novella angol kézben

Egy kilonds baratsag torténete

A ,csokoladé-projekt”

Verdi és Boito Otelldja

Harom torténet 6sszehasonlitasa

Contents

Cast and creative

Synopsis

Stefano Poda's Otello - Some thoughts from the director
It all started in Venice...

An Italian short story in English hands

The story of a unique friendship

The “Chacolate Project”

Verdi and Boito’s Otello

Three stories compared

36
40
43
46
50
52
55
61



Giuseppe Verdi

Otello

opera két részben, négy felvonasban, olasz nyelven, magyar, angol és olasz felirattal

apera in two parts, four acts, in Italian, with Hungarian, English, and Italian subtitles

Szbveqird Librettist ARRIGO BOITO

Rendezd, diszlet-, jelmez- és vilagitastervezé Director, set, costume
and lighting designer STEFANO PODA

Arendez6 munkatarsa Assistant to the director PAOLO GIANI CEl
Magyar sz6veq Hungarian translation by KENESEY JUDIT

Angol szdveg English translation by ARTHUR ROGER CRANE

A Gyermekkar vezetdje Head of the Children’s Chorus HAJZER NIKOLETT
Karigazgatd Chorus director CSIKI GABOR

Bemutatd: 2015. szeptember 26., Operahaz
Premiere: 26 September 2015, Opera House

Otello, mor, a velencei sereq hadvezére Otello, a Moor,

general in the Venetian army JOSE CURA / HOVHANNES AYVAZIYAN

Desdemona, Otello felesége Desdemona, wife of Otello SAFAR ORSOLYA /

LETAY KIS GABRIELLA

Jago, Otello zaszlésa lago, Otello’s ensign ALEXANDRU AGACHE / KELEMEN ZOLTAN
Emilia, Jago felesége Emilia, lago’s wife WIEDEMANN BERNADETT

Cassio, Otello kapitanya Cassio, Otello’s captain UJVARI GERGELY / BONCSER GERGELY
Roderigo, velencei nemes Roderigo, a gentleman on Venice KisS TIVADAR

Montano, Ciprus korabbi kormanyzoeja Montano,

former Governor of Cyprus PATAKI BENCE

Lodovico, a Velencei Kdztarsasag kdvete Ladovico,

ambassador of the Venetian Republic SZVETEK LASZLO

Hirndk Aherald ARON OTTO JOHANNSSON

Kozremiikddik a Magyar Allami Operahaz Zenekara, Enekkara és Gyermekkara
Featuring the Hungarian State Opera Orchestra, Charus and Children’s Chorus

Karmester Conductor FREDERIC CHASLIN



Cselekmény

I. felvonas

Szérny( vihar tombol a velencei fennhatdsag alatt allo Ciprus szigeténél; a polgarok
karmanyz6jukat, a mar Otellot varjak a kikotdben. A hajo feltdnik a haborgo tengeren és révbe
ér. A vezér biiszkén adja hirlil: gy6zelmet arattak a szigetet megtamado muzulmanak felett.
Avihar lecsendesedik.

Egy velencei nemes, Roderigo buslakodik az Ginneplé tdmegben: reménytelenil szerelmes
Otello velencei felesegebe, a szép Desdemonaba. A bus szerelmesnek Otello zaszlosa, Jago
ajanlja fel barati segitsegét: megvallja neki, hogy titkon gy(iloli a mort, amiért az nem 6t, hanem
Cassiot leptette el6 kapitannya; kész tehat segiteni Roderigonak, hogy az megszerezhesse
Desdemonat, 6 maga pedig bossz(t allhasson Cassién s a maron.

Jago a gy6zelmi innepségen tosztot mond Otello és Desdemona eskivdjére. Felhivia Roderigo
figyelmét, hogy Cassio tulontul gyengéden beszél a hélgyrdl, s azt ajanlja a nemesnek: itassa
le és provokalja a kapitanyt, hogy az bajba keriljén, s igy megzavarhassak Otello és Desdemona
naszéjszakajat. Montano, Otello elddje erkezik, hogy Cassiot 6rségbe hivja, s dobbenten latja,
hogy a kapitany részeg. Jago és Roderigo mesterkedésének kdszonhetéen Montano és Cassio
hamar kardot rant, s a nagy felfordulasban Otello jelenik meg, hogy rendet teremtsen. A részeg
Cassiot s a megsebesitett Montandt atva éktelen haragra gerjed, s mikor Desdemona is
megjelenik a nagy felbolydulasra, a mar lefokozza kapitanyat - Jago legnagyobb dromeére.

A kérnyek elcstndesedik, a hazaspar végre kettesben marad.

Il. felvonas

Cassio nem tudja, mit tegyen szégyenében. Jago azt javasalja neki, Otello feleséget kerje meg,
hogy kdzbenjarjon Gigyében Otellonal. Cassio megfogadja a tanacsot, és megszdlitja a kertben
Emiliaval, Jago feleségével sétalgatd Desdemonat.

Jago egyedl marad és hitet tesz az egy gonosz Isten mellett, aki az embert aljassagra
teremtette.

Asorsismet a kezére jatszik: Otello épp akkor érkezik, mikor a tavolban Cassio Desdemonaval
beszél. Jago elllteti Otello szivében a féltékenységet, azt sugallvan, a mor felesége gyengéd
érzelmeket taplal Cassio irant.

Desdemona jon férje elé, hagy a lefokozott Cassidért kdzbenjarjon. Otelloban felébred a gyant
és haragra gerjed. Desdemana azzal a kendGvel akarja férje fajo homlokat hsiteni, melyet
tdle kapott, am Otello diihében a fdldre dobja azt. Emilia veszi fel a kend6t, amit Jago erdvel
elvesz téle.

A holgyek tavoznak, Otello pedig zaszlosat okolja, amiért oda a nyugalma. Bizonyitékot akar
Jagatol Desdemona hitlenségére. Jago elmeseli, hogy rajtakapta korabban Cassiot, amint
almaban Desdemonahoz suttogott szerelmesen, mi tobb, latta nala a kenddt, melyet
Desdemona férjétdl elsd szerelmi zalogul kapott. Otello bosszut eskiszik.

lll. felvonas

Jago tovabbi bizonyitékot iger Otellonak, majd tavozik, mikor Desdemona jon koszonteni férjét.
Otello ingertilten faggatja hitvesét, Desdemana pedig értetlenl all férje elgtt. Mikor a mor
a kendét koveteli tdle, az asszony ismét Cassio igyében probal szélni. A férfi diihében
szajhanak nevezi Desdemonat és ellizi szine el6l a zokogo asszonyt.

Otello, miutan haragja lecsillapszik, megsemmisilten vet szamot sorsa felett: az Isten
aboldogsag utolsd sugarat is elvette téle. Nem nyugszik, mig bizonysagot nem szerez felesége
hltlensegérdl. Jago érkezik, hogy Otellot elbujtassa: igy kihallgathatja Jago és Cassio
beszélgetését.

Jago eléhuzza Desdemana kenddjét, és Uigyesen gy kérdez6skodik Cassio szeretdjérdl,
Biancardl, hogy Otello azt higgye, Desdemonardl beszél.

Trombitak jelzik a velencei kivetek érkezéset - Cassio elsiet. Otello elhatarozza, hogy még
aznap éjjel megmeérgezi feleségét. Jago azonban azt javasolja: puszta kézzel fojtsa meg
inkabh az asszonyt - az agyban, ahol vétkezett; 6 maga pedig majd Cassiérdl gondoskodik...
Otello igazat ad neki és kapitanyava nevezi ki.

Bevonulnak a kévetek, hogy atadjak Otellonak a velencei dozse levelét. Desdemana is részt
vesz a fogadason. Mikor a kovet a kapitanyt hianyolja a tarsasagbol, az asszony szomordan
mondja, hogy Cassio kegyvesztett lett Otellonal. A mor haragra gerjed. Felolvassa a level
tartalmat: a herceg visszahivja Otellot Velencébe, ciprusi helyettesének pedig Cassiot nevezi
ki. Ektelen diihében mindenki elétt megalazza és foldre Ioki asszonyat. Jago halkan arra
buzditja Otelldt, hagy még aznap éjjel hajtsak végre a tervet; majd rabeszéli Roderigat, hagy
az éj leple alatt 6lje meg Cassiot. A megddbbent gyllekezet vigasztalna Desdemonat, de Otello
mindenkit kildoz a teremb6l. A mor egyedil marad, és a megindultsagtol eszméletlendil rogy
dssze. Jago gy6zelemittasan néz le a foldon fekvd Otellora.

IV. felvonas

A megtdrt Desdemona halészobajaban Emilia segitségével lefekvéshez készilddik. Felidezi
a dalt, melyet anyja egyik cselédje énekelgetett annak idején szerelmi banataban.
Desdemona bucs(t vesz Emiliatal; magara maradvan a Sz(izanyahoz imadkozik, majd aludni tér.
Otello Iép halkan a szababa; elgyengil alvé felesége latvanyatol. Csokjaival felébreszti



José Cura, Safar Orsolya

Desdemonat, majd utasitja 6t, hogy késziljon a halalra. Desdemana hidba probalja meggydzni
urat artatlansagarol - Otello megfojtja 6t.

Emilia drémbél az ajtan a hirrel: Cassio megélte Roderigot. Desdemona utolsg leheletével
elmondja a dobbent Emilianak: artatlanul hal meg. Az asszony fellarmazza a palotat: Jago,
Cassio, Montana és Lodovica rontanak a szobaba. A mar el6tt vilagossa valik, hogy valojaban
miféle armany aldozata lett. Jago elmenekiil a mdr haragja eldl. Otello utoljara megcsokolja
halott felesegét, és leszlrrja magat.
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Stefano Poda Otellgja
- Gondolatok a rendezotél

Opera: az egyetlen miivészeti forma, amely a kozonséget teljesen
parhuzamos dimenzidba képes repiteni. Az 6sszes miivészet egysége a
tettek vilagaban, ahol a szoveget beszéd helyett éneklik: s igy az opera
.hyelve”, kddrendszere nem egyezhet meg a valdsag, a vald élet rendszerével.
Ez Stefano Poda rendezé sajatos hozzaallasa a miifajhoz: rendezési
modszere se nem hagyomanyos, se nem realista. Nem a megszokott
utakon jar, és nem koveti a német rendezészinhaz szabalyait sem. 0 maga
tervezi produkcidinak diszletét, jelmezeit, vilagitasat és mozgasvilagat.
Ez az 6sszpontositott munkamodszer nem annyira szervezési okokbdl,
hanem személyes igénybdl és elhivatottsaghol fakad: miivészeti torekvése,
hogy a szinpadon vald térténések maximalis teljességét és
folyamatossagat alkossa meg. Az operajatszas uj divatja, hogy mas
helyzetekbe iiltetik at a miiveket, hogy bizonyitsak a mii aktualitasat.
Ehelyett viszont igazi hatassal lehet a kozonségre a tautoldgia hatarozott
elutasitasa a szinpadon, példaul azaltal, hogy keriiljiik azt, hogy kétszer
magyarazzunk el a szinpadon valamit, amit a zene és a széveg egyébként
is vilagosan kifejez.
Ez az Otello tehat nem ,televizio-szerii”, nem jatszodik konkrét helyen és
idében, nem narrativ. Nem célja, hogy magyarazza és rendszerezze azt,
amit a zene mar 6nmagaban kifejez. Ellenkezéleg: a tudatalatti dimenzioja
ez, arnyékok, viziok és titkok vilaga. S a sok felmeriilo kérdésen
elgondolkodva maga a nézé valik a rendezévé.

JAGO

Erényét igy véltoztatom szurokka,

€s josagabal olyan halat szovok,

amelyben mindenki fennakad.

(W. Shakespeare: Othello. II. felv., 3. jel.)
Az Otello Ut a tisztatal a macskosig.

Az armany haldjaba ragadt lelkek tragédiaja.

Ndllaltan és szorosan katddém rendezésemben a kortdrs mivészethez - de sosem oly
médon, hagy Verdit vagy Shakespeare-t aktualizdljam.
Ellenkezéleg: kortdrs vildgunkat szeretném kézelebb hozni a régi vildghoz.”

OTELLO
Otello dicsGségének vege!
(G. Verdi-A. Boito: Otello. I1. felv.)

