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I received a note saying I 
play the operas too 
loudly. I readily concede 
that is sometimes true. I 
would like to get the level 
set better. But volume is 
so highly subjective and 
the balance twixt too loud 
and too soft is different 
for every person. So, I 
often have listeners come 
to the booth to tell me 
they would like it louder 
or softer. I am fine with 
that. I respect the 
urgency that can cause 
someone to leave their 
seat and make a request 
so I try to accommodate.  

The note was quite 
thoughtful and explained 
how loudness affects 
hearing aid users. As one 
who has used hearing 
aids for more than two 
decades, I can say the 
writer had it right. Loud 
readily becomes painful 
as the volume goes up; 
another reason I’m ready 
to adapt and change my 
audio settings. But, I 
know that neither skill 
nor cooperation on my 
part can always make the 
volume right for you. 

Founder Steve Schwartz

Next Week In Encore 
May 7 TOSCA by Puccini 

Malfitano • Terfel • Margison 
Chailly conducts the Concertgebouw Orchestra 

MASKS REQUIRED

Program for Friday, May 14, 1 PM 

Il Trovatore 
Giuseppe Fortunino Francesco Verdi  

English Subtitles • 139 Minutes 
————- 

NOTES by STEVE SCHWARTZ 
Il Trovatore takes place in Spain early in the 
15th century. We learn the opera’s back story 
told in flashbacks by the singers: many years 
prior, the late Count di Luna had two sons. A 
gypsy woman had been seen standing by the 
cradle of the younger brother just before he 
became ill. So, the woman was declared a 
witch who had cast a spell over the infant and 
she was burned at the stake, an event 
witnessed by her young daughter, Azucena, 
who was then holding her own baby.   

Her mother’s dying plea “Mi Vendicar” (avenge 
me) led Azucena to secretly steal the Count’s 
younger son, whom she intending to throw on 
the still flaming pyre.  But in her frenzy, she 
mistakenly picked up her own baby and cast 
him into the fire. She has brought up the 
other child as her own son, giving him the 
name Manrico. But, her sanity has been in 
question ever since. 

Though a child’s bones were found in the 
ashes, the old Count believed his younger son 
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was alive. He made his older son, 
who is now Count, swear to keep 
searching for his brother.  The 
present Count has accepted that his 
brother is dead and is driven by a 
thirst for revenge to find the gypsy 
woman who had killed his brother. 

As the action opens, Spain has been 
engulfed in a long civil war. Count di 
Luna, our villain, sides with the King. 
Manrico and his band of gypsies 
support the rebels.  Thus, the stage 
is set for a series of violent conflicts, 
fueled by a combination  of romantic 
love with long-standing political hate. 

ACT I 

Ferrando, who had been a retainer 
of the old Count is now captain of the 
guard.  He recounts the version of 
the above story as known to the 
present Count, and avers that he is 
sure that, even after all these years, 
he would recognize the murderous 
gypsy daughter if he were to set eyes 
on her again -- as we know he will.  
The clock strikes midnight, the men 
disperse and the scene ends. 

The next scene, also at night, has 
Leonora, a lady-in-waiting to the 
queen, waiting for an unknown 
troubador (trovatore) to serenade 
her again as he has done on many 
recent nights.  Inez, her confidante 
tells her to forget the stranger, for he 
forebodes trouble.  But, in true opera 
tradition, our heroine replies that she 
is in love and she sings a two-part 
scena telling how she met him and 
how much she loves him. In this bel 

canto opera, each principal singer 
has several scena. 

Count di Luna appears; of course, he 
too, is in love with Leonora.  What 
kind of opera would be without a 
love triangle? He intends to tell her 
of his love, but before he can make 
his presence known to her, Manrico 
also unseen, serenades her from the 
darkness.  At this, the Count sings of 
his rage and jealousy.   

