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Vilkommen

Antligen ar det aterigen dags att spela sommar-
opera pa Drottningholms Slottsteater.

Med stor gladje valkomnar vi dirigenten
Francesco Corti till sin forsta produktion som
Musikchef.

Nir Kung Carl XVI Gustaf'i ar firar 50 ar pa
tronen vill vi bjuda pa nagot sarskilt. Valer har fallit
pa The Fairy Queen.1 verket ifran slutet av 1600~
talet moéter vi dramatikern William Shakespeares
(texten bygger pa En midsommarnattsdrom) och
tonsartaren Henry Purcells svindlande varldar.

Vi moter bl.a. dlvor och kirlekspar i komedi, magi,
och sorg pa en plats som skulle kunna vara den
vackra Slottsparken pa Drottningholm. Verket
bendamns som en s.k. semiopera, da det dven
innchaller ralade particer.

Ett stort tack till vara generdsa donatorer som
gjort produktionen mojlig.

Bista publik, varmt vilkommen in i sommar-
natten tillsammans med oss!

Anna Karinsdotter
Teaterchef

Finally, the summer opera season in Drottningholms
Slottteater has begun.

1t is with great pleasure that we welcome conductor
Francesco Corti to his first production as Musical
Director.

This year marks the 50th anniversary of King Carl
XVI Gustaf’s reign. We wanted to offér something
special and have chosen The Fairy Queen. We encounter
the dizzying worlds of playwright William Shakespeare
(the text is based on A Midsummer Night's Dream)
and composer Henry Purcell in this late 17th-century
work. In a place that could be the beautiful park of
Drottningholm Palace, we meet fairies and lovers in
comedy, magic and sorrow. The work is described as a
semi-opera as it includes spoken parts.

Many thanks to our generous donors who have
made this production possible.

Dear audience, we welcome you to join us on this
summer's night!

Anna Karinsdotter
Artistic and Managing director
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Handlingen / Synopsts

Alvkungen Oberon och ilvdrottningen Titania
strider om ett kiart barn. Deras osimja delar
alvornas rike och deras tjanare Puck hamnar
mitt emellan. Hela vérlden ar i kaos.

Thescus, hertigen av Aten, har beslutat att hans
dotter Hermia ska gifta sig med Demetrius och att
brolloper ska sta redan nésta dag Men Hermia
alskar Lysander och de bestimmer sig for att fly.
Hermias bista vin, Helena, dlskar Demetrius, men
han avvisar henne da han vill gifta sig med Hermia
och fa hertigdomet. For att vinna Demetrius
gillande avslojar Helena att Hermia och Tysander
plancrar att rymma. Demetrius och Helena foljer
dem ut i skogen.

Poeten Bottom forbereder ett skadespel att
framfora vid brollopet och har samlat lokala for-
migor att uppfora verket. Hertigen hanar hans pjas
infor alla. Bottom tar till flaskan och driver ut i

skogen dar han blir atrackerad och retad av dlvriket.

Oberon vill straffa Titania for att hon inte vill ge
honom barnet och triffar Puck for att forbereda en
hiamnd. Med hjalp av magiska droppar fran en liten
blomma, som en gang traffats av Amors pil, ska
Titania bli forédlskad i forsta basta varelse hon ser
nér hon vaknar.

De dlskande paren jagar varandra genom skogen
och natten. Oberon ser Helena och grips av hennes
olycka. Han ger Puck till uppgift att hitta Demetrius
och ge dven honom ett par magiska droppar.

Titania drar sig tillbaka till sin plats i skogen och
lagger sig att sova med barnet. Oberon smyger in,
droppar blomsaften pa hennes 6gon och tar barnet.

Puck letar i skogen och hittar till slut Lysander,
misstar honom for Demetrius och ger honom de
magiska dropparna. Nar Lysander vaknar ar Helena
det forsta han ser och han forilskar sig omedelbart
i henne.

Manen vandrar vidare pa himlen. Natten driver
méinniskor och andar genom drommar, begér och
forvandlingar.

Bottom och hans ging samlas i narheten av
Tiranias plats for att repetera pjdasen om det
olyckliga kirleksparet Pyramus och Thisbe. Med
Oberons magi och Pucks hjilp forvandlas Bottom
till en dsna och nar Titania vaknar dr han det forsta
hon ser. Oberon samlar alla for att beskada och

hana Titanias kirlekshistoria med asnan.
PAUS

Karleksforvirringen fortsatrer. Hantverkarna for-
soker repetera pjasen men misslyckas utan Bottom.
Det verkar bli brollop mellan Titania och Bottom.
Obcrons haimndbegar har inte stillats. Han firar sin
fodelsedag och forvandlar alla till dockor.

Puck blir upplixad for att ha gett de magiska
dropparna till fel person och Oberon ger order om
att alle ska stéllas till racta. Puck samlar de dlskande
paren, ger droppar till Lysander och férundras éver
kérlekens vasen och lidande.