Otello bdrszinének kérdése sokkal fontosabb Shakespeare darabjdban,
mint Verdi és Boito operdjdban. Nem valds dramai vonds,
hanem Otello dnbizalomhidnydnak jelképe.”

JAGO

Ovakodj, uram, a féltékenységtol.
Sotét, sapadt, vak szdrny az,
sajat mergével mérgezi magat,
eld seb tépi mellét.

(G. Verdi-A. Boito: Otello. II. felv.)

A féltékenység az 6nbizalom hidnydbdl, s az Otellééhoz hasonld pszicholdgiai bizonytalan-
sdgbdl szarmazik. A veszteségtdl vald félelem ez, amely minden rossz tapasztalattal egyre
csak nd. Otelldnak feltehetden tébb szérnyi helyzetben kellett mdr kordbban csalédnia.”

JAGO
Dolgozz, méreg, végezd a munkad!
(W. Shakespeare: Othello. IV. felv., 1. jel.)

Jago a legrosszabbra haszndit intelligencia,

az emberi vdlasztds szabadsdgdnak megtestesitdje.

Am Jago nem a Gonosz, & nem Mefisztd. A szadizmus egyfajta eléfutdra. Filozéfidja tiszta,
felvildgosult és raciondlis - csakigy, mint Sade-é.

Ervelése a kivetkezd: ha mds bajabol hasznom szdrmazik, miért tartéztassam magam
annak az embernek a kinzdsatol, hisz igysem akarok az erkdlcsi térvényeknek
megfelelni?



Ebben a tekintetethen Jago mentalitdsa teljesen ésszer(i és egyenes - s ennélfogva veszé-
lyes: a gondolkodds egy szélsdséges mddja, amely tipikusan a nagy tragédidk karaktereinek
sajdtja: Macbethben, Abigélben vagy Saloméban tabbé-kevésbé tudatalatti, de Jagdban
teljesséqgel kifejezésre jut. 0 a drdmai cselekmény valodi motorja.”

JAGO

Megvan! A tervem megfogant!

Pokol, segits! Vak éj, tarts hasszan,
hogy szornyszilottemet vilagra hozzam!
(W. Shakespeare: Othello. 1. felv., 3. jel.)

Mindennek, ami a szinpadon térténik, igaznak és élének, egyszeriinek és tisztanak kell lennie.
Emiatt mindig arra kérem az énekeseket, hagy mieldtt énekelni kezdenének, gondoljanak

"

! / arra, amit kdzélni fognak, ahogy a vald életben is tesszik. Az dtlet sziiletik meg elészdr, s
a szavak azt kévetik.”
] " ]
i/ N\
. ¥ \:\ ' Visszautasitom a régebbi korok miveinek automatikus aktualizdldsdt. Manapsdg dgy tdnik,
ﬁ \ Y egy régi darab nem is lehet j6, ha nem »aktualizdljuk«.
f \;_" Az egyetemesség az érdem, nem az aktualizdlds.
~i Kortdrs darab az Otello? A féltékenység egyetemes dolag, nem kortdrs.
} ‘ b A gyilkos dszténdk mélyen emberi tulajdonsdgok, de nincs jogom megitélni a mai embert,
| 4 4 ; ‘| A hogy mennyire ergszakos.
‘é'—f ' b\ Ahelyett, hogy Verdit és Boitdt akarndm kézelebb hozni, jobb szeretném megprébdini mind-
S |
X annyiunkat egy olyan dimenziéba vinni, ahol taldn Verdi és Boito lelkére lelhetlink.”
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Minden Velencében kezdddott...

JEIt egyszer Velencében egy Mor, ki vitéz és szemrevald férfi volt; s mivel habordskodasban
igazi ratermettségrdl és megfontoltsagrol tett bizonysagot, a Koztarsasag hercege nagyra
becsiilte 6t.

Tortént, hogy egy csodas szepséqu, erényes holgy, kit Disdemonanak neveztek, szerelembe
esett a Morral, mivel megeérintette annak vitézsége; a Mor pedig, Disdemona szépségeté|
és nemes jellemétdl legy6zetve, viszonozta a leany szerelmét; és vonzalmuk oly erds volt,
hogy bar a hdlgy sziilei megtettek mindent, mit lehetett, hogy lanyukat mas férj
valasztasara red birjak, 6 csak a Marhoz volt hajlando ndil menni. S oly nagy harmoniaban
és bekeben éltek Velencében, hogy oly sz6 el sem hangzott koztiik, mely ne lett volna
gyengeéd és kedves.

Ekkoriban tortént, hogy Velence ura lecserélte a Cipruson allomasozé csapatait, és azok
élére a Mort nevezte ki parancsnoknak, akit a szigetre kiildott. Orvendett a Mor a néki
ajanlott megtiszteltetésnek, hisz ily meltasagot csak nemesi rangu s hlisegben prabalt
férfiak kaptak, kik batorsagukrol tanisagot tettek - Grome azonban alabb hagyott, mikor
az utazas hosszat és veszelyét mérlegelte, félvén, hogy Disdemona megszenvedné
tavollétét. ...)

Disdemona ezt hallvan igy szolt: »Férjem, miféle gondolatok suhannak fejeden dt? Miért
hagyad, hagy ily dolgok nyugtalanitsanak téged? Elkisérlek, menj barhovd: a tdzén is dtkelnék,
mi ahhoz képest a biztos és jél felszerelt hajd a vizen? Ha kiiszkddéssel, veszedelemmel kell
szembenézni, véled azon is osztozom.« {...)

Boldogsaggal telve a Mor karjat felesége nyaka kdré fonta, és egy szenvedélyes, gydngéd
csok utan felkialtott: »/sten tartson meg ily szerelemben, édes hitvesem!« Majd gyorsan
magara Gltotte fegyverzetét, s az expediciora készen, feleségével és minden csapataval
galyaja fedélzetén tengerre szallt, vitorlat bontva Utra keltek, s végig tokeletesen cséndes
vizen érkeztek Ciprusra.

Volt a katonak kozt egy Zaszlos, ki kils6re szép ember volt, természete viszont egyik
legromlottabb a Foldon. Ez az ember nagy becsben volt a Marnal, kinek sejtése sem volt
embere gyengeségérdl, mivel az - a sziveben rejtdz6 rosszasag ellenére - biiszke és
ertékes beszedekkel és tetszetds megjelenéssel oly miivészien palastolta lelke
gonoszsagat, hogy kifelé mindenkinek csak egy Ujabb Hektdrnak vagy Akhillesznek
tetszett. £z az ember a Morhoz hasonloan Ciprusra vitte feleségét, egy fiatal, szép és
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erényes holgyet, kit italiai sziletése folytan Disdemona igen megszeretett, s napjai nagy
részét vele toltotte.

Ugyanebben a tarsasagban volt egy bizonyos Kapitany az egyik csapat élen, kihez a Mor igen
ragaszkodott. Emiatt pedig Disdemona, tudvan, hogy a férje mennyire becsili 6t, nagy
kedvesséqggel viseltetett a férfiirant, amiért a Mor igen halas volt. A gonosz Zaszlos viszont,
tekintet nélkil feleségének tett fogadalmara, s a baratsagra, hiiségre és kotelességre,
mellyel a Mornak tartozott, szenvedélyesen Disdemonaba szeretett, s minden gondolata
csak a kordl jart, hogy 6t sikerrel meghaditsa - habar vanzalmat nem merte nyiltan kimutatni,
félvén, hogy a Mor, ha megtudnd, azonnal megdiné ét. (...)

AZaszlos azt hitte, hogy sikertelenseégének oka az valt, hogy Disdemona a Kapitanyt szerette;
s a szerelem, mely emésztette keser( gydldletbe fordult, s hogy szandékaiban igy kudarcot
vallott, minden gondolata csak azon jart, hogy a Kapitany halalat kitervelje, s hogy a Mor
Disdemona iranti szeretetét megrontsa. (...

Részlet Giovanni Battista Giraldi Cinthio Gli Hecatommithi cimd,

1566-ban megjelent kdtetének egyik elbeszélésébdl.

Kenesey Judit forditdsa

Eqgy italiai novella angol kézben

Az elgbbi részlettel kezdGdik Giovanni Battista Giraldi, mas nevén: Cinthio (vagy Cinzio) olasz
szerz6 1566-ban, Velencében megjelent Gli Hecatommithi (Szdztiz torténet) c.
elbeszéléskotetének egyik novellaja, amely par évtizeddel késébb egy angol fiatalember
kezébe kerdlt.

Kutatok szerint William Shakespeare Othelldjanak tébb forrasa is volt. Novella
asszonygyilkolasrol torok haborus kornyezetben megénekelve', vilagtdrténelmi histdrias
kanyvek, amelyek az Othello szil6féldjét leird részekhez adhattak Gtletet, illetve A térokak
dltaldnos histdridja (The Generall Histarie of the Turkes) c. 1603-as kiadast kényv, amelybdl
a keresztény-ottoman ellentétekrdl és az 1571-es lepantdi csatardl tajekozadhatott. A legfbb
forras azonban egyértelmien a ,velencei' novella volt.

operajanak tiikrében rendkiviil érdekes. Nem adatt nevet egyik karakternek sem, kivéve
a ndi fészerepldt: Disdemonat? Shakespeare-nek koszonhetd a szerepldk nevei mellett
megannyi zsenialis szerz6i otlet, melynek legnagyobb részét késdbb Verdiék is elég hlien
kovették. Cinthio csak egy mondattal utal arra, hogy Disdemona sziilei nem repestek az
otlettdl, hogy lanyuk a Mérhoz menjen felesequl. Ezt Shakespeare eqy teljes kezdd felvonassa
bévitette: igy mélyebb rétegeiben volt modja abrazolni a mornak s szép felesegének
szerelmét, és annak kevéshé szerencsés kariilmeényeit. Shakespeare kezében dramaibba
formalodott sok fontos mozzanat az italiai forrashoz kepest: Othello egy tehetetlen, se nem
szimpatikus, se nem teljesen antipatikus fdszerepl6bdl igazi tragikus h6ssé nemesedik az
angol tragédiaban: igaz sziv(i ferfiva és tiszteletre meltd vezetdveé, akinek bukasa kizarolag
Jago armanyainak kdszonhetd. A Zaszl0s alakja is arnyaltabb lett Shakespeare-nél: nem
a Desdemona iranti remenytelen szerelem motivalja, hanem elsdsorban az, hogy nem 6t
vélasztotta Othello helyettesének, masodsarban pedig az, hogy Ugy hiszi, a mor korabban
felszarvazta Gt. Jagobol, az eqgyszer( végrehajtabal 6rddgi, zavarbaejtden intelligens
manipulator valik.

Rendkiviil fontos az a valtoztatas, ahogy Shakespeare képzelte el Desdemana halalat: Cinthio
Disdemonajat a szerelmi bosszutal elvakult Jago veri halalra, Shakespeare-nél a betegesen
feltékennye tett Othello fojtja meg artatlan asszonyat; valamint az angol tragédiaban Othello

1 Francois de Belleforest: Histoires Tragiques; 1561. In: Certaine Tragicall Discourses of Bandello. Ford.: Geoffrey Fenton

2 Anévfeltehetden a gérdg disdaimona szébdl eredt, melynek jelentése ,rossz csillagzat alatt sziletett”
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sajat magaval végez, s nem Desdemona rokonai allnak rajta bosszat. Ezekbdl a fébb
valtoztatasokbol is erzekelhetjik, hogy Shakespeare kivalo dramai érzékkel egy arnyaltabb,
szovevényesehb, mely erkdlcsi és pszicholdgiai tragediava fejlesztette a velencei torténetet,
melynek szerepldi nem kiralyok vagy mesebeli alakok, hanem his-vér emberek, kdzpontban
eqy szines bor( héssel.

Az Othello, a velencei mér tragédidja c. darabot 1604-ben mutattak be eldszor I. Jakab

udvaraban, s hamar az egyik legtobbet jatszott Shakespeare-darabba valt, amelyet a Globe-
ban és a Blackfriars-ben is tobbszor eldadtak. 1660-ban Margaret Hughes alakitotta

Desdemanat, ami azért volt kiilonleges, mert (hivatalosan) ez volt az elsg alkalom, amikor ng

jatszhatott szindarabban. A darab megirasa 0ta szakadatlan népszer(iségnek érvend, és mara

rengeteg feldolgozasa sziiletett a miveszet szinte minden teriiletén. Rossini volt az els6, aki

operat irt a darabbol: a harom felvonasos Otelldt 1816-ban mutattak be Napolyban.

