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NOTES by GENE and STEVE 
Gene: I lost the coin toss, so I go first. Steve 
wisely gets the last word starting on page 6. 
Gaetano Donizetti and librettist Salvadore 
Cammarano created Lucia di Lammermoor in 
1835 loosely based on a historical novel by Sir 
Walter Scott about “emotionally fragile” Lucy 
Ashton (Lucia) caught in a feud between her 
family and the Ravenswoods which was set in 
the Lammermuir Hills of Scotland in the 17th 
century. Donizetti himself is among those who 
have revised the opera; he modified the score 
for a French version of the libretto four years 
later.  However, in all productions of the opera 
until 2016, Lucia has been portrayed as a half-
crazed or emotionally weak woman, a victim of 
her brother’s scheming, a stereotypical female 
in the prejudices of the times. 
One of the UK’s most sought-after directors, 
Katie Mitchell, set out to portray Lucia saying 
that her focus was 100% on the female roles. 
She retells the tale with Lucia as a lucid, strong 
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woman who understands her brother’s 
machinations and, within the 
limitations of her time, fights to 
achieve her own interests.  When the 
Royal Opera House, Covent Garden 
staged her production in 2016, it was 
the first Lucia after almost 13 years to 
play there.  
When I read that such a Lucia existed, 
I was delighted and intrigued. How 
does Ms Mitchell accomplish that? 
What did she do with the Mad Scene 
where Lucia is to have visions, images 
of her past, hallucinations of her 
lover? That is the soprano’s major 
aria, her signature scene, usually the 
source of the greatest applause for 
Lucia. And, if she isn’t to die of 
madness and grief, a frequent killer of 
stereotyped frail women, what does 
kill her… or does she still die?  If she 
doesn’t die, what will become of the 
tenor’s greatest moments, his big 
aria, the dramatic ending of the opera 
and the part I like most? 
My part of these joint Opera Notes is 
to introduce the new -or reimagined- 
story as I saw it. And since everyone 
who has the good fortune to see this 
recording will bring their own 
experience and imagination to their 
views, I felt the need to explain my 
summary, at least a bit.  
An abstract painter once answered 
my inane questions about his art by 
saying, “First, you have to know it is 
made of paint.” The retelling of Lucia 
is made on a spectacular set 
designed by Vicki Mortimer that 
brings a new and devastating level of 
drama to the tragic events of 

Donizetti’s opera.  Like a split-screen 
on television, the stage is split into 
two sides so that we can watch 
simultaneous but different events at 
the same time. While the opera is 
being sung on one side of the stage, 
we also see some other characters 
on the opposite side of the stage 
who are acting out parts of the story 
usually left to our imaginations.  
For example, during the overture, 
Edgardo leaves a message and 
flower at the haunted fountain in the 
graveyard. Alisa, Lucia’s maid who is 
dressed in men’s clothing, comes to 
retrieve it. As this happens, on the 
other side of the stage, Lucia comes 
to her brother’s dressing room to 
“borrow” and dress in his clothing 
carrying an urn which she handles as 
though it contains her mother’s 
ashes. 
Throughout this Lucia, Director Katie 
Mitchell uses this added dimension 
of silent action to realize a number 
of changes in the way we perceive 
and understand Lucia and the 
Lammermoor family story.  One such 
change is the expansion of Alisa’s 
non-singing role to become Lucia’s 
agent and collaborator.   
The split stage also serves to 
increase the level of emotion and 
tension throughout the opera such 
as when various ghosts appear, 
thereby evoking aspects of the back 
story. One ghost, whose dress 
remains bloodstained, had been the 
young woman  of legend, murdered 
by her lover whose body was left in 
the fountain. This seemingly minor 
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point foreshadows tragedy and 
Lucia's death in water. 
I am unsure whether Lucia is never, 
sometimes, or always aware of 
these ghostly, spiritual “sisters”.  In 
some opera recordings, at times,  
the singer’s mouth is motionless as 
s/he sings. By convention, those 
lyrics are the inner thoughts and 
feelings of the singer, unheard by 
other, nearby characters.  These 
apparitions, visible only to Lucia 
and the audience, play some such 
role here allowing Ms Miller to 
portray aspects of Lucia’s desires 
and inner experience. As you will 
read, Steve has more specific ideas 
about these wraiths. 
In interviews, Ms Mitchell expands 
on her use of the split stage to have 
Lucia do a lot of un-dressing and re-
dressing, such as when she is taking 
clothes from her brother’s wardrobe 
before she goes to meet with 
Edgardo.  As Ms Mitchell noted, at 
that time, no smart woman would 
risk going out at night without 
concealing her gender. Moreover, 
she calls attention to the ways that 
women’s clothing then amounted to 
“machines” that locked in the 
wearer, reducing her freedom of 
movement, greatly to her 
disadvantage and discomfort. So 
you will see the harness or 
contraption worn under dresses, 
hanging on the wardrobe door and 
Alisa’s effort to lace up the corset 
Lucia wears. 
However, the split stage is only a 
means to the end of reimagining 
Lucia and her story. 