Dagen gryr och Oberon vicker Titania ut for-
trollningen. Bestort inser hon vem hon élskat och
att allt var Oberons dad. Natten och drommarna
forsvinner. Alla vaknar upp och kommer till nya insikeer.



De dlskande paren atervander hem for dubbel-
brollop. Hertigen staller till med fest och Bottom
med vinner uppfor pjisen om Pyramus och
Thisbe. Oberon vill forsonas med Titania och ger
henne barnet. Alla firar kirleken och att virlden
ater ar i balans.

The Fairy King and Queen, Oberon and Titania, fight
over a precious child. Puck, the servant, is caught in
between. The world is in turmotl because of their
argument. The fairy kingdom ts split.

Theseus, The Duke of Athens, is determined that
his daughter Hermia marry Demetrius at a wedding
the next day. But Hermia loves Lysander and they
decide to run away. Hermia’ best friend, Helena, loves
Demetrius, but he rejects her as he wants to marry
Hermia in order to get the dukedom. To win Deme-
trius’ favour, Helena reveals that Hermia is running
away with Lysander. Helena and Demetrius follow
them into the forest.

Bottom the poet is preparing a play to perform at
the wedding and has gathered local handy men to
take part in the play. Mocked by the Duke and the
whole town, Bottom gets drunk and wanders in to the
forest where he is attacked by the fairy kingdom who
makes fun of him.

Oberon, in order to punish Titania for not giving
him the child, meets up with Puck to prepare revenge.
With the help of magic drops from a small flower
dropped in the eyes of Titania, she will fall in love
with the first creature she sees.

The Lovers continue to chase and fight each other
in the forest. Oberon sees Helena and is gripped by her
misfortune. He asks Puck to find Demetrius and give
him a couple of magic drops as well.

Titania with the child out in the forest, falls asleep.
Oberon puts the magic drops in Titania’ eyes and
takes the child.

Puck searches the forest and finds Lysander.

Mistaking him for Demetrius, she gives him the
magic drops. When Lysander wakes up, he sees Helena
and immediately falls in love with her.

The night takes men and spirits through dreams,
desires and transformations. Bottom and his gang
gather near Titania's place to rehearse the play about
the ill-fated lovers Pyramus and Thisbe.

With Oberon's magic and Puck's help, Bottom turns
into an ass and when Titania wakes up, he is the first
thing she sees. Oberon gathers everyone to view and
mock Titania’s love affair with the ass.

INTERVAL

The love confision continues. The mechanicals try

to rehearse the play but fail without Bottom. There
seems to be a wedding between Titania and Bottom.
Oberon's desire for revenge has not been satisfied. He
celebrates his birthday and turns everyone into puppets.

Puck is chastised for giving the magic drops to the
wrong person and Oberon orders everything to be put
right. Puck gathers the lovers together, gives the drops
to Lysander and marvels at the nature and suffering
of love.

As day breaks, Oberon awakens Titania from her
enchantement. Shocked, she realises whom she has
loved and that it was all Oberon's doing. The night
and the dreams vanish. Everyone wakes up and reflects
on their new understanding of themselves.

The lovers return home for a double wedding. The
Duke throws a party and Bottom and his friends per-

Sform the play. Oberon wants to reconcile with Titania

and gives her the child. Everyone celebrates love and
the return of balance to the world.












The Fairy Queen

Om man skulle friga en bildad engelsman mot
slutet av 1600-talet vad en opera ér for nagot, skulle
han férmodligen svara att det dr en talpjas med in-
lagd musik, sing och dans mot slutet av varje akt.
Det var namligen sa den musikdramatiska konsten
sag ut i London vid denna tid. Visserligen hade det
forekommit genomkomponerade operor — John
Blows Jenus and Adonis (1683) och Henry Purcells
Dido and Aencas (1688) — men deras speltid var
under timmen sa de var varken sarskilt omfattande
cller kravande rent sangligt. Desto vanligare blev
nagot som kallades "dramatick opera’,en rejalt
tilltagen talpjéis som mot slutet av varje ake fylldes
med arior, danser, koravsnitt, orkestermellanspel
och inte minst scentekniska upptag i form av
Oppna scenbyten dar hipnadsvickande effekrer
kunde skadas. Med tanke pa att akterna vanligen
var fem, siger det sig sjalvt att de musikaliska
inslagen kunde ta ganska stor andel i ansprak.
Efter att puritanerna drivits fran makeen i England
kunde det nastan tjugo ar langa teaterforbudet
hévas 1660. Den scenkonst som da infordes var i
hog grad influerad av den franska, till skillnad mot
den Shakespearska teatern innan. Tittskapsscener
infordes med mojlighet till tekniske avancerade
scenbyten infor Gppen rida. I Paris fanns en lokal
som hette "Salle des machines” en teater dar man
enbart kunde ga och titta pa 6ppna scenbyten och
scenbilder i form av fontaner, himmelsbilder cller
cldsprutande vulkaner. Nagot liknande ville man in-
fora i London. Thomas Betterton var mannen som
oppnade teatern Duke’s Theatre i Dorset Garden
1671. Han hade pa kunglig order varit pa flera