Egy kilonos baratsag torténete

Giuseppe Verdi (1813-1901) egy Le Roncole-i fogadés gyermeke,
a vilagszerte legtdbbet jatszott operaszerzd. Meg nem alkuvé, egyenes,
mégis zarkézott ember. Ujra és ujra megujulni képes, ugyanakkor
konzervativ miivész, az igazi olasz értékek harcosa és drzéje.

Arrigo Boito (1842-1918) koltd, iro, ujsagird, librettista, zeneszerzé és
ateista. Egy olasz festd és egy lengyel grofné gyermeke. 24 évesen harcolt
garibaldi zaszlaja alatt a ,,hét hetes haboriban”, 7 éven at fiizte titkos
szerelmi viszony Eleonora Duséhoz?®. A scapigliatura milanese* nevi,
a miivészet megujitasara torekvé radikalis mozgalom egyik
legkiemelkeddbb képviseléjeként valt hiressé, és Verdi talan legjobb
librettistajaként valt halhatatlanna.

Verdi és Boito viszonya nagy utat jart be: kdzds munkaval indult, sokévi haraggal folytatodott
es igazi baratsagkent végzadott.

A két mivész palydja elészdr 1862-ben talalkozott: a majd’ 50 eves Verdi a 20 éves Boitdt
valasztotta ki a feladatra, hogy a londoni Nemzetkézi Kiallitasra rendelt himnuszhoz
(Nemzetek himnusza) verset irjon. A m(i sikert aratott, és ki tudja, talan hamarosan (jabb
kollaboracidt hozott volna, ha nem torténik egy kellemetlen malr. Boito és baratja, Franco
Faccio szent kiildetésiknek tekintették, hogy az Uj nemzetkdzi tendenciaknak fittyet hanyo
olasz miivészetet megujitsak. Bator cikkjeikben lelkesen éltették az Uj esztétikat; 1863-ban
megjelent nyomtatashan Boito eqyik verse is, Az olasz miivészethez (Allarte Italiana) c. dda,
melyet a koltd A flamand menekiiltek® sikerét Ginnepld estélyen adott eld, s amelyben tébbek
kozt a kovetkezd is elhangzik: ,Jan mdr megsziletett, ki mivészetet emel az oltdron, tisztdn

3 Eleonora Duse: a XIX. szdzad legnagyobb szinészndje

4 scapigliatura milanese: (olasz) ,mildndi kicosak”. Az 1860-as évek Olaszorszagdnak radikdlis mdvészeti mozgalma. Kévetdi
ldzadtak a korabeli polgdri értékrend és az aldrendelt viktoridnus nemi szerepek ellen; céljuk az olasz kultdra megdjitdsa, és egy
Ujfajta, modern olasz esztétika bevezetése volt, amely felzdrkozhat az 4j nemzetkézi stilusokhoz. Az opera terén Boito Mefistofele, és
Franco Faccio | profughi fiamminghi (A flamand menekltek) és Hamlet c. operdjdt emlithetjik maradanda alkotdsként. A mozgalom
legkivdlabb érdeme az volt, hogy eldsegitette a verista operdk megsziletését. Neviiket Cletto Arrighi La Scapigliatura e il 6 Febbraio c.
regényéhdl vették.

5 Faccio elsd operdja
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és szerényen, - az oltdron, mit bemacskoltak, akdr a bordély faldt.” Boito feltehet6en nem
a konzervativ Verdit vette célba e sorokkal, am az id6s6d6 Maestro személyes témadasnak
tekintette a verset, és hosszl ideig nem tudott megbocsatani sem Boitanak, sem Faccionak.
Hogy a scapigliatik kritikaja mennyire volt hatassal Verdi miivészetére, azt csak talalgathatjuk.
Az mindenesetre tény, hogy Verdi korabbi operaihoz képest a Don Carlos (1867) és az Aida
(1871) mar Ujfajta stilusjegyeket viselt igy zeneileg, mint dramaturgiailag; s érthetd az is,
hogy a zeneszerz6 az Aida bemutatasa utan visszavonult az operairastol: szétlan, elkeseredett
visszavonultsagban figyelte, milyen iranyba halad az olasz politika, illetve a szin- és
operajatszas.

Boito is valtozott azonban az id6k soran. 1865-ben muttattak be Faccio Amleto (Hamlet) c.
operdjat, melynek szovegét Boito irta. (Ez volt az elsd librettd a harom kozil, melyet
Shakespeare-draméabol adaptalt.) Az operat nagy varakozas elézte meg, hisz a scapigliatik
két vezéregyénisége ebben a miiben hivatott megmutatni, hogyan is testesitik meg a tiszta
mivészet esztétikajat. A mivet a kdzonség kedvezden fogadta, a siker azonban inkabb
a mozgalomnak szélt, mint maganak a minek, hisz az 1871-es milanoi javitott valtozat
bemutatasa utan szinte teljesen eltlint a repertoarbdl. Boito azonban nem csak kolt6 volt,
hanem zeneszerzd is: leghiresebb alkotésa egyetlen befejezett operaja, a Mefistofele, amely
az 1868-as bemutatan hatalmas botranyt kavart a Scalaban: a tobb mint 7 6ras operaért
wagnerizmussal vadoltak, és olyan zavargasokat generalt, hogy a masodik el6adas utan
a renddrseg nyomasara az operat levették misorrdl. A fiatal mivész onbizalmat és
kreativitasat rendkivil letorte a bukas és a sok negativ kritika: az Uj mivészeti esztétika
élharcosabdl lassan egy, mdveiben a let(int korok nagy alkotdinak (Dante, Shakespeare,
Palestrina, Bach) emléket allitd, kilondsebb invencioktol mentes, csendes, visszahizodd
miivész lett. Librettokat irt Catalaninak, Coronardnak, Ponchiellinek - utobbival kozos miviik,
a La Gioconda (1876) az Aida és az Otello bemutatésa kozott a legsikeresebb olasz operanak
szamitott.

A fesziltséq az évek soran alabb hagyott a ket mdvész kozott: Verdinek lassan elszallt
a haragja, és a két forradalmar, Boito és Faccio is megeérett, megszelidiilt. Az 1870-es évek
végen kezdtek dolgozni az Otelldn, s a Maestro és a librettista munkakapcsolata lassacskan
egymas kdlcsonos tiszteletén alapuld, észinte baratsagga alakult.

1884-ben azonban egy Ujabb félreértés tette probara Verdi bizalmat. Egy napolyi Ujsag
lehozta, hogy Boito azt nyilatkozta volna: sajnalja, hogy nem sajat maga zenésiti meg az
Otellgt. Az allitas hamis volt, am természetesen hamar elterjedt és nemsoka Verdi fiilébe
jutott, aki megbantodva felajanlotta, hogy visszalép az Otelldtol, hogy Boito maga
komponalhassa meg. Boito, Faccio és Ricordi le voltak stjtva, és a librettistanak minden
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erejet be kellett vetnie, hogy meggy6zze Verdit: sosem allt szandékaban megzenésiteni az
Otellét. Verdi megenyhilt, am a torténtek elvették az alkotokedvét, ezért (Gjra) félretette az
operat, amelyet végil nyolc év munka utan mutattak be.

Baratsaguk Ujra megszilardult. Boito Verdi halalos agyanal is jelen volt. igy irt a zeneszerzé
halala utan:

Sosem gydldltem, vetettem meg Ugy a haldlt, azt a rejtélyes, vak, ostoba, gydzedelmes és
gydva hatalmat... O is gytilélte, hisz 6 maga volt az elképzelhetd legerdsebb megtestesiilése
az életnek.”

Kozos munkajuk gyimélcse a Nemzetek himnusza (1862), a Simon Boccanegra javitott
valtozata (1881), az Otello® (1887) és Verdi utolso operaja, a Falstaff (1893).

A ,csokolade-projekt”

Verdi rajongott Shakespeare-ért - ez kéztudott. Harom darabjabdl irt operat, bar tobbdl
szeretett volna. 34 éves koraban irta meg a Machethet (1847). Ezutan, A trubaddr (1853)
komponélasaval egy id6ben komolyan dolgozott a Lear kirdlyon, ém Salvatore Cammarano
szdvegir halala utan félretette a befejezetlen librettot, s bar késdbb Antonio Sommaval, Az
dlarcosbdl szdvegirdjaval dolgoztak rajta, a sok évnyi munka ellenére a széveghez végil
sosem szilletett zene. (A darab az 1890-es évekig kisértette Verdit, amikor 1896-ban
Mascagninak ajandékozta a szovegkdnyvet, aki azt kérdezte: Maestro, miért nem zenésitette
meg?” Verdi igy valaszolt: ,Féltem a jelenettdl, melyben Lear a pusztasdgban taldljo magdt.”)
Két utolsd operajat is Shakespeare ihlette: az Otelldt (1887), illetve a Falstaffot (1893). (Utdbbit
A windsori vig nékbol és a V. Henrikbdl irta.)

Avihar tletevel a Lear elsg fejlesztésével egy id6ben egy francia kiado, Marie Escudier kinalta
meg, aki egy lehetséges Covent Garden-beli bemutatdban gondolkodott. Verdi visszautasitotta
az ajanlatot, am vélaszlevelében igy nyilatkozott: ,Tervezem, hogy megkompondljam A vihart, és
tervezem, hogy iqy teszek a nagy tragédiaird dsszes nagy darabjdval(...). Amit On ajdnl, lehetetlen.
Mar gyakorlatilag mdrcius kdzepén jarunk, és két vagy hdrom hénap nem lenne elegendd ilyen
hatalmas téma feldolgozdsdra...” Ahogy a Lear-¢, A vihar témaéja is a fiokba kerilt...

Erdekes egybeeses, hogy szinte ezzel egyid6ben talalta meg Verdit egy harmadik
Shakespeare-téma: egy régi milandi barétja, Giulio Carcano ir6 javasolta, hogy egyitt
dolgozzanak a Hamleten, am Verdi id6hianyra hivatkozva udvariasan elharitotta az ajanlatot.

6 AzOtello mildndi dsbemutatdjdt Franco Faccio dirigdlta.
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A nagy Shakespeare-mivek megzenésitése ezutan sokaig varatott magara.

Az Aida 1871. karacsony esti kairoi bemutatoja utan Ggy tint, Verdi nem jelentkezik tobbé

(j operaval. 1872-ben még elkészitette ugyan a Don Carlos (elsd) javitott valtozatat, de ezt
kovetGen visszavonult az operaszinpadtdl. Szakralis és kamarazenét komponalt: 1874-ben
csendilt fel példaul eldszor a hires Requiem. Az 1870-es évek masodik felétél kezdve

a 60-as eveiben jaro Verdi visszavonult. Voltak azonban, akik Ggy gondoltak, a Mesternek
még volna mit megirnia. igy gondolta ezt tobbek kozt Verdi régi baratja, Maffei grofng is,
zeneszerzdvel és Arrigo Boitoval gy dontott: Iépre csaljak a makacs és olykor nehéz
termeszet(i zeneszerz6t. Verdi 1879 juniusaban Milanoba utazott, hogy egy jotékonysagi

koncerten a Requiem

vezényelje. Orisi volt a siker, Verdit iinnepelte a témeq, Faccio a Scala zenekaraval

szerenadot adott a Mesternek a Hotel Milanndl. Ezen az estén, a barati kdrben tartott
innepi vacsoran hozakodott eld a fiatal Ricordi a dologgal: ,Az opera Gtlete egy vacsora

kdzben mertlt fel, amikor Shakespeare-re és Boitdra tereltem a beszélgetést. Mikor az
Othellot emlitettem, lattam, hogy Verdi bizalmatlanul, de érdekiddéssel figyel. (...) Faccio

mdsnap tandcsomra Verdihez vitte Boitdt, hogy az opera szévegkdnyvének vdzlatat meg-
mutassa. A Maestro, miutdn megvizsgdlta, kivalonak tartotta a tervet, de nem kivdnta
elktelezni magdt. Azt mondta: »Most irja meg hozza a verseket. Jo lesz az egyszer,
nekem... maganak... valaki masnak...«"

Boito nekilatott a munkanak, Verdi pedig visszatért Sant’ Agata-i otthonaba, ahonnan férje

tudta nelkil felesége, Giuseppina Strepponi levelezett Boitoval és Ricordival, hogy tudassa

vellik: hangulatatol fliggéen mikor érdemes és mikor nem zavarni Verdit a témaval. Amikor
Giuseppina azt irta Ricordinak, atmenetileg jobb volna félretenni a ,csokoladé projektet’,
(ezt a feddnevet hasznaltak az operara), Ricordi masfeldl kozelitette meg a dolgot: azt
javasolta Verdinek, hogy dolgozza at a Simon Boccanegrdt, amely bemutatasakor ugyan

megbukott, de amin érdemes lett volna dolgozni. Szdvegiranak pedig ki mast ajanlhatott

volna, mint Boitot? Az atdolgozott Boccanegrdt végil 1881-ben mutattak be a Scalaban,
nagy sikerrel. Az Otellérél azonban még nem beszéltek...