To begin with, Lucia is played by 
soprano Diana Damrau, a woman in 
her 40’s, not a naive, young girl. 
The decision to have Ms Damrau 
sing Lucia was no mere casting 
compromise, choosing a better 
singer at the cost of having a 
younger Lucia. Ms Mitchell noted 
that in the 1830’s when the opera is 
set, a Lucia of Diana’s age would be 
considered no longer marriageable, 
“washed up” without any hope of 
love or husband.  For Lucia to find 
love now with Edgardo must be all 
the more precious. And to have that 
unexpected, belated love be 
uncompromisingly threatened by a 
brother who claims to be acting in 
her best interests has to have been 
wholly objectionable, more than an 
attack on her independence of 
choice, a threat to her very being.  
(Moreover, as one woman said to 
me, Charles Castronovo is so 
excellent as Edgardo we have no 
trouble empathizing with her loss.) 
So, (finally) here is what I think 
Mitchell’s Lucia is essentially about. 
The time is 1830 or thereabouts. 
Lucia, a noblewoman in her 40s 
has found a lover, Edgardo but the 
couple are from bitterly warring 
families. Although Lucia’s brother 
learns she loves his enemy, he sees 
an opportunity to save the family’s 
desperate political and financial 
fortunes by marrying her into 
another dynasty. So before 
Edgardo must leave on an essential 
trip, the couple declare their vows 
to each other and consummate 
their self- marriage on stage, which 



Page  of 144

I think is a first in opera productions. 
She keeps her married status secret 
from her brother, wisely fearing his 
reaction. She becomes pregnant 
and, unaware of her doubly changed 
status, her brother continues to 
pressure her to marry Arturo, 
including intercepting and falsifying 
the letters between the lovers.  
Finally, when she can no longer find 
a way to evade her brother’s plans 
to have her marry Arturo, and is 
rashly cursed for it by a suddenly 
returned Edgardo, she decides to kill 
her new husband and save herself 
(and her unborn child) by feigning 
madness. With her maid’s help she 
finally does kill Arturo in their 
bedroom, not a quick nor easy 
process, and has no problem acting 
crazily before the assembled 
wedding guests. And so, a mostly 
lucid Lucy can deliver the famed 
“Mad Scene” aria. 
Lucia’s plan appears to be working in 
that her on-stage audience is 
sympathetic to her when they learn 
she stabbed Arturo to death. 
However, the struggle to kill him 
would appear to be the cause of the 
apparent miscarriage that begins 
during her aria. With this loss, she 
choses to suicide and we see her 
lifeless body in the bathtub. 
The final act, which happens to be 
my favorite part of this opera, is 
essentially one long tenor aria in 
which Edgardo, like Lucia in the 
previous act, recalls, imagines and 
sings of their love, the obstacles that 
kept them apart, and their 
determination to be rejoined in 