Leonora rushes outside to embrace 
her lover, but in the darkness, she 
mistakes the Count for Manrico, who 
emerges from his hiding place and 
denounces her for her “betrayal.” 
The misunderstanding ends quickly, 
but when the troubador reveals his 
name, the Count realizes that not 
only is the troubador a rival in the 
field of love, but he is also an enemy 
on the battlefield. The scene ends as 
the two men begin to fight a duel 
and Leonora flees. 

ACT II 

Some months pass.  We’re in the 
encampment of the gypsies, who are 
girding for battle with the Count’s 
forces. They sing the famous “Anvil 
Chorus” and we are introduced to 
Azucena.  We learn that Manrico had 
bested the Count in their mano-a-
mano duel but just when he had his 
rival at his mercy and was ready to 
apply the coup de grace, a strange 
sense told Manrico to spare the 
Count’s life. In keeping with the 
opera’s theme of mutually 
unquenchable thirsts for revenge, 
Azucena makes him promise to 
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never again show leniency toward 
the Count.     

Moreover, after that, another and 
wider battle had taken place, which 
the rebels had lost and where 
Manrico had been badly wounded 
and left for dead. However, the next 
day, Azucena had scoured the 
battlefield and found him still alive.  
She had taken him back to the 
gypsy camp and, in her role as his 
mother, she has been slowly nursing 
him back to health.   

The gypsies exit.  Manrico asks 
Azucena to tell him about his past. 
Now another flashback: she 
describes her mother’s dying 
command: “Mi Vendicar”, and how 
she had thrown her own son into the 
flames. She describes the scenario in 
chilling detail to Verdi’s emotionally 
stirring music, and when at the end, 
she sings “Il figlio mio” (my own 
son) I promise that chills will run up 
and down your spine.   Manrico asks 
the natural question: if she had 
thrown her son into the pyre, then 
who is he?  She manages to evade 
answering, and Manrico lets the 
matter rest there.   

The situation changes dramatically 
when word arrives that Leonora, 
thinking Manrico dead, has decided 
to enter a convent and take the veil 
rather than submit to the Count.  
Our hero, a typically passionate 
tenor, decides to go immediately to 
stop her, ignoring Azucena’s sensible 
pleas that his wounds have not yet 
healed.           

Meanwhile Luna, who also believes 
Manrico to be dead, and who is as 
lacking in scruples as he is filled with 
passion for Leonora, has arrived 
outside the seminary with his men, 
intent on stopping her from entering 
the sanctuary and kidnapping her. In 
one of opera’s great baritone arias, 
“Il Balen” (the light of her smile) he 
proclaims that his love for Leonora is 
so great that even God himself lacks 
the power to prevent him from 
carrying out his plan. (Trust me 
when I tell you that you’ll never hear 
it sung better than Hvrostovsky 
sings it.) 

Leonora arrives, and repeats her 
intentions and explains why, but the 
Count enters and stops her.  He is 
about to abduct her when Manrico 
arrives with his men. Like any good 
melodrama, the cavalry arrives just 
in time to save the heroine.  
Naturally, everyone is dumbstruck at 
this apparition: Manrico is alive!   

The Count, Leonora and Manrico sing 
a spirited trio, each expressing their 
differing reactions to this turns of 
events. The subtitles describe them 
well. The Count and his men clash 
with the gypsy warriors, but lovers 
flee to end the scene.   

ACT III 

More time has passed, Manrico has 
been put in charge of defending the 
rebel fort at Castellor, where he and 
Leonora are housed.  The Count’s 
men are encamped outside and are 
expecting to attack at dawn. While 
they wait, they play games and sing 
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about how they will soon be engaged 
in more deadly sports.  Here I have 
a minor cavil. The staging director 
has chosen to insert some women 
who interact with the men but have 
no purpose that I can see.  They’re 
not in Verdi’s score; they never sing 
a note; they merely clutter Verdi’s 
male-dominated scene, in which a 
terrible battle is in the offing.) 