De Ricordi nem adta fel. Minden kardcsonykor panettonét’ killdgtt Verdinek, aminek

tetején egy mort formazo csokoladéfigura volt. A komponista azonban a Don Carlos Gjabb

atdolgozasaival foglalta el magat, és hallani sem akart az Otellérol.

Olaszorszag-szerte kezdett viszont elterjedni a pletyka, hogy Verdi (j operan dolgozik;

csakhamar az Ujsagok is azt talalgattak: vajon Iépést tarthat-e még az idés Mester a zene

7 Panettone: tradiciondlis lombardiai kardcsonyi sitemény

fejlddésevel, s ha igen, milyen megoldast valasztana hozza. Verdi azonban nem felelt
a talalgatasokra: rendre letagadta, hogy Uj operat ir, és az utolsg pillanatig lebegtette
a kérdést, hogy egyaltalan bemutatja-e az Otellgt.

Giuseppe Verdi véqil igy irt Arrigo Boitonak 1886. november 1-jén - azon a napon, amikor az
Otello komponalasat befejezte:

Kedves Buito,

Elkésziilt.
Udv nékink... (és Neki is!)

Isten vele,

G. Verdi

8 évvel az utan a bizonyos milandi vacsora utén, 1887. februar 5-én felgérdiilt a fliggony
amilandi Scalaban: 15 év utan vegre Uj Verdi-operat mutattak be - oriasi sikerrel.
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Verdi és Boito Otellgja

Szoveg és dramaturgia

Boito szdvege zsenialis. Ugy marad hii a Shakespeare-szdveghez, hogy csodalatos versekbe
forditja at. Egyszerre koveti (olykor szolgaian) Shakespeare eredeti szavait, és csillogtatja
meg sajat fantasztikus koltészetét; s gy marad hii a forrashoz, hogy mégis egyénien meséli
el a tragédiat. Csodalatos ritmikaja és csengése az opera kiemelten fontos részet képezi.
Boito tobbféle (olasz és francia) forditashan tanulmanyozta Shakespeare szovegét, amelynek
szokimondo, olykor vulgaris, nyers stilusan Verdivel egyiitt finomitott.

A shakespeare-i dramaturgian alapvetéen nem valtoztattak sokat. Az elsé és
legszignifikansabb eltérés, hagy kihagytak az angol tragédia elsd, Velencében jatszodo
felvonasat, és rogton a Shakespeare-darab Il. felvonasaval, a viharral inditjak az operat.
Ezaltal felgyorsul a cselekmény, illetve egy hatasos, dramai kezddképpel sikeril nyitni
a mivet: nyitany helyett in medias res, egy hatalmas, mozgalmas viharral indit a darab, ami
persze tokéletes metaforaja a szerepl6kben késdbb duld érzelmi viharoknak. Az elsé
felvonas kihagyasa azonban azt is jelentette, hogy mddot kellett talalniuk arra, hogy az abban
elhangze fontos, alapveté informacickat atmentsék az operaba: pl. hogy Jagonak és
Roderigénak mi a motivacioja, hogy hogyan szeretett egymasba Othello és Desdemana,
mennyire ellenezte ezt Desdemona apja, sth.

Innovativ dramaturgiai Ujitast azonban csak akkor alkalmaztak az opera szerz6i, ha ez
valoban indokolt volt. igy sziiletett meg az I. felvonas végén a hires szerelmi duett (Gid nella
notte...), és Jago Creddja.

Aduett a Shakespeare-drama l. és 1. felvonasanak szovegrészleteib6l épitkezik, s a frissen
egybekelt par kapcsolatat hivatott expondlni a bonyodalmak kezdete el6tt. Visszaemlekeznek
arra, ahogy egymasba szerettek:

OTELLO Megszerettél szenvedéseim miatt,
S belédszerettem, mert szdntdl.
DESDEMONA Belédszerettem szenvedéseid miatt,
S megszerettél, mert szdntalak.

A duett legnagyobb nehézsége a komplexitasa: a visszaemlékezés mellett a nemrég egybekelt par
elsd éjszakajanak izgalma hatja at a kettdst, s mig Desdemona szdlama lagyan, gyengéden szarmyal,
Otello tdbbszdr elragadtatja magat: a csatakra visszaemlékezveén Ujraéli a habortk borzalmait,

majd a szerelmi boldogsag jarja at olyannyira, hogy zihalva hanyatlik le. gy csdkot!” - mondja
feleségének. Eppen igy és éppen e szavakkal hanyatlik majd le a darab végén, amikor meghal. s,
ha jobban belegondolunk, az . felvonas vegi duettben latjuk Otell6t utoljara Gnmagakeént - ezutan
fokozatosan kifordul magabdl, vademberré valik - meghal”.

A fenti idézet kapcsan érdemes megfigyelni, hogy Desdemana Otello irdnti szerelme
a szanalombal sziiletett. Szintén a szanalom vezérli 6t, amikor férjénél a lefokozott Cassioert
emel szot. Ez Verdi muzsikajaban is tetten érhetd: erzelmes, szinte szenvedélyes szolammal
kérleli férjét Desdemona (,...e il suo dolor che in me sinfonde tant'¢ verace che di grazia &
degno. Intercedo per lui, per lui ti prego. Tu gli perdona.”®). Talan épp ez az els6 nyomdsabb
ok, amiért Otello szivében gyokeret ereszt a Jago altal ellltetett féltékenység...

A Credo is az operaszerz6k brillians leleménye volt. Shakespeare-nél Jaganak tobb kisebb
monaldgja van az I. és Il. felvonas alatt, melyekben nyiltan kdzdnség felé fordulva szamol
be aljas terveirdl és inditékaircl. ,Ki mondand, hogy gazember vagyok, / amikor ingyen adok
jo tandesot (...)?" - mondja glinyosan Shakespeare-nél. (Il. felv., 3. jel.) Ill. Richard hires
nyitémonoldgja cseng a filliinkben... (,Ugy déntéttem, hogy gazember leszek.”). Az operaban
Jago mér a darab elejétdl felfedi céljat, és a Il. felvonas elején kapja meg ,monoldgjat’,
melyben hitet tesz az egy gonosz isten mellett. Nem a shakespeare-i felszarvazott Jagot
&tjuk, hanem egy olyan embert, aki tudatosan valasztotta a rosszat: nem csupan szemelyes
sérelme vezérli, hanem az artani akaras. Az ateista Verdi és Boito fontos szerz6i dontése ez.
Az opera szerz6i ugyanakkor éltek a Shakespeare-drama nyujtotta kézenfekvd megoldasokkal.
Az angol darabban szerepld bordal(ok) és Desdemona Fiizfa-dala adtak magukat, hagy nalld

,.szamokka" lépjenek eld. De ugyanigy megzenésités utan kialtott a mar emlitett vihar, Otello

és Jago hatborzongato felvonasvégbe torkolld bosszi-eskije (.S, pel ciel marmareo giuro...),
Cassio alma(,Era la notte, Cassio dormia...”), a tercett (,Vieni, laula é deserta...”), és Desdemana
iméaja (,Ave Maria’)is.

Zene

George Bernard Shaw azt mondta egyszer: ,Az Othello egy Shakespeare dltal, az olasz operdk
stilusdban irt darab.”

Az Otelloval az olasz operairodalom (egyik) koronzatlan kiralya egészen (j allomashoz érkezett
miivészetében. Korai alkotasai még magukon viselték a kora-XIX. szazadi operak jegyeit, de
a Rigoletto(1851) és a Traviata (1853) mar arrol tettek tanibizonysagot, hogy Verdi feszegetni
kezdte a forma hatérait. S ha pedig az Aiddt (1871) és az Otelldt (1887) hasonlitjuk 6ssze, mar
egeszen megddbbentd a kiildnbség.

8 Desdemona: ,..és fdjdalma, - mely tigy meghatott, - oly igaz, hogy bocsdnatot érdemel. Erte jdrok kozben, miatta kérlek. Bocsdss meg neki!”
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Az Otelloval Verdi szakit a szokasos aria-egyttes-, illetve aria-recitativo-formaval. A zene
eqyik dramai pillanatbol a masikba vezet minket; hihetetlen dramai, érzelmi valtasokat
eszkozolve koveti az epizodikus angol dramat. (A korai Verdi-operak ariaira legfeljebb
a Bordal és a Fiizfa-dal emlékeztet refrénes, ismétlodd szerkezetével, ez azonban tudatos
szerzdi dontés és mindkét esetben dramaturgiai szerepet tolt be.)

.Wagner hatasa” - mondjak a mai napig sokan, am nincs igazuk. Wagnernél aligha fordulnak
eld az Otelldéhoz hasonld intenzitasu és gyorsasagu érzelmi valtasok, a német zeneszerz6
legtébbszor szimfonikus-jellegd kampozicidi hosszasan épitkeznek egy cstcspant felé. Mig
Wagner tdretlen zenei folyamatossagra torekedett, Verdi az Otelldban révidebb, egymastol
merdben kiilonboz6 dallammotivumokat épitett egymas utan, melyekbdl csak parat bontott
ki. (Jo példa erre a szerelmi duett, vagy a ,Cio maccora...” kezdet(i kettds, melyben Jago
elgszor (ilteti el Otello szivében a féltékenységet.) iqy allando fesziiltséget, figyelmet sikerdl
elérnie: a nézd (és Otello) sem tudhatja, mi var ra a kovetkezd percben...

Az Otello vilaga

JAGO

Nem az vagyok, ami vagyok.
(W. Shakespeare: Othello. I. felv., 1. jel.)

Az Otello torténelmi hattere valojaban nem fontos a darab szempontjabdl. Az a lényeges,
hogy a szereplék mit hordoznak 6nmagukban, s hagy milyen szinlelt és valgs viszonyok
haldjaban hatnak egymasra egy idegen szigeten - a tudat és tudatalatti vilagaban, - ahava

a sors 0sszezarta 6ket.

OTHELLO
Az boldog, aki meghal.

(W. Shakespeare: Othello. V. felv., utolso jelenet)

Végig Jago bosszlja szervezi a darab cselekményeét, a szereplgk pedig fékezhetetlenil
rohannak a tragédiaba. Am Verdi és Boito nagyon is elgondolkodtatd valtoztatast eszkozolt
a darab legvégén: a Shakespeare-darabbal ellentétben az operaban nyitva marad, hogy
Jagot vajon elfogjak-e és halalra itélik-e. A tisztak meghalnak, a hitvany lehet, hogy

megmenekl.

Harom torténet
0sszehasonlitasa

CINTHIO SHAKESPEARE VERDI
Hecatommithi-novella | Othello Otello
Szerepldk: Szerepléok: Szerepldk:
aMor Othello Otello
Disdemona Desdemona Desdemona
aZészlos Jago Jago
aZaszlos felesége Emilia Emilia
aKapitany Cassio Cassio
- Roderigo Roderigo
- Montano Montano
- Lodovico Lodovico
Cassio kendémasoldja; Bianca (Bianca: csak emlités szintjén)
és kurtizanja
Emiités Disdemona szilleird| Brabantio, Desdemona apja -
Velence ura Velence hercege (A dozse: csak emlités szintjén)
- Bolond -
- - Egy hirndk
Helyszin: Helyszin: Helyszin:
Velence (rovid bevezetés) Ciprus Velence (. felv.), Ciprus

Ciprus (II-V. felv.)
Alaphelyzet: Alaphelyzet: Alaphelyzet:

Révid bevezetésben elmeseélve: a vitéz
mor s a szép, velencei Disdemona
egymasba szerettek, s a leany
sziileinek ellenkezése ellenére
0sszehézasadtak. Velence ura Ciprus
szigetére vezényli a mort a seregek
élére. Disdemona gy dont, férjével tart
aszigetre.

|. felvonas - Velence.