eternity. Learning that she has 
preceded him in death he also takes 
his own life to join her.  
The opera’s I love most have some 
social relevance and at least a 
degree of psychological credibility. 
So, I have some comments about 
“madness.”   
The usual production of this opera 
assumes that Lucia is weak to begin 
with and her abuse combined to 
drive her crazy.  She has “flipped” 
and doesn’t know what she is doing 
when she kills Arturo and reappears 
among the wedding guests.   
At the time this opera was written, 
mad scenes were not uncommon in 
opera and theater.  Even physicians 
believed that a woman’s uterus 
could cause mental illness and there 
was even more widespread bias than 
now that women are mentally weak  
“Madness” in Lucia’s case meant 
weak minded, and not sane; it did 
not mean “angry.” I doubt many in 
those audiences -except some 
women, perhaps- thought that 
during her Mad Scene, where she is 
portrayed as hallucinating, took her 
to be sane but profoundly angry, 
enraged, …   
Could she have become insane?  
Okay.  But there is another 
possibility that Director Mitchell has 
chosen, I think: Lucia was angry 
enough to kill and did so. 
Consider that we now know that 
mental stress triggers physical 
reactions of the brain and body that 
can quickly alter a person’s cognitive 
functioning, reducing the capacity to 
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think and access past learnings, and 
inhibiting planning for future action.  
Thus, a great deal of demand on a 
person without a commensurate 
capacity for control over the 
situation will make one behave in 
ways that seem “crazy” to others.  
That is why I suggest that Mitchell’s 
version is based on the challenging 
alternative that Lucia is a strong 
woman, as sane as any of us (?). 
Her story is about how she becomes 
absolutely furious, mad as hell, and 
not willing to accept her situation 
without doing everything —and 
anything— she is able to do to 
change it.  Isn’t all that is done to 
deprive her of love and happiness 
now entirely clear to her and motive 
enough for murder?  Would Lucia be 
the first person to play out an act of 
craziness, a mad scene, to set the 
stage as a defense for murder?  
(Admittedly, few could sing it so 
magnificently.).   
Yes, premeditated murder. Notice 
that Lucia does not attempt to fend 
of Arturo’s wedding-night advances. 
Rather, she prepares for his arrival 
by positioning Alicia with a knife 
behind a curtain. When he enters, 
she actively lures her husband to 
bed where she binds his hands and 
blindfolds him as though she is 
taking the sexual lead. All of her 
efforts to kill Arturo exhibit 
thoughtful planning and careful 
organization; not exactly the 
hallmarks of someone who is 
supposedly living in la-la land. 
I claim that she is supremely pissed 
off, but not more “crazy” than other 
murderers, when she stabs Arturo. 

Now, Ms Mitchell had to provide for 
her to die or rewrite the last act for 
the tenor. What will kill Lucia?  The 
breaking of a weakened heart?  Hah! 
Hardly. Not this Lucia.   
I think it was the miscarriage caused 
by the activity during the murder. 
Lucia’s white clothing stays almost 
unstained since Alicia does most of 
the work, of course. But, Lucia takes 
part in the fight and later, when she 
begins to clutch her midriff, writhing 
in pain, the blood that begins to 
drench her from the hips down can 
only be her own. Losing Edgardo’s 
child as well as losing him and 
becoming the ward of her duplicitous 
brother becomes the final blow that 
drives her not to madness but to 
suicide. She has lost absolutely 
everything of value in her life which 
is now wholly beyond her control, 
and only can reclaim her will -in her 
view- by choosing to end her life.   
Steve’s excellent description of the 
action follows. He thinks mine should 
as well. But I do not have time to 
edit as I would. Worse, our schedule 
doesn’t let us to resolve this minor 
difference in our usual collaborative 
and friendly fashion. With apologies 
to him and you, I hand our figurative 
pen to Steve: 

Fanny Tacchinardi Persiani as Lucia  in the 1838 London premiere
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STEVE’S NOTES  
FOR KATIE MITCHELL’S 

 LUCIA DI LAMMERMOOR 

Steve:  As complement to what 
Gene named “Steve’s Notes” you 
should know that they have been 
written as partner to Gene’s 
insightful comments above.   
As he indicates, this production is 
like none you’ve ever seen before.  
The music is still Donizetti’s, the 
libretto is still Cammarano’s, and the 
plot line is essentially the same, 
though modified, and the lead 
singers comprise a hugely talented 
group.  The key — indeed, the 
essential — point is that we both 
believe that the changes 
incorporated into this new Covent 
Garden production will result in your 
experiencing an operatic high such 
as you have never felt before.  The 
differences include: 
• The ghost of a young woman 

who, according to legend, had 
been killed by her lover, a 
Ravenswood man, who then 
threw her body into the well. Ever  
since, says the legend, her ghost 
appears and haunts any young 
woman in love here.  We’ve 
shown one Met performance with 
this feature, which served to 
increase the strength and 
creepiness of the fable.  In 
addition, this time, you’ll see a 
second, older female ghost, which 
we infer is of Lucia’s recently 
deceased mother whose ashes are 
in the urn Lucia carries.  Both 
ghosts reappear in later scenes. 