The Count is told that Ferrando’s 
scouts found an old gypsy woman 
lurking outside the camp. Of course, 
it’s Azucena.  She is evasive and 
resists the Count’s questioning, but 
then Ferrando recognizes her and 
she is about to be dragged off to be 
tortured and killed. In her panic, she 
calls out for her son Manrico to save 
her.  At this, di Luna realizes that he 
has his enemy’s mother in his grasp, 
and he revels at his luck!   

In the next scene, we are inside the 
fort, where the two lovers have been 
preparing to be married. After a 
dialog commenting on the irony of 
their situation, he sings a romantic 
ballad to his bride: “A si, ben mio” 
(Oh yes, my love). A messenger 
appears to tell them that Azucena 
has been captured and is about to 
be burned at the stake.  Now a 
wonderful piece of stagecraft in the 
form of a dramatic parallel. In the 
previous act, we saw the mother 
vainly trying to hold her son back 
from rushing out to rescue his lady 
love.  Now the roles are reversed, as 
Leonora tries in vain to keep Manrico 
from rushing out to engage in a rash 
encounter to save his “mother.”  

Once again, our heroic tenor, having 
sung his heart out to his true love, 
puts on his sword and calls for his 
men to follow him, ready to ride out 
to save Azucena. He tells his 
dismayed and protesting bride-to-be 
that he was a son before he was a 
lover in a spirited cabeletta that is 
among the most rousing tenor aria 
in all of opera: “Di Quella Pira” (in 
that pyre). It ends with him holding 
his sword aloft and hitting a rousing 
high C to end the scene and the act.  

ACT  IV 

Manrico’s rescue efforts failed (of 
course); he and Azucena have been 
captured and are sentenced to 
death.  They’re now in the tower for 
condemned prisoners, waiting to be 
executed in the morning.  As the 
curtain rises, we are at the base of 
the tower to which Leonora has 
come to beg the Count to release 
Manrico. She sings a heartbreaking 
aria, “D’Amor sull’ali rosee”, asking 
the breeze to carry her rosy 
thoughts of love up to him on wings 
of angels.  We are made aware that 
she is carrying a small vial, and you 
can guess what’s in it. 

Verdi wrote a marvelous dirge, sung 
by an unseen chorus, which he 
weaves in with Leonora’s doleful 
aria, “miserari” in a combination that 
conveys an even great sense of 
dread about the denouement we all 
know is coming.  We hear Manrico 
from high up inside the tower, not 
knowing that Leonora can hear him, 
but singing his farewell to her and 
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asking that she not forget him.  
They sing a glorious duet, he unseen 
from his cell, and she onstage from 
the ground below.    

The Count arrives and repeats to an 
aide that the prisoners are to be 
executed at dawn. That expression 
of his unbridled hatred for Manrico is 
followed by thoughts of his love for 
Leonora. He hear his sadness that 
he does not know where she might 
be, when she suddenly appears.   

She tells him she has come to beg 
for Manrico’s life.  He refuses, saying 
he only wishes he could kill his rival 
a hundred times over.  In a long, 
spirited duet with the Count Leonora 
continues to plead for Manrico’s life.  
No soap.  Finally, she plays her 
trump card: she tells Luna she will 
submit to his advances in exchange 
for Manrico’s freedom. He is initially 
incredulous but she convinces him 
she means it and the deal is set.   

She surreptitiously swallows the vial 
of poison, saying that she will be 
cold and lifeless before di Luna can 
consummate the deal.  In a setting 
only opera could pull off, the Count 
gloats that he has succeeded in his 
quest while she is singing of her 
happiness in knowing that she has 
saved the life of the man she loves. 

In the opera’s final scene, we’re 
inside the tower cell shared by 
Manrico and Azucena, who still await 
execution in the morning.  By now 
Azucena is totally out of what’s left 
of her addled brain, and fantasizes 
about her beloved mountains, 
singing another haunting aria that 

begins “Ai Nostri Monti” (in our 
mountains) while Manrico tries to 
ease her troubled final hours until 
she falls asleep.   