Roderigo, a gazdag nemes
szerelmes Desdemonaba, am hidba
pénzeli Jagat, az eddig nem segitette
6t szerencséhez. Jago hitet tesz a
nemesnek, hogy gyildli a mort, és
tandcsara Roderigo fellarmézza
Desdemona apjat, hogy tudtara adja:
lanya titokban egybekelt a marral.

A felbdsziilt Brabantio magyarazatot
és elegtételt kovetel Othellotol, akit

a Dozse szolit magahoz: Ciprusra
vezényli a mort. A Dozse elGitt
tisztazza szerelmét a frissen
egybekelt par; Desdemona engedélyt
kér, hogy kovethesse férjét. Jago
rabeszéli Roderigot: utazzon 6 is
Ciprusra, hogy ott megronthassak
Othello és Desdemona szerelmét.

Kozvetett utalasokbol, emlitésekbol
dertilnek ki a legfontosabb informéciok.
(Roderigo-Jago viszony; Jago
motivacioja; Otello és Desdemona
szerelmének torténete; hogyan kertilt a
tarsasag Ciprusra.)

Az opera rogton a ciprusi
viharjelenettel kezdddik. (Shakespeare
Othellojanak II. felvonasa.)



CINTHIO SHAKESPEARE VERDI
Hecatommithi-novella | Othello Otello
A Zaszlos motivacidja: Jago motivacioja: Jago motivacioja:

szerelmes Disdemonaba, aki nem
tanUsit vonzalmat iranyaban.

Azt képzeli, hogy a hdlgy a Kapitanyba
szerelmes. (Nem a katonai rangra
feltékeny.)

.Roderigo-szal”:
nincs, a Zaszlos hordozza magaban
a shakespeare-i Roderigo fobb jegyeit.

Lefokozas:

a Kapitany ratémadt az egyik drségben
levd katonara. (Nem a Zaszl0s intézi
igy; nincs szo részegségral.)

Kdzbenjaras:

Disdemona nem a Kapitany kérésére,
hanem magatdl, puszta sajnélatbél jar
kdzben érte a Mornal

A kendé:
himzett, killonleges mintaju,
Disdemana a Mortdl kapta; fontos
jelentéssel bir mindkettejiik szamara.
A Zészl6s cseni el Disdemonétal, mig
az a ferfi kislanyaval van elfoglalva.
A Zéaszlés a Kapitany szallasan hagyja,
aki a kenddre réismerve vissza akarja
adni azt tulajdonosanak, am ez
meghitisul a kdzelgd Mor miatt. A Mor
végil a Zaszlos mesterkedésének
kdszonhet6en nem az igazi kendot,
hanem csak annak masolatat [tva
hiszi, hogy végsé bizonysagot nyert
felesége blindsségerdl. (Ezaza
Jelenet’, mikor a Z&szl6s gy szervezi,
hogy a Kapitannyal folytatot
beszélgetését a Mor kihallgassa,
korabban zajlik le, és nem szerepel
benne a kendd.)

helyette Cassiot nevezte ki
kapitannya Othello, illetve azt
gyanitja, hogy a mor felszarvazta 6t

Roderigo funkcidja:
Shakespeare Cinthio Zaszlosa
feltékenységének nagy részét
Roderigéra ruhazza; igy Jago egy
gonoszabb, 6rddgibb figurava valik.
Roderigo Jago eszkdze Cassio
provokalasanal is, és 6 hivatott
végezni a kapitannyal.

Lefokozas:
Jago leitatja Cassiot, akit a Jago altal
Jbeszervezett’ Roderigo provokal, és
Cassio vég(il Montandval ugrik dssze,
akit kardjaval megsebesit. Még
stilyosabba valik Cassio katonai
vétsége azzal, hogy ittasan sebesit
meg egy nagy tiszteletben allo
katonat. (Montano Othello elddje volt
Cipruson.)

Kozbenjaras:

Jago tandcsara Cassio kéri
Desdemonat, hogy jérjon érte
kdzben Othellonal

A kendd:

himzett, epermintas, Desdemona
Othellotol kapta. Othello szerint
magikus ervel bir. Jago utasitasara
Emilia szerzi meg: elteszi, amikor
Desdemona véletlendll elejti a kendt,
és atadja Jagonak, aki Cassio
széllésan rejti el. A kapitany
Biancanak adja oda, hogy lemasolja;
ezutan kertil sor a jelenetre, mikor
Othello kihallgatja Jago és Cassio
beszélgetését - ennek a végére jon
vissza a féltékeny Bianca, aki -
Othello szeme lattara - diihdsen
visszaadja a kendot.

helyette Cassiot nevezte ki kapitannya
Otello. Nem jatszik szerepet
gy(ildletében szerelmi féltés vagy
sértettség.

Roderigo funkcidja:
ugyanaz, mint Shakespeare-nél

Lefokozas:
ugyanaz, mint Shakespeare-nél

Kdzbenjaras:
ugyanaz, mint Shakespeare-nél

A kendé:

himzett, Desdemona Othell6tol kapta
elsg szerelmi zalogul. Othello szerint
magikus erdvel bir. Jago erdvel veszi el
feleségétdl, miutan Othello a féldre
dobta a kendét és Emilia felvette.
Cassio szallasan rejti el; és a abban a
jelenetben kerdl eld bizonyitekkent',
amikor Othello kihallgatja Jago és
Cassio beszélgetését.

CINTHIO
Hecatommithi-novella

SHAKESPEARE
Othello

VERDI
Otello

Disdemona halala:

aZészl0s terve alapjan a Morral ketten
hajtjak végre. A Zaszlos elbujik a Mor
és Disdemona haloszobajaban, s
rejtekebdl eldlépve egy homokzsakkal
veri agyon az asszonyt, hogy

a holttesten ne maradjanak
(itésnyomok. Ezt végignézi a Mér, majd
mikor felesége meghalt, a holttestét
az agyba viszi, fejét megsebesiti, s az
dreg haz mennyezetének egy részét
leszakitjak, hogy Ugy tiinjon: baleset
végzett Disdemonaval.

A Zaszlos felesége:
Disdemona jébaratja; végig tud
mindent.

A Mor sorsa:

a Mor a tett utdn meggydldli, lefokozza,
és eltavolitja a ZaszIost, aki bosszabol
aKapitany segitségével felfejelenti
aMort Velence uranal. A Mor mindent
tagad; bebdrtonzik, s végil Disdemona
eqgyik rokona végez vele.

A Zaszlos sorsa:

visszatér orszagaba, ahol egy masik
gonosz tette folytan elkapjak, és végl
belehal a kinzasokba.

A Kapitany sorsa:

AZaszl6s timadja meg; megdinie nem
sikerdl, a jobb labét vagja le - anélkl,
hogy a Kapitany azonositani tudna
témadajat. Hozza fordul a ZaszIds,

hogy a Mort Velence uranal feljelentsek.

+Bianca":
aKapitany hazaban van egy
himzéleany, ki a kend6t lemasolja;
aKapitany egy kurtizanhoz tart, mikor
aZészlos megtamadja

Desdemona halala:
Jago tandcsara Othello megfojtja
anaszi agyban

Emilia:

Desdemona jobaratja; Jago
parancsara 6 szerzi meg a kendgt
aférje szamara. (Egyes értelmezések
szerint végig sejti, hogy Jago min
mesterkedik, de a férjétdl valo
félelmében nem mer cselekedni.) 0
talal rd a halott Desdemondra és

a gyilkos Othelléra. Az utolso
jelenetben Jago leddfi.

Othello sorsa:
leszdrja magat, miutan kiderl
az igazsag.

Jago sorsa:
elfogjak, hallbintetés var ra

Cassio sorsa:

Jago utasitasara Roderigo feladata
lett volna megdlni Cassiat, de ez épp
forditva siilt el. Jelen van a legutolsd
szinben.

Bianca:
kurtizan, szerelmes Cassioba

Desdemona halala:
ugyanaz, mint Shakespeare-nél

Emilia:

Desdemona jobaratja; Jago erdvel
elveszi téle a kendot. O talal ré a halott
Desdemondra és a gyilkos Othelléra.

Otello sorsa:
ugyanaz, mint Shakespeare-nél

Jago sorsa:
elmenek(l, nem deriil ki, hogy sikeril-e
elfogni

Cassio sorsa:
ugyanaz, mint Shakespeare-nél

Bianca:
Cassio szeretdje. Csak emlités szintjén
jelenik meg a szoveghen

A fiizetben talalhatd Shakespeare-idézetek Marton Laszlo forditasaban olvashatdk.
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Synopsis

Actl

Aterrible gale rages around the Venetian-ruled island of Cyprus, whose peaple are awaiting
their governor, the Moor Otello, in the port. The ship appears on the surging sea and safely
reaches harbour, where the commander proudly gives word that they have won a victory aver
the Muslims who were attacking the island. The tempest subsides.

Roderigo, a Venetian nobleman, mopes as the crowd celebrates around him: he is hopelessly
inlove with the beautiful Desdemona, Otello's Venetian wife. Otello's ensign, lago, offers some
friendly assistance to the gloomily lovesick man, confessing that he secretly loathes the Moor
for promating Cassio to captain instead of himself; he is therefore prepared to help Roderigo
win Desdemona, thereby having his revenge on Cassio and the Moor.

At the victory celebration, lago offers a toast to the wedding of Otello and Desdemona, and
later points out to Roderigo that Cassio is speaking much too fondly of the lady. He suggests
that the nobleman get the captain drunk and provoke him until he gets himself into trouble,
in order to disrupt Otello and Desdemona's wedding night.

Montano, Otello's predecessor as governor of the island, arrives to summon Cassio to the
watch, but is stunned to see the captain in a state of drunkenness. As a result of lago and
Roderiga's machinations, Montano and Cassio quickly draw their swords, until Otello enters
the middle of the fray to restore order. Upon glimpsing the intoxicated Cassio and the injured
Montano, he flies into arage, and when Desdemona also appears in the great tumult, the Moor
demotes his captain - to lago's endless delight.

As the area quiets down, the newly-weds are finally left alone.

Actll

Cassio is overcome by shame. lago suggests that he ask Otello's wife to intercede on his
behalf with Otello. Cassio accepts the advice, and addresses Desdemona as she strolls in
the garden with Emilia, lago's wife.

Left by himself, lago places his faith in a cruel God who created man for villainy.

Once again, fate plays into his hands: Otello arrives just as Cassio and Desdemana are
speaking in the distance. lago plants a kernel of jealousy in Otello's heart by suggesting that
the Moor's wife harbours tender feelings towards Cassio.

Desdemona comes before her husband to intercede on behalf of the demoted Cassio. Otello's
suspicion is awakened and he flies into a rage. Desdemona tries to cool her husband's aching

forehead with the kerchief he gave her as a gift, but in his fury, Otello throws it to the ground.
Emilia picks up the kerchief, only to have lago forcibly wrest it from her.

The ladies depart, and Otello casts the blame for his lost peace of mind on his ensign. He
demands that lago show him proof of Desdemona's faithlessness. lago tells him how, he
earlier caught Cassio sighing lovingly to Desdemona in his dream, and what's more, he also
saw him with the kerchief that Desdemona received from her husband as the first pledge
of his love. Otello swears revenge.

Actlll

lago promises Otello more evidence and departs when Desdemaona comes to greet her
husband.

Otello irately questions his wife, who responds with puzzlement. When the Moor demands
the kerchief from her, the lady again attempts to bring up the matter of Cassio with her
husband, who in his rage calls Desdemona a harlot and sends her from his sight.

After his wrath subsides, the shattered Otello takes stock of his fate: God has taken his last
ray of happiness from him. He will not rest until he has obtained proof of his wife's
faithlessness. lago arrives in order to conceal Otello: this way the Moor will be able to hear
the conversation between lago and Cassio.

lago produces Desdemona's kerchief and cleverly asks Cassio questions about his lover,
Bianca, in such a way that Otello will think he is speaking about Desdemana.