• During Lucia’s ‘Mad Scene;’ her 
hallucination or imagining seeing 
her lover Edgardo before her is 
magnified by a life-like version of 
her lover, who proceeds to 
interact with her.  Obviously this 
serves to increase the creepiness 
of her madness.    

• In the absence of any Act 
designations on this recording, I 
have assigned numbers to 
correspond to the curtains.  So 
you’ll see six acts instead of four, 
as the opera is usually given. 

Gene’s comments provide a ‘Cliff 
Notes’ synopsis to acquaint you with 
the overall plot.  Set forth below is 
my take on the actions and 
motivations of the performers.  It’s 
our intention to further your 
understanding of a complex and not 
entirely true-to-life story, for our 
protagonists are truly a pair of star-
crossed lovers, a la ‘Romeo and 
Juliet’, whose romantic love story is 
doomed by many decades of their 
families’ feud. 
As to the stellar performance, I offer 
the following thoughts on the two 
great singers who play the lovers.   
• Our soprano, Diana Damrau  is a 

wonder.  Her voice is first-rate in 
all respects, not the least of which 
is her range, which goes several 
tones above high “C”.  And the 
tone quality is as good as it gets.  
But that’s only half her story. As 
you watch and listen, I urge that 
you strive to always keep an eye 
on her, even when she’s not 
singing.  Her ability to convey 
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subtle messages concerning her 
words exceed those of any other 
diva I have witnessed in my 
decades of opera-going.  

• The counterpart tenor role of 
Edgardo is sung by Charles 
Castronovo, who I feel is equaled 
only by opera’s current superstar 
in the tenor category: Jonas 
Kaufmann.  That’s both in terms of 
the timbre and scope of his voice 
and his overall demeanor,     

Finally, please note that, unlike Gene,  I 
use the terms ‘Stage Right’ and ‘Stage 
Left’ as they are used in stage directions 
for the actors.  Thus, they are mirror 
images of what you in the audience see. 

PLOT 
The set on stage is bifurcated 
horizontally, as Gene described.  That 
design served both to keep from 
extending the show’s already long 
duration and also as a device for 
showing two disparate actions taking 
place on stage at the same time. 

ACT ONE (per Donizetti) 
As the curtain rises, Stage Right is a 
poorly lit and somber cemetery 
dominated by a statue of an angelic 
young lady. Stage Left depicts sliding 
doors to a clothes closet in the 
estate’s castle.  Here we see the first 
of many scenes where the director 
calls for actions on stage that draw 
your attention first to one side and 
then the other. Then, as Gene 
advised, we see the initial 
appearance of a ghost in the form of 
a young woman in a white dress 
stained with blood.  She appears 

numerous times, but will never 
speak and is visible only to Lucia.  
But she will play a major role as we 
see her interacting with our heroine, 
Lucia Ashton (Diana Damrau).  
The ghost’s appearance lets us in the 
audience know at the outset that 
there is a decidedly spooky element 
to Lucia’s story.  The same goes for 
the second ghost. 
A series of mini-scenes help explain 
the situation, especially the running 
dispute between Lucia and her 
brother Enrico, who as head of the 
clan intends to cure its political and 
monetary problems by forcing her to 
enter into a marriage of convenience 
with a man from a wealthy clan.  His 
name is Arturo Bucklaw. 
When the curtain opens, the stage 
is temporarily empty of persons.  
Then we see a female dressed in 
black enter and remove a note and 
replace it with another note.  After 
she leaves, another person, a man 
this time, removes that note and he 
too substitutes another.  Their 
import will become clear later; for 
now, we presume this is the place 
we’d already heard mentioned by 
Gene as the place for Lucia’s not-
so-chaste daily meetings with her 
lover.   
We next see Lucia enter the 
cemetery, where she’ll wait to meet 
her lover Edgardo (Charles 
Castronovo).   He’s the last male 
survivor of the Ravenswood clan, 
which had been decimated by 
Enrico, who then had expropriated 
the estate, allowing Edgardo to live 
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in an old house in a corner of the 
estate.  Everyone considers the feud 
unresolvable.  Hence Enrico’s fury at 
learning the intruder’s identity. 
When Edgardo arrives he tells Lucia 
he must travel to France on state 
business for Scotland and wants first 
to meet with Enrico to ask for her 
hand in marriage and thereby unite 
the families.  She, however, 
dissuades him, deeming Enrico’s 
hatred too strong to allow for any 
reconciliation at  this time.  Now they 
exchange rings, which action they 
consider serves to consecrate their 
union.  After which, as Gene 
elegantly put it, the couple 
‘consummates’ their union, even as 
they sing their first great duet.  I 
think you’ll agree that this delicate 
scene is done tastefully. (They are 
British after all.) 