Suddenly, Leonora appears and tells 
him that she has arranged for his 
freedom.  He guesses the price, and 
in a reprise of the first act, he again 
denounces her for her “perfidy.”  
They sing another accusatory duet. 
When she realizes that the poison is 
working more quickly than expected, 
she tells him he should not be so 
harsh with her as her death nears.  
Now, he realizes the depth of her 
sacrifice, and tearfully tries to 
comfort her as she dies in his arms.    

Now, the opera rushes to its deadly 
conclusion. Realizing that he’d been 
tricked, the Count orders his men to 
take Manrico out to be executed 
immediately. Manrico’s cry of 
farewell to his mother, rouses 
Azucena out of her stupor just in 
time to realize what is about to 
occur and she tries to stop the 
Count. But he joyfully tells her that 
she’s too late,  Manrico has already 
been beheaded. 

The Count’s joy is short-lived, 
however, for Azucena, now more 
manic than ever, tells him in a 
grotesquely gleeful pronouncement 
that he, the Count had just killed his 
own, long-sought brother.  In her 
tormented mind, she has  finally 
fulfilled her mother’s dying wish  for 
revenge.  Luna cries out in despair 
that he must go on living with his 
awful knowledge of what his revenge 
has cost.  And the final curtain falls. 
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Encore Opera Notes is published weekly for 
the Riderwood Opera Theater community. 
For a free subscription send your name 
and (cubby) address to Paula Cook, KC 
211  
or email:  genemartin36@gmail.com
Encore Opera Notes is edited and printed by 
Gene Martin and distributed by Paula Cook to 
the cubbies of residents without email.
Riderwood Opera Theater presents both recorded and 
live performances about opera.  Residents are invited 
to join Opera Theater with Mike Beard, Paula Cook, 
Trudy Downs, Betty Dunkins, Sallie Holder, Sally 
Koenig, Joan Kugler, Gene Martin, Sally Porter, 
Steve Schwartz, Millie Trimble, and Ken Welliver. 

Recorded by BBC for Kultur Video 
DVD released 2001 by Opus Arte 

ASIN: B001RPZDY0

PRINCIPAL CAST
Manrico, tenor: José Cura 
Count di Luna, baritone: Dmitri Hvorostovsky 
Leonora, soprano: Verónica Villarroel 
Azucena, mezzo: Yvonne Naef 
Ferrando, bass-baritone: Stefan Kocán 

The Metropolitan Opera orchestra and 
chorus are conducted by Marco Armiliato

Steve’s Notes 
[From Page 5] 

In my opinion, you have been 
experiencing just about the best 
there is in opera.  I hope you have 
enjoyed this performance as well as 
Verdi’s glorious melodies.  Gene and 
I hope too that you will share your 
experience and tell more of our 
neighbors about the opportunity to 
hear some of the greatest voices in 
opera singing in productions of its 
greatest creations.              -Steve

 This Week 
 [from Page 1]  

Please understand that I say so 
regretfully. And I feel compelled to 
add a comment about self-help while 
still doing everything I can to make 
things better… People with acutely 
sensitive hearing (like Bette Martin 
and the self-described writer of the 
note) may wish to supply their own 
means of volume attenuation; those  
with hearing loss could try our 
assistive listening devices (ALDs).  

Because of the note, I consulted 
RWTV Director, Chris Tadus who 
helped me get better compression 
on our mixer. He also has a vastly 
upgraded ALD system in the works 
(I don’t know when but the Chapel 
will get it first).  

And, I promise to keep doing what I 
can to get it right. 

-Gene 

OPERA NOTES FOR : 
Friday at 1:00 PM at Encore Theater 

Friends tell friends 
about Encore Opera
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