Trumpets herald the arrival of the Venetian envoys - prompting Cassio to hurry off. Otello
decides that he will poison his wife that very night. lago, however, suggests that he choke
her with his bare hands instead - in bed, where she committed her sin; he himself will take
care of Cassio... Otello is won over by lago and names him as his captain.

The envoys file in order to give Otello a letter from the Venetian Doge. Desdemona also takes
partin the reception. When the envoy notices that the captain is missing from the company,
the lady sadly tells him that Cassio is not in Otello's good graces, angering the Moor, who
proceeds to read the letter: the Doge is recalling him to Venice and naming Cassio as his
replacement in Venice. Now completely overcome by rage, Otello humiliates his wife in front
of everybody and shoves her to the ground. lago quietly urges Ctello to execute his plan that
night; then persuades Roderigo to kill Cassio under the cover of darkness. The astonished
assembly comforts Desdemana, but Otello expels everyone from the hall. The Moor, now left
alone and overcome with emation, collapses unconscious.



ActlIV

In her bedroom, Desdemona, utterly shattered, is preparing for bed with the help of Emilia.
She recollects a song that a lovelorn maidservant of her mother's would sing in her sorrow.

Desdemana bids farewell to Emilia; left by herself, she prays to the Virgin Mother, then goes

to sleep.

Otello quietly enters the room; at the sight of his sleeping wife, he hesitates, but then

awakens her with kisses, only to instruct her to prepare for death. Desdemona attempts to
convince her hushand of her innocence, but it's no use - Otello strangles her.

Emilia bangs on the door to deliver the news that Cassio has killed Roderigo. With her last
breath, Desdemona tells the shocked Emilia that she dies in innocence. The lady rouses the
palace: lago, Cassio, Montano and Lodovico dash into the room, and it suddenly becomes

clear to the Moor what terrible intrigue he's fallen victim to. lago flees from the Moor's wrath.

Otello kisses his dead wife and stabs himself.

Kelemen Zoltan, Wiedemann Bernadett
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Stefano Poda's Otello
- Some thoughts from
the director

Opera: the only form of art that is able to bring the audience into a
completely parallel dimension. It is the totality of all of the arts combined
inaworld of action propelled by text that is sung rather than spoken: this
means that opera cannot be coded in the same way that reality - actual
life -is.

This is the unusual approach of Italian director Stefano Poda: his method
of staging is neither traditional nor realistic. He follows neither codified
paths, nor the style or rules of German Regietheater.

He designs the sets, costumes, lighting, as well as choreographs the
dancing, for of all of his productions himself. This concentrated way of
working is not so much a choice based on organisational requirements,
but more of a personal need, a vocation: his aim as an artist is to create a
maximum sense of completeness and consistency in terms of what is
happening on stage.

The new fashion in opera is the staging of seemingly new transpositions
in an attempt to make the plot relevant to the present; however, the
audience can best be given true stimulus through a forceful rejection of
any tautology on stage, that is, by avoiding giving a second explanation
for something that is already clear through the music and text.

This means that this Otello is not television. It is not specific to time and
place, and is not a narrative instrument. It does not aim to explain and
codify what is already expressed through the music. On the contrary, itis
a dimension of the subconscious, a world of shadows, of visions and
secrets. Faced with such a quantity of questions to sort through, each
member of the audience becomes their own actual director.

IAGO

So will I turn her virtue into pitch,
And out of her own goodness make the net
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That shall enmesh them all.

(W. Shakespeare: Othello. Act 2, Scene 3)
Otello is a journey from purity into sordidness. A tragedy of souls captured in a net of
intrigue.”l concede that | feel a strong connection to contemporary art in my staging - but
not in the sense of making either Verdi or Shakespeare into modern works. On the contrary, |
wish to bring our contemporary world closer to the worlds of their times.”

OTELLO
Otello's glory is ended!!
(G. Verdi-A. Boito: Otello. Act 2)

"The issue of Otello’s skin colour was much more important in Shakespeare’s play than it was
in Verdi and Boito's opera, where it represents Otello’s inner lack of self-confidence much
mare than being a true dramatic element.”

IAGO

Beware, my lord, of jealousy.

It's a dark monster, pale,

blind, killing itself with its own poison,
livid wound is tearing its chest.?

(G. Verdi-A. Boito: Otello. Act 2)

“Jealousy stems from the lack of self-confidence, and also from the kind of psychological
instability that Otello suffers from. Jealousy is the fear of loss that, compounded by every
negative experience, develops into a vicious circle. Otello had probably experienced many
other nasty episodes of broken faith before.”

IAGO
Work on, my medicine, work!
(W. Shakespeare: Othello. Act 4, Scene 1)

1 "Della gloria d'Otello é questo il fin!”

2 “Temete, signor, la gelosia./ E un'idra fasca, livida, cieca, / col sua veleno / se stessa attosca, vivida / piaga le scuarcia il seno.”



“lago is intelligence used in the worst way; he represents the pure human freedom of choice.
However, laga is not evil personified; he is nat a Mephistapheles.
He is also a forerunner of sadism. His philosophy is pure, reasoned and rational - just like de
Sade’s was. His reasoning goes like this: if | benefit from someone’s pain, why should | absta-
in from torturing that person when | am not bound by any moral law? With such an outlook,
lago is totally rational and straightforward in his mentality - and therefore also dangerous: it
is an extreme way of thinking, which is a typical characteristic of all of the great tragic
characters. With Macbeth, Abigaille and Salome it is mare or less subconscious, but in lago it
is completely explicit. He is the true engine of the dramatic action.”

IAGO

I'have't! It is engender'd. Hell and night

Must bring this monstrous birth to the world's light.
(W. Shakespeare: Othello. Act 1, Scene 3)

“Everything that happens on stage must be a real and living thing: simple and clean. That's why
| always ask the singers to think about what they are saying before they open their mouths,
just like they do in real life. The idea comes first, and then the words follow.”

‘I reject the idea of automatically needing to modernise older works: nowadays, it seems that
classic pieces cannot be considered great without being made "contemporary”. Universality
is a virtue, but being contemporary is not. Is Otello contemporary? Jealousy is a universal
thing, not a modern invention. Murderous instincts are deeply human, but | do not have the
right to judge present-day humans by how brutal they are. Instead of bringing Verdi and
Boito closer to us, | prefer trying to bring all of us to a dimension in which we are able to find
the spirits of Verdi and Boito.”
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It all started in Venice...

“There once lived in Venice a Moor, who was very valiant and of a handsome person; and

having given proofs in war of great skill and prudence, he was highly esteemed by the
Signoria [ Duke] of the Republic.

It happened that a virtuous lady of marvelous beauty, named Disdemana, fell in love with
the Moor, moved thereto by his valor; and he, vanquished by the beauty and the noble
character of Disdemona, returned her love; and their affection was so mutual that, although
the parents of the lady strove all they could to induce her to take another husband, she
consented to marry the Moor; and they lived in such harmaony and peace in Venice that no
word ever passed between them that was not affectionate and kind.

Now it happened at this time that the Signoria of Venice made a change in the troops whom
they used to maintain in Cyprus, and they appainted the Moor commander of the soldiers
whom they dispatched thither. Joyful as was the Moor at the honor proffered him, such
dignity being only conferred on men of noble rank and well-tried faith, and who had displayed
bravery in arms -- yet his pleasure was lessened when he reflected on the length and dangers
of the voyage, fearing that Disdemona would be pained at his absence. ...)

Disdemona, on hearing this, replied: "My husband, what thoughts are these that wander
through your mind? Why let such things disturb you? | will accompany you withersoe®r you go,
were it to pass through fire, as not to cross the water in a safe and well-provided ship; if needed
there are toils and perils to encounter, | will share them with you."(...)

The Moor, in the fullness of his joy, threw his arms around his wife's neck, and with an
affectionate and tender kiss exclaimed, "God keep you long in such love, dear wife!" Then
speedily donning his armor, and having prepared everything for his expedition, he embarked
on board the galley with his wife and all his troops, and, setting sail, they pursued their voyage,
and with a perfectly tranquil sea arrived safely at Cyprus.

Now amongst the soldiery there was an Ensign, a man of handsome figure, but of the most
depraved nature in the world. This man was in great favor with the Moor, who had not the
slightest idea of his wickedness; for, despite the malice lurking in his heart, he cloaked with
proud and valorous speech and with a specious presence the villainy of his soul with such
art that he was to all outward show another Hector or Achilles. This man had likewise taken
with him his wife to Cyprus, a young, and fair, and virtuous lady; and being of Italian birth
she was much loved by Disdemana, who spent the greater part of every day with her.
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In the same Company there was a certain Captain of a troop, to whom the Moor was much
affectioned. And Disdemona, for this cause, knowing how much her husband valued him,
showed him proofs of the greatest kindness, which was all very grateful to the Moor. Now
the wicked Ensign, regardless of the faith that he had pledged his wife, no less than of
friendship, fidelity and obligation which he owed the Moor, fell passionately in love with
Disdemana, and bent all his thoughts to achieve his conquest; yet he dared not to declare
his passion openly, fearing that, should the Moor perceive it, he would at once kill him.{...)
The Ensign imagined that the cause of hisiill success was that Disdemona loved the Captain
of the troop; and the love which he had borne the lady now changed into the bitterest hate,
and, having failed in his purposes, he devoted all his thoughts to plot the death of the Captain
of the troop and to divert the affection of the Moor from Disdemona.”

Excerpts from one of Giovanni BattistaGiraldo Cinthio's short stories

in Gli Hecatommithi, first publishes in 1566.

Translation by J. E. Taylor

"

José Cura




An ltalian short story
in English hands

The words above are the first words of a tale published in 1566 in Venice as part of
Gli Hecatommithi(One Hundred and Ten Stories), a collection of short stories written by Italian
writer Giovanni Battista Giraldi (aka Cinthio or Cinzio) which was discovered by a young
Englishman a few decades later.

Researchers say that William Shakespeare used several sources for his Othello. A story of
uxoricide set during the Turkish wars, history books from world history that might have
contributed to the description of Othello's homeland, or The General Historie of the Turkes
(published in 1603), which might have given him insights into the hostilities between
Christians and Turks, including the Battle of Lepanto in 1571. The main source, however, was
clearly the Italian story.

Cinthio’s story has several features that can be regarded as truly interesting in the light of
Shakespeare's tragedy and Verdi's opera. None of his characters is given a name, except for
the heroine, Disdemana. It is to Shakespeare that the names of the characters, largely
retained by Verdi, along with many other brilliant ideas, that thanks are due. Cinthio only
mentions in one sentence the fact that Disdemona’s parents are less than happy to see their
daughter marry the Moor. Shakespeare expanded this motif into an entire opening act; by
doing so, he was able to depict the Moor and his beautiful wife's love and its rather unfortunate
circumstances in depth. Many important motifs of the Italian source are made more dramatic
by Shakespeare: Othello, who was originally neither a particularly likeable nor unpleasant
hero, is raised to the level of a true tragic hero in the English tragedy: a true-hearted man
and aleader worthy of respect, whose fall is only due to the machinations of lago. The figure
of the Ensign has also become more sophisticated: his actions are motivated not by a
hopeless love for Desdemona, but by Othello’s failure to appoint him as his second-in-
command, as well as a suspicion that Othello has cuckolded him. Originally a simple
executioner, lago is turned into a fiendish and puzzlingly intelligent manipulator.

Ahighly important difference is the way Shakespeare depicted Disdemana’s death: Cinthio's
Desdemana is beaten to death by lago, who is blinded by passion and vengefulness, while
in Shakespeare's play it is the pathologically jealous Othello who strangles his innocent wife.
Also, in the English tragedy, it is Othello who causes his own death, not Desdemona’s relatives
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as they seek revenge. These major modifications show that Shakespeare, with his superb
dramatic sense, developed the Venetian story into a deeply moral and psychological tragedy,
the characters of which are not kings or other figures out of fairy tales, but real people, with
a dark-skinned hero at its centre.

The Tragedy of Othello, the Moor of Venice was first staged in the court of James | in 1604,
and soon became the most often performed of Shakespeare plays, being staged at the Globe
and the Blackfriars several times. In 1660, the role of Desdemona was played by Margaret
Hughes - an extraordinary event, as this was the first time that a woman was (officially)
allowed to appear in a play. The play has not lost any of its popularity since the time of its
writing, and a great number of adaptations have been made in nearly every branch of the
arts. Rossini was the first to turn the play into an opera: his Otello in three acts was premiered
in Naples in 1816.
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The story of a unigue friendship

Giuseppe Verdi(1813-1901), the son of a Le Roncole innkeeper, is the most
frequently performed opera composer across the world. He was
uncompromising and straightforward, yet reserved. Capable of renewing
himself time after time, he was at the same time conservative, a fighter
and guardian in the defence of true Italian values.