ACT TWO (per Donizetti) 
As Gene indicated, every new act 
begins with the split set on stage 
changed.  Now the cemetery is gone; 
it will reappear in the closing act. 
Stage Right is Lucia’s bedroom and 
Stage Left her adjoining bathroom, 
which includes a stand-alone 
bathtub that will play a role in the 
last act.  As the curtain opens, 
months have passed and today is 
the date set for Lucia’s wedding.   
Enrico and his henchman Normanno 
lament that she stubbornly continues 
to resist going thru with the wedding.  
Normanno reminds Enrico (and thus 
tells us as well) that they have been 
routinely  poisoning her love for 
Edgardo by intercepting their letters 

and substituting their own. 
Furthermore, as extra insurance to 
ensure their plot’s success, they had 
forged a letter where the hand-
writing emulates Edgardo’s which 
says that he is now in love with 
another woman and their 
engagement is off.  Enrico intends to 
spring that forgery on her to ensure 
she’ll go on with the wedding. 
Lucia enters and after an intermezzo 
in the bathroom to convey to Alisa 
that she is with child, she returns to 
her bed.  Enrico enters and he again 
berates her for her stubborn refusal 
to consider the clan’s future.  She 
responds that he has never stopped 
to consider her feelings, or her 
future.   He then plays his trump 
card: he hands her the forged letter.  
And it works.  She’s deeply 
distressed at this ‘evidence’ of 
Edgardo’s betrayal, and we can see 
the level of her distress.  
Previous staging of this opera 
always played her anguish as 
depression, while today’s writers 
have it strengthening her resolve to 
fight back. After further brother-
sister battles in which he almost 
strikes her and even flourishes a 
gun, Raimondo re-enters and seals 
the deal.  
He tells her that weeks ago, he had 
mailed a letter to Edgardo, and the 
absence of any reply is proof that he 
no longer cares for her.  Then, in his 
role as the clan’s cleric, he adds that 
the vows she and Edgardo had 
secretly made to each other are 
worthless since they had not been 
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blessed by “a man of God”.  He 
urges her to give in to Enrico’s 
demands and go through with the 
wedding for the family’s sake. 
Having exhausted her emotional 
reserves, she seemingly gives up 
the fight and Raimondo praises her 
for her noble sacrifice.  

ACT THREE (per Donizetti) 
Stage Right is her empty bedroom 
and Stage Left is a large paneled 
room in which the wedding 
ceremony will take place.  It’s 
furnished with a long cloth-covered 
table with three empty chairs facing 
the audience and we see the family 
and a crowd of well-wishers 
gathered around and behind it.  
In the bedroom we see Alisa 
remove the bridal gown and 
supporting harness from the closet 
and help Lucia get into her 
elaborate outfit.  On Stage Left we 
see the groom enter and greet 
Enrico and some of the guests, then 
take his seat at the table.  The be-
gowned Lucia now enters and takes 
her seat next to Arturo.  She 
ignores her brother’s effort to 
introduce her to her groom and 
instead sits next to him with a 
witheringly stern expression.  The 
wedding contract is now placed on 
the table before her and Enrico 
forcefully demands that she sign it 
then and there.  She reluctantly 
complies, then comments that she 
has just signed her own death 
warrant.  So we know that death is 
already very much on her mind. 
While that has been happening, 