Arrigo Boito (1842-1918) was a poet, writer, journalist, librettist, composer
and atheist. The son of an Italian painter and a Polish countess. At age 24,
he fought under Garibaldi's flag in the "Seven Weeks' War", and carried on
asecret affair with Eleonora Duse for sevenyears. He became famous as
one of the most prominent representatives of the radical scapigliatura
milanese* movement bent on renewing art, and became immortable as
perhaps Verdi's finest librettist.

The relationship between Verdi and Boito was a long story: it started with collaboration,
continued with many years of anger, and ended in true friendship.

The careers of the two artists first converged in 1862: Verdi, who was nearly 50, chose the
20-year-old Boito for the task of writing the verses to his Hymn of the Nations commissioned
for the International Exhibition in London. The work was successful, and it is entirely possible
that another collaboration would have developed soon if an unpleasant mishap had not got
in the way. Boito and his friend Franco Faccio viewed it as a sacred mission to regenerate
Italian art, which was in complete defiance of the latest, international trends. In a bold article,
they enthusiastically lauded the new aesthetic; 1863 saw the publishing of one of Boito's
poems, Allarte Italiana(To Italian Art), which the poet recited at a gala celebrating the success
of The Flemish Refugees. One of the lines of the poem: "Perhaps the man is already born who,

3 Eleonora Duse: the greatest actress of the 19th century

4 scapigliatura milanese: (Italian) "The unkempt of Milan”. A radical artistic movement in 1860s Italy. Its followers were revolting
around against the contemporary bourgeois value system and repressed Victorian sexuality; their aim was the renewal of Italian
culture and the introduction of a new kind of modern Italian aesthetics that would narrow the gap with the new international styles. In
the area of opera, Boito's Mefistofele and Franco Faccio's | profughi fiamminghi (The Flemish Refugees) and Hamlet can be lasting
works. The greatest contribution of the group was to assist with the creation of verismo opera.. They took their name from Cletto

Arrighi's novel La Scapigliatura e il 6 Febbraio.
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modest and pure, will restore art to its altar stained like a brothel's wall." Presumably, Boito
had not aimed these words at the conservative Verdi, but the ageing Maestro took the poem
as a personal attack and for many years was unable to forgive either Boito or Faccio.

How much influence the criticism of the Scapigliatura had on Verdi's arts is something we
can only guess at. It was, at any rate, a fact that compared to Verdi's earlier works, Don Carlos
(1867) and Aida(1871) bath bare novel stylistic hallmarks, both musically and dramaturgically;
itis also understandable that, after the premiere of Aida, the composer retired from writing
operas: in silent, embittered retirement, he observed what direction Italian politics were
headed, as well as the direction of theatre and opera performance. Boito, however, also
changed during this period. 1865 saw the premiere of Faccio's opera Amleto (Hamlet), to
which Boito had written the libretto. (This was the first of his three librettos adapting
Shakespearian dramas.) The opera was preceded by great anticipation, since the two leading
personalities of the Scapigliatura had been inspired to show in this work how the aesthetics
of pure art were to be embodied. The work was favourably received by the audience, although
the success was more a reflection an the movement than on the work itself, since, after the
revised 1871 Milan version, it almost completely disappeared from the repertaire. Boito,
however, was nat just a poet; he was also a composer: his mast famous work is his sole
completed opera, Mefistofele, which caused an enarmous scandal at its 1868 premiere at La
Scala: the opera of more than seven hours in length was accused of Wagnerism, and caused
such disturbances that it was removed from the programme as a result of pressure from
the police. The young artist's self-confidence and creativity were extremely damaged by the
failure and extensive negative criticism: the former champion of a new artistic aesthetic
slowly became a quiet and reclusive artist who in his works, which were free of any particular
inventiveness, working to enshrine the memory of the great creative figures of bygone ages
(Dante, Shakespeare, Palestrina, Bach). He wrote librettos for Catalani, Coronaro and
Ponchielli - in the latter case, their collaborative 1876 work, La Gioconda, was the mast
successful opera between the premieres of Aida and Otello.

Over the years, the tension between the two artists eased. Verdi's anger gradually left him,
and the two revolutionaries, Boito and Facio, matured and calmed down. At the end of the
1870, the two began to work on Otello, and the Maestro and the librettist found their working
relationship gradually turning into a sincere friendship based on mutual respect. In 1884,
another misunderstanding put Verdi's trust to the test. A Neapolitan newspaper reported
that Boito had stated that he was sorry that he himself was not setting Otello to music. The
claim was a false one, but naturally it quickly spread, soon reaching Verdi's ears. Hurt, he
offered to withdraw from Otello so that Boito could compose it himself. Boito, Faccio and
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Ricordi were extremely distressed, and the librettist had to use all of his power to convince
Verdi that he never had any intention of writing the music for Otello. Verdi relented, but the
episode had taken away his creative fire, causing him to (again) put aside the opera that
was finally premiered after eight years of work.

Their friendship resumed its old solidity. Boito was even present at Verdi's deathbed. After
the composer's death, he wrote, "I've never hated and scorned death so much, that mysterious,
blind, stupid, triumphant and cowardly power... He also hated it, since he himself was the
strongest imaginable embodiment of life."

The fruits of the collaboration include the Hymn of the Nations (1862), the revised version of
Siman Boccanegra (1881), Otello® (1887) and Verdi's final opera, Falstaff (1893).

The “Chocolate Project”

Verdi adored Shakespeare - this is a well-known fact. He composed operas to three of
his plays, although he would have liked to do mare. He wrote Macbeth (1847) at the age of
34. Simultaneously with composing Il trovatore (1853), he was also hard at work on King
Lear, but, after the death of the librettist Salvadore Cammarano, he put aside the
unfinished libretto. He later resumed wark with Antonio Somma, librettist of Un ballo in
maschera, but despite many years of work, he never finished setting the play to music.
(This work haunted Verdi until the 1890s when he gave the libretto to Mascagni in 1896,
who asked him: “Maestro, why didn't you put it to music?” Verdi replied: “The scene in which
King Lear finds himself on the heath scared me”). His last two operas, Otello (1887) and
Falstaff (1893) were also inspired by Shakespeare. (The latter was based on The Merry
Wives of Windsor and both Henry IV plays.)

While Verdi was first working on Lear, a French publishing house, Marie Escudier suggested
The Tempest ta him, thinking of a possible premiere at Covent Garden. Verdi rejected the
proposal, but in his reply he wrote the following: “Im planning to set The Tempest to music
and I'm planning to do the same for all of the great plays of the great playwright. (...) What you
suggest is impossible. It's actually the middle of May and two or three months wouldn't be
enough to work out such a huge subject.” Just as with Lear, plans for The Tempest vanished
in the drawer...

5 The world premiere of Otello in Milan was conducted by Franco Faccio.
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Itis an interesting coincidence that a third Shakespearean subject found Verdi at the same
time: an old Milanese friend, the writer Giulio Carcano suggested working together on Hamlet,
but Verdi politely rejected the offer, citing lack of time.

It was much later when the great works of Shakespeare were eventually set to music.
After the Cairo premiere of Aida on Christmas Eve in 1871, it seemed that Verdi would never
compose another opera. Although he prepared the (first) revised version of Don Carlos in
1872, he retired from the operatic stage afterwards in order to compose church and
chamber music: his famous Requiem, for example, was first performed in 1874. In the
second half of the 1870, Verdi, who was already in his 60s, retired. Some believed, however,
that there were more things that the Maestro should compose. This is what Verdi's old
friend, Contessa Maffei thought, and, together with Giulio Ricordi (who represented the
younger generation at Verdi's publisher), composer Franco Faccio and Arrigo Baito,
decided to trick the stubborn and sometimes grumpy composer. In June of 1879, Verdi
travelled to Milan to conduct Requiem at a charity concert. It was a great success, the
audience celebrated Verdi, and Faccio gave a serenade to the Maestro with the orchestra
of La Scala at the Hotel Milan. It was that night when the young Ricordi brought up an idea
ina gala dinner: “The idea of the opera arose during a dinner among friends, when by chance
I brought the conversation around to Shakespeare and Boito. When Othello was mentioned,
| saw Verdi look at me mistrustfully, but with interest. (...) The next day when, at my advice,
Faccio brought Boito to see Verdi with the plan of the libretto already drafted, the maestro,
after having examined it and found it excellent, did not wish to compromise himself. He said,
‘Now write the poetry for it. It will always be goad, for me... for you... for someone..."."

Boito set to work, and Verdi returned to his home in Sant’ Agata, from where his wife Giuseppina
Strepponi corresponded with Bioto and Ricordi without his husbands knowledge to let them
know when it was worth disturbing Verdi to bring up the subject and when it was nat, depending
on his mood. When Giuseppina wrote to Ricordi that the “chocolate project” (the cover name
they used for the opera) should be put aside for a while, Ricordi took a different approach: he
suggested that Verdi revise Simon Boccanegra, which had been a fiasco at the premiere, but
was worth working on. And who could he recommend as librettist other than Boito? The revised
Boccanegra was eventually premiered at La Scala in 1881 with great success. They did not say
anything about Otello though...

Ricordi did not give up. He sent some panettone® to Verdi every Christmas with a Moor made
of chacolate on the top. But the composer was busy revising Don Carlos again and would not
hear of Otello.

6 Panettone: traditional Christmas cake in Lombardy.
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Gossip spread around Italy that Verdi was working on a new opera; newspapers soon began to
guess whether the Maestro could keep up with developments in music, and if so, how he would
treat it. Verdi did not respond to the guesses and denied composing an opera. Until the last
minute, he would not commit to premiering Otello at all.

Giuseppe Verdi sent the following letter to Arrigo Boito on the 1 November 1886 - the day he
finished the composition of Otello:

Dear Boito,

Its finished!

Greetings to us... (and also to Him!)

Farewell,

G. Verdi

Eight years after that dinner in Milan, on 5 February 1887, the curtain rose at la Scala in Milan:
after 15 years, a new Verdi opera was being premiered - with enormous success.
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Verdi and Boito’s Otello

Libretto and dramaturgy

Boito’s libretto is a brilliant piece of work. Not only does he remain faithful to Shakespeare’s
text (sometimes slavishly so) with his marvellous translations of his poetry, he also
embellishes it with his own fantastic verse, managing somehow to stay faithful to the source
while at the same relating the tragedy in his own way. Its wonderful rhythm and tone are
among the most important elements of the opera. Boito studied Shakespeare’s words in
several (Italian and French) translations, and then together with Verdi, refined the explicit,
sometimes even vulgar and raw, style.

In a dramaturgical sense, they did not make many fundamental changes to Shakespeare's
work. The first and most significant difference is the omission of the first act, which takes
place in Venice. Instead, they start the opera with the storm from the second act of the
English play.

This resulted in an accelerated pace to the story, as well as an effective and dramatic
opening scene: in place of an overture, the opera begins in medias res with a savage gale,
which naturally serves as a perfect metaphaor for the emotional storms that develop among
the characters later. Due to the omission of the first “Shakespearean” act, however, Boito
and Verdi also had to find a way to insert crucial pieces of information into the early stages
of the opera, such as what motivates lago and Roderigo to behave they way they do, how
Otello and Desdemona fell in love, and how this love was opposed by Desdemonas father.
The authars of the opera used innovative changes in the dramaturgy only when truly justified.
This is how the famous love duet (Gid nella notte...) at the end of Act | and lago's Credo were
both conceived.

The duet is based on excerpts from the text of Acts | and Il of Shakespeare$s play, and its
function is to expose the relationship between the newly-weds before the complicating
factors set in. They recollect how they fell in love:

OTELLO You loved me for the dangers | had passed,
and [ loved you that you did pity them.