Edgardo has crawled thru an open 
window in the bedroom.  He then 
enters the crowded reception hall 
and is met with anger and 
consternation by everyone there.   
Almost immediately we are treated 
to an ensemble piece that rocked 
the operatic world when “Lucia” 
premiered in 1835: it’s the famous 
sextet, comprising six singers 
simultaneously expressing their 
separate and often conflicting 
thoughts and emotions.  Lucia 
expresses her heart-break and 
wishes death had overtaken her; 
Edgardo vents his anger at this turn 
of events, and Enrico recognizes, if 
only momentarily, that he has 
betrayed his own sister.   
As this is being sung, the two female 
ghosts reappear and take their 
places: the older one (Lucia’s 
mother?) sits at one side of the table 
while the other lies down across the 
table in a way that emphasizes the 
blood on her gown.  They remain 
silent and invisible to those on stage, 
but we see them, and their message 
of foreboding is unmistakable. 
Edgardo now kisses Lucia and 
proclaims that their prior vows and 
exchange of rings meant that she is 
rightfully his wife.  Then, when 
shown the extant marriage contract 
bearing Lucia’s signature, Edgardo 
forces her to admit she had signed 
it.  Usually  it’s said reluctantly and 
meekly, and in a muted voice. Here, 
however, her “si” is said in a loud 
and defiant voice.  Gene and I find 
that believable, considering that 
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she had just been shown the forged 
letter. 
At this, Edgardo loses it.  In a total 
rage, he slaps her and removes the 
ring from his finger and forcibly 
removes hers. Now the guests react 
angrily.  For a time fighting is in the 
air, but Raimondo intercedes. Once 
peace is restored, the guests demand 
that Edgardo leave.  He duly exits, 
hurling curses at Lucia and her entire 
family while everyone else vents their 
rage at him.  

ACT FOUR (per Donizetti) 
Of all the revisions in this 
production, I found the task of 
describing the two simultaneous 
scenes comprising this act to be the 
most difficult to narrate. However, I 
fear that without the following 
explanation, the next half hour of 
action on stage may make no sense 
for some of you in the audience. 
The difficulty arises from the fact 
that while the wedding scene on 
Stage Left was in the original 1835 
opera, the murder scene on Stage 
Right was created especially for this 
production.  Some amount of cut 
and paste was therefore required 
by Covent Garden and I must do 
some jumping in this narrative.  
Even before this act’s curtain rises, 
you will be made aware by flashes 
of lightning that a storm is 
occurring outside. As written by 
Donizetti, after Edgardo exited the 
castle, he had returned to where he 
had lived alone, in a far corner of 
the estate. That’s where we find 
him now, and the orchestra opens 

with loud, brass-heavy music to 
create an aura that connotes the 
heated argument we will witness. 
Edgardo is seated alone and 
brooding.   Suddenly he is startled 
to hear the sound of hoofbeats 
approaching in spite of the storm 
outside.  Who can it be?  Of course 
it is Enrico. He has braved the 
elements to engage in a verbal 
battle with his sworn enemy. Their 
encounter is filled with shouted 
insults being hurled back and forth, 
at the end of which they’ve agreed 
to a hold a duel at dawn, and Enrico 
exits to return to the party in the 
castle.  (You’ll see him arrive in 
time to enter the “mad” scene in 
the next act.)   
Obviously neither has any idea of 
the chilling events that are now 
happening in the castle. We’ll only 
get to all that after Enrico leaves. 
Then we’ll go back a bit in time to 
watch the murder all the way 
through. But be reassured: from 
start to finish, what you’ll hear and 
read in the subscripts in this act 
were what Donizetti and his 
librettist composed. It’s only their 
concurrence and the newly inserted 
murder that are different. But since 
the music for the two disparate 
scenes must necessarily clash with 
the images you’ll then be watching, 
you may feel a disconnect at times.   
Even before this act’s curtain rises, you 
will have been made aware by flashes 
of lightning that a storm is occurring 
outside.  Initially your eyes will be 
drawn to Stage Right which you will 
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recognize as Lucia’s bedroom, where 
she now starts to disrobe Arturo. You 
would think that her actions are in 
preparation for their first marital 
encounter.  But you’d be wrong. For 
her inner thoughts are going in 
another direction entirely, as explained 
in Gene’s ‘Cliff Notes’. 
Returning to today’s action, after a 
brief but important delay, your 
attention will be diverted to Stage Left 
by Enrico’s entrance and angry 
confrontation with Edgardo.  From 
then on, you’ll hear only the men’s 
argument and its accompanying 
violent, brass-heavy music.  However, 
during that time, your eyes will be 
riveted to the frightful actions 
occurring Stage Right, as the two 
women commit a grisly murder and 
thus fulfill their previous mutual plan 
to murder Arturo.  And all that 
happens without your hearing a sound 
from the bedroom.  Simply put, your 
auditory senses will be overwhelmed 
by the visual activity in the bedroom. 

ACT FIVE (per Steve) 
Stage Right is again the bedroom.  
Stage Left is the same room as in the 
previous act, but the table is now a 
billiard table at which the men are 
playing for relaxation after the now 
wedded couple had retired to what 
everyone was sure was their wedding 
bed.  
As a measure of its significance, this 
act is devoted entirely to what the 
world calls the “Mad Scene”,  Now the 
matters of which Gene and I have 
spoken will make sense — I hope.  
And you will see answered the 

burning question that had troubled 
me thru six decades of watching this 
opera.  Gene has already expounded 
on it.  For while the images of Lucia’s 
losing all control of her mental and 
emotional faculties had always been 
present in previous performances, 
none had ever addressed these 
issues:   when, where and why did 
she die?. 
Here at last is where the rubber meets 
the road and that question is clarified — 
and in my and Gene’s shared opinion, 
greatly improved upon — by the 
scenario created in today’s show.     
The new action begins shortly after 
the  wedding ceremony is over.  
After a brief flashback to allow the 
orchestra to play the joyful dance 
music Donizetti had written to 
signal the start of the act and the 
beginning of the evening’s 
festivities, we see Lucia greeting 
Raimondo when he entered the 
bedroom to find the groom dead in 
a pool of blood.   
Staff clean up the mess and remove 
the body; Lucia eerily greets 
Normanno with a big smile and 
hands him the bloody knife.  The 
action moves to the large hall   
containing the guests.  Raimondo 
appears and announces to everyone 
that he has just witnessed a horrific 
sight. Then Lucia appears looking 
awful and acting like someone who 
has lost contact with reality. 
That unnatural aura is further 
magnified by Donizetti’s use of an 
instrument known as a ‘glass 
harmonica’.  Even if you have never 
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heard it before, once you hear it, 
you’ll know immediately that it was 
exactly the right choice.  
Most of us have heard Lucia sing her 
‘Mad scene’ with a flute for her 
accompaniment.  That’s because a 
glass harmonica is not commonly 
available.  It is a highly specialized 
instrument which requires the 
services of a professional musician 
who has played it for years. (NOTE: If 
you wish, you can find examples free 
on the internet on ‘You Tube’.) 
Most productions have Lucia in a 
white blood-stained nightgown.  But 
you will notice that after murdering 
Arturo, Lucia’s gown is still all white.  
It is only after the murder that she 
starts to be bent double by what 
must be cramps and we see her with 
a great deal more blood on her 
clothing.  The cramping starts before 
she begins the mad scene, seems to 
abate during it, and picks up in 
frequency afterwards. 
As soon as Lucia begins singing, we 
witness the appearance on stage of 
the three unnatural beings.   They 
come singly, the female ghosts first, 
and then the hallucinatory 
appearance of Edgardo.  None of 
them speaks, and I won’t try to 
explain them, but their interactions 
with Lucia are clearly important to 
her emotions and actions.  
The “Mad Scene” lasts for more than 
twenty riveting minutes, and justifies 
the universal opinion that it is the 
highlight of the opera.  Certainly I 
think it is.  And, I must say that I have 
seen and heard many great sopranos 

sing this role, yet Ms. Damrau’s 
performance in this production is by 
far the greatest of them.  Certainly the 
new story plays a part, but even more 
than that is present here. It is a truly 
unforgettable experience and I think 
those who purchase the DVD or Blu-
ray (BD) will feel the same. It’s readily 
available from Amazon. [Search item 
ASIN: B074BNB12T] 