DESDEMONA I loved you for the dangers you had passed,
and you loved me that | did pity them.
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The duet's greatest difficulty lies in its complexity: even as they remember their not-so-
distant past together, the newly-weds are also carried away with the passion of their first
night, and while Desdemona's voice soars softly and gently, Otello more than once finds
himself pulled back elsewhere: recalling old battles, he experiences the terrors of war
again, but then is enraptured by a passion so intense that he collapses, panting as he
enunciates to his wife the words: “a kiss". Later, dying at the end of the work, he will
collapse again and utter the same words. And this is the paint when it becomes clear that
it was the duet at the end of Act One when we last saw Otello as himself - this is the point
when his personality starts to disintegrate, when he becomes a savage and "dies".
In connection with the above quote, it is worth noting that Desdemona’s love towards
Otello initally developed out of pity. She is also driven by pity when she intervenes on
Cassio's behalf with her husband. This is also apparent in Verdi's music: Desdemona begs
her husband with an emotional passage verging on the passionate (... e il suo dolor che
in me s'infonde tant'e verace che di grazia & degno. Intercedo per lui, per lui ti prego. Tu gli
perdona.”) This may well have been the first major cause for the seed of jealousy that
was planted by lago to take root in Otello’s heart.
The Credo was another brilliant idea of the authors of the opera. In Shakespeare's play,
lago had several shorter manologues in Acts | and Il when he openly turns to the audience
and reveals his evil plans and motivations. “And what's he then that says [ play the villain,
/ when this advice is free | give and honest?" he says scornfully in Shakespeare's play. (Act
Il Scene 3) It recalls Richard I1I's famous opening monalogue... (" am determined to prove
avillain.”). In the opera, lago reveals his aims at the beginning of the play and is given his
“‘monologue” at the beginning of Act Il when he prafesses his belief in an evil god. It is not
the betrayed lago from Shakespeare that we can see here, but rather a man who has
deliberately opted for evil: he is driven not only by personal injuries, but by his will to do
harm as well.
This was an important decision made by the authors who were both atheist. The authors
used the techniques available from Shakespeare's play. The drinking song(s) and
Desdemona’s Willow Song logically became independent elements. In the same way, the
storm mentioned above, Otello and lago’s vows to take revenge that leads to the gruesome
ending of the act (“Si, pel ciel marmareo giuro...”), Cassio’s dream (“Era la notte, Cassio
dormia...”), the tercet ("Vieni, laula é deserta...”), and Desdemona’s prayer ("Ave Maria”) all
cry out to be set to music.

7 Desdemona: "... and his grief so moved me by its sincerity that he deserves forgiveness. For him | intercede, for him | plead. Forgive him.”
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Music

George Bernard Shaw once said, “Othello is a play written by Shakespeare in the style of
Italian opera.”

Otello marked the beginning of a completely new era in the oeuvre of (one of) the
uncrowned king(s) of Italian opera. His early works bore the hallmarks of early 19th century
opera, but Rigoletto (1851) and La traviata (1853) had already proved that Verdi had begun
to cross outside the boundaries of this form. And if we compare Aida (1871) to Otello (1887),
the differences are startling.

In Otello Verdi broke with the usual form of aria - ensemble and aria - recitative. Music
leads us from one dramatic moment to anather; it follows the episodes of the English
play with incredible dramatic and emotional changes. (Only the Drinking Song and the
Willow Sang serve to remind us of the arias of the early Verdi operas with their refrains
and repetitive structures, but this is also the result of a conscious decision on the part
of the authors and has dramaturgical functions in both cases.)

“It's Wagner's impact,” many say even today, but they are wrong. In Wagner's music there

are hardly any emotional changes of the intensity and pace as in Otello, and the German
composer’s works, which are mainly symphonic, feature slow development towards the
climax. While Wagner aimed at ceaseless musical continuity, Verdi juxtaposed shorter
motifs of melodies, which were completely different from each other, and he developed
only a few of them. (A good example for this is the love duet or the duet “Cio maccora...”,
in which lago first plants jealousy in Otello’s heart.) This way he was able to create
continuous tension and attention: the viewer (and Otello) can never know what awaits
him in the next minute...
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The world of Otello

IAGO
| am not what | am.
(W. Shakespeare: Othello. Act 1, Scene 1)

The historical background of Otello is not really impartant from the paint of view of the work.

What matters is what is hidden in the characters’ personalities and what impact they have
on each ather in the web of false and real relationships on a strange island - in a world of
the conscious and the subconscious where fate has locked them in together.

OTHELLO
Tis happiness to die.
(W. Shakespeare: Othello. Act 5, final scene)

The plot of the opera is driven throughout by laga’s thirst for revenge, as the characters rush
headlong towards tragedy. However, Verdi and Boito made a very thought-provoking change
to the very end of the work: in contrast to the Shakespearean story, lago escapes and it is
not evident if he will be not captured and sentenced to death. Death comes to the pure, but
the villain may escape.
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Three stories compared

CINTHIO SHAKESPEARE VERDI
Hecatommithi-story Othello Otello
Characters: Characters: Characters:
the Moor Othello Otello
Disdemona Desdemona Desdemona

the Ensign lago Jago

wife of the Ensign Emilia Emilia

the Captain Cassio Cassio

- Roderigo Roderigo

- Montano Montano

- Lodovico Lodovico
Cassio's maid who copies the Bianca (Bianca: only mentioned)

handkerchief; and Cassio’ courtisan
Disdemana’s parents are mentioned
Signoria of venice

Place:
Vienice (on the short prologue), Cyprus

General situation:

As related in a short introduction: the
brave Moor and the beautiful Venetian
Disdemona fall in love with each other
and are married, despite the
opposition of the girls parents. The
Signoria of Venice sends the Moore to
Cyprus to head his army there.
Disdemona decides to go with her
husband to the island.

Brabantio, Desdemonas father

The Duke of Venice
Clown

Place:
Venice (Act1)
Cyprus (Act 2-Act 5)

General situation:

Act1- Venice.

Roderigo, the rich nobleman, is in
love with Desdemona, but paying

lago has not helped him win any luck.

lago confides in the nobleman that
he hates the Moor, and, at his
suggestion, Roderigo alerts
Desdemona’s father that his
daughter has secretly married him.
The outraged Brabantio demands an
explanation and satisfaction from
Othello, whom the Doge summonsin
order to send him to Cyprus. The
newly-weds reveal their love to the
Doge, and Desdemona asks
permission to follow her husband.
lago convinces Roderigo to travel to
Cyprus as wellin order to bring ruin
to Othello and Desdemana's love.

(The Doge: only mentioned)

Aherald

Place:
Cyprus

General situation:

The most important information
emerges in direct references and
allusions. (The relationshp between
Roderigo and lago; lago's motivation,
the story of Otello and Desdemona’s
love; how the company came to
Cyprus.)

The opera starts immediately with the
gale scene in Cyprus. (Act Il of
Shakespeare's Othello.)



CINTHIO SHAKESPEARE VERDI
Hecatommithi-story Othello Otello
The Ensign’s motivation: lago's motivation: lago's motivation:

he is in love with Disdemona, who
shows no attraction toward him. He
believes that she is in love with the
Captain. (He is not jealous because of
his military rank.)

"Roderigo thread™:
none. The Ensign himself also bears
Roderigo's major characteristic.

Demotion:

The Captain attacks one of the soldiers
standing watch. (It's not instigated by
the Ensign, and there is no mention of
drunkenness.)

Intercession:

Disdemona intercedes with the Moor
on her own, out of sheer pity, rather
than at the Captain's request.

The kerchief:

Embroidered with a unique pattern.
Disdemona received it from the Moor;
itis of great significance to both of
them. The Ensign pilfers it from
Disdemona while she is occupied with
his young daughter. The Ensign leaves
it at the Captain's quarters, where the
Captain, recognising it, intends to
return it to its owner, but the approach
of the Moor prevents him from doing
s0. As aresult of the Ensign's intrigues,
upon seeing a copy of the kerchief
rather than the original, the Moor
believes he has obtained final proof of
his wife's sinfulness. (The "scene" when
the Ensign arranges for the Moor to
listen in on the discussion with the
Captain takes place earlier, and the
kerchief plays no role init.)

62

Cassio has been named captain by
Othello instead of him, and he also
suspects that the Moor has
cuckolded him.

Roderigo's function:
Shakespeare gives much of the
jealousy of Cinthio's Ensign to
Roderigo, thus making lago a more
wicked, diabolical figure. Roderigo is
laga's tool to provoke Cassio, and he
is called upon to do in the captain.

Demotion:

lago gets Cassio drunk, and has
Roderigo, whom he has roped in, to
provoke him. Cassio finally clashes
with Montano, whom he injures with
her sword. Cassia's military offence
is all the graver, as he has drunkenly
injured a highly respected officer.
(Montano had been Othello's
predecessor on Cyprus.)

Intercession:
Atlago's suggestion, Cassio askes
Desdemona to interced with Othello.

The kerchief:
Embroidered and with a strawberry
pattern. Desdemana received it from
Othello, who considers it to have
magical powers. At lago's
instructions, Emilia obtains it, taking
it when Desdemona accidentally
drops it, and gives it to lago, who
hides it in Cassio's quarters. The
Captain gives it to Bianca to copy it.
The scene where Othello listens in on
the conversation between lago and
Cassio then follows - with the jealous
Bianca coming in at the end of it and
- upon seeing Othello's eyes - angrily
gives the kerchief back.

Cassio has been named captain by
Otello instead of him, but there is no
mention of any romantic jealousy.

Roderigo's function:
The same as in Shakespeare.

Demotion:
The same as in Shakespeare.

Intercession:
The same as in Shakespeare.

The kerchief:
Embroidered. Desdemana received it

from Otello as afirst pledge of his love.

Otello considers it to have magical
powers. lago takes it from his wife by
force, after Otello throws it to the
ground and Emilio picks it up. He hides
itin Cassio's quarters. It appears as
"proof" in the scene when Otello listens
in on lago and Cassia's conversation.

CINTHIO SHAKESPEARE VERDI
Hecatommithi-story Othello Otello
Disdemona's death: Disdemona's death: Disdemona's death:

As the Ensigned planned, he and the
Moor do her in together. The Ensign
hides in the Moor and Disdemona's
bedroom, and leaping out from his
hiding-place, cudgels the lady to death
with a sandbag so that her corpse will
bear no traces of violence. The Moor
watches. After his wife has died, he
takes her lifeless body to bed, where
they cause damage to her head and
rip down part of the old house's ceiling
to make it appear as if an accident had
killed Disdemona.

The Ensign's wife:

The Ensign's wife: Disdemona's good
friend, who knew everything that
happened.

The Moor's fate:

After the deed is done, the Moor starts
to hate the Ensign, and demotes him
and banishes him. The Ensign, out of
revenge and with the Captain's help,
has charges brought against the Moor
before the Signaria of Venice. The
Moor denies everything, but is
imprisoned and eventually killed by
one of Disdemona’s relatives.

The Ensign's fate:

Returns to his own country , where he
is caught committing another evil
deed and eventually dies from being
tortured.

The Captain's fate:

The Ensign attacks him, but is not able
tokill him, although he does cut off his
leg without the Captain being able to
identify him. The Ensign approaches
him to report the Moor to the Signoria
of Venice.

At laga's suggestion, Othello
strangles her in their marital bed.

Emilia:

Desdemona’s good friend. At lago's
command, she obtains the kerchief
for her husband. (Some
interpretations have her guessing all
along what lago is up to, but not
daring to act out of fear of her
husband.) She finds the dead
Desdemona and the murderer
Othello. In the final scene, lago stabs
her.

Othello’s fate:
He stabs himself after the truth is
revealed.

lago's fate:

He is caught and sentenced to death.

Cassio's fate:

At lago's orders, Roderigo's task
would have been to kill Cassio, but it
turned out the opposite way. He is
present in the final scene.

The same as in Shakespeare.

Emilia:

Desdemana’s good friend; lago takes
the kerchief from her by force. She
finds the dead Desdemona and the
murderer Othello.

Otello's fate:
The same as in Shakespeare.

lago's fate:
Itis not decided if he finally manages
to escape or not.

Cassio's fate:
The same as in Shakespeare.
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CINTHIO SHAKESPEARE VERDI
Hecatommithi-story Othello Otello

"Bianca": Bianca: Bianca:
In the Captain's house there is an A courtesan wha is in love with Cassios lover. She is only mentioned in
embroideress who copies the kerchief. | Cassio. the text.
The Captain is with a courtesan when
the Ensign attacks him.
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