ACT SIX (per Steve) 
Stage right sees the cemetery]s 
return, while Stage Left has Lucia’s 
bathroom, complete with the 
bathtub.  The time is not long after 
the  “Mad Scene”. 
In composing his masterpiece in 
1835, Donizetti wrote two scenes to 
present the closing scenes of his 
masterpiece.  Here they have been 
strung together as one scene, but 
our sequencing is true to his 
composition and the libretto has 
been faithfully followed.  
As in the 1835 version, the action 
begins when it’s almost dawn, the 
time set for the duel.  Bereft and 
hopeless, Edgardo has come here 
to await what he wants and expects 
to occur: his death and burial in his 
family’s burial grounds. Unaware 
that Lucia’s brother had tricked her 
into believing that he had been 
unfaithful, Edgardo believes she 
was the betrayer.  Hence, feeling 
that his whole world has collapsed 
around him, he has come here to 
be among his ancestors’ graves and 
tell them that, as the last of the 
Ravenswood bloodline, he will soon 
be joining them.    
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With no knowledge of the events 
that had transpired in the interim, 
he looks across the grounds and 
sees the castle still ablaze with 
light.  He assumes the celebration 
is still ongoing, which serves to add 
to his misery, and he sings of his 
readiness to end it all.   
As he sings, he encounters a 
procession of mournful men, all 
dressed in black, mourning the 
imminent death of Lucia.  When 
church bells toll dolefully to 
announce that someone had died, 
he starts to rush toward the castle, 
but is told by Raimondo, that it’s 
too late: Lucia’s life has already 
expired.  Of course, the way that 
happened here is different from 
what you’ve seen in Lucia before, 
because we have witnessed Lucia in 
the water-filled bathtub. Thus, even 
though her character’s suicide is an 
integral part of the rewrite, that 
scene adds another dose of pathos 
to the heart-breaking story.  
Edgardo now sings the second part 
of his scena. In an emotion-wringing 
soliloquy, he speaks directly to Lucia, 
lamenting that even though they had 
been denied the right to be together 
on earth, he will now join her in 
heaven. Then, before anyone can 
stop him, he fatally stabs himself, 
and in true opera tradition, spends 
several minutes to sing a glorious 
reprise before dying.   
With his death, the opera finally 
ends.  Now the audience can at least 
try to recover from their shaken 

emotions as they applaud the 
players’ final curtain calls.  
Of course, you’ll smile and applaud at 
every player’s bow, but you may 
react even more at the diva’s curtain 
call.  For it will be a still half-wet 
Diana Damrau who appears, clad in a 
wet bathrobe whose drawstrings she 
pretends to still be struggling with.  
And if you aren’t crying along with 
the rest of the audience while 
applauding the cast’s curtain calls, 
perhaps you haven’t been paying 
attention. 
A final word: Gene and I have no 
doubt you will all exit the theater 
with your minds awhirl and 
ruminating over one or another 
aspect of the complex symphony of 
emotions evoked by the drama you 
will have just experienced.  You 
couldn’t not.  We both encourage 
you to share some of them with us, 
for the opportunities are endless, 
and we’re ready and even eager to 
hear your thoughts.  

Recorded at Royal Opera Theater

DVD & BD released 2017 by Warner 

Classics • MPAA not rated • BD ASIN: 
B074BNB12T
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OPERA NOTES FOR : 
Friday, 1:00 PM, Encore Theater 

Riderwood Opera Theater  
presents both recorded and live performances 
of and about opera.  Live concerts are Purple 
Lady Productions; recordings are shown as 
Encore Opera.  
Residents are invited to join and work with 
Opera Theater’s members: Mike Beard, Paula 
Cook, Joe Davidson, Judith Dighe, Trudy 
Downs, Betty Dunkins, Sallie Holder, David 
Knutson, Sally Koenig, Joan Kugler, Gene 
Martin, Sally Porter, Steve Schwartz, Leah 
Solat, Mary Ann Stroker, Millie Trimble, and Ken 
Welliver. Our new members’ names will soon 
be added to this list; really, they will. 
Encore Opera Notes is published every 
week,  for the opera community at 
Riderwood and distributed without charge 
by Leah Solat, Mary Ann Stroker, and 
Judith Dighe to the cubbies of residents 
without email. It is edited and printed by 
Gene Martin
For a free subscription send your 
name and (cubby) address to Leah 
Solat, PV 409 or email:   

genemartin36@gmail .com  