studieresor i Paris och inforde nu dessa franska
ideal i London. Dorset Garden-teatern var rejalt
tilltagen, bade vad gallde scenutrymme och publik-
platser. Dir fanns ocksa ordentligt med utrymme
for balett, dven det ndgot som fransménnen var
omattligt fortjusta i och som nu inférdes overallt.
Pa Duke’s Theatre hade Purcells “dramatick
opera” King Arthur, med omfattande talad text av
John Dryden, uruppforts 1691. Aret diirpa blev det
dags for annu ett verk i samma genre, och nu hade
Thomas Betterton bestamt sig for en av Shake-
speares komedier, £n midsommarnattsdrom som
hade uruppforts i en adlig tridgard till ett brollop
1596. Shakespeare stod vid den har tidpunkten
inte sd hogt i kurs som man skulle kunna tro, och
en besokare i Dorset Garden utsag dramat till “den
fanigaste och mest intetsigande pjds jag nagonsin
sett”. Men visst var det ett genidrag att vilja En mid-
sommarnattsdrom som underlag, da dramat liksom
skriker efter musik allt som oftast. Vid fyra av de
fem tillfillena da de musikaliska divertissementen
satter igang vid akrsluten, ndmner Shakespeare
musik i sin dramatext. Oftast dr det Titania som
begir art fa bli underhallen av musik cller dans.
Sannolikt var det Betterton sjilv som hade gjort
bearbetningen av Shakespeares text. Det har sagts
att det méaste ha blivit en véldigr lang kvall pa Dorset
Garden, uppit sju timmar om man skulle ha behallit
dramat i sin helhet plus Purcells musik pa ungefar
tvd timmar. Men med tanke pé ate Betterton strok
ner och bearbetade texten ar nog fyra timmar en
rimligare gissning. Vem som har gjort sangtexterna
till Purcells musik ligger dock fortfarande holjt i



dunkel. Den storsta forindringen gentemot originalet
ar att Betterton har tagit bort Theseus blivande
maka Hippolyta. Den psykoanalytiska tolkningen av
verket som ibland gors,att Theseus och Hippolyta
har varit Oberon och Titania i en dromvérld innan
de atervander till sitt brollop i slutet, bortfaller dar-
med. Det dr heller inte Theseus och Hippolytas
brollop som firas i finalen, utan de tva kirleks-
parens. Hantverkarnas spel om Pyramus och
Thisbe far man inte sc spelas infor brollopsparen,
utan istéllet repeteras det i sin helher tidigare i
dramat. Vid sjalva brollopet ar det ju sa fullc upp

av andra divertissement, dans och sang.

For ovrigt har Betterton tagit med mycket stora
delar av Shakespeares originaltext, ibland litt be-
arberad for are den ska kunna stimma gentemort
de inlagda divertissimenten. Dessa har sina roteer
lange tillbaka i den brittiska hovunderhéllningen,
stycken som kallades court masques och som inne-
holl sang, balett, rena musikstycken och blindande
kostymer. De gavs alltsa slutet vid hoven men hade
nu fare flytea ut och integreras med storre pjaser
som spelades som offentlig underhéllning. Det
forsta divertissimentet efter ake 1 lar ha tillkommit
vid en repris av The Fairy Queen aret dirpa, 1693.
Dect innchaller bland annat den burleska scenen
med den druckne poeten som retas av tva dlvor. 1
ovrigt dr inlagorna val integrerade med handlingen
och bildar ofta en slutpunke cller en 6vergang till
nagot annat. Andra aktens inlaga foretar den
mystiska somn som Titania och kirleksparen
sanks i genom att rollfigurerna "Night”, "Mystery”,
”Secrecy” och "Sleep” sjunger varsin aria till en
alltmer suggestiv nattstimning.

Tredje akeens slut innchaller olika aspekter av
karleken, bland annat med den narmast groteska
scenen mellan Coridon och Mopsa, didr Mopsa
bjuder pa litet crossdressing eftersom rollen ska
sjungas av en tenor. I fjarde aktens divertissement
borjar det lyckliga sluter anas,och man firar bland

annat genom att lata de fyra arstiderna var-sommar-
hostvinter sjunga varsin aria. Sa den mest prake
fulla inlagan av dem alla,den sista som ges i sam-
band med sjilva brollopet. Dar kallas dktenskapets
gud Hymen till att viga paren, och ett globalt per-
spektiv, som att hela varlden forsonas och gladjer
sig, infors. Flera virtuosa arior, ibland med obligat
trumpet, sjungs av "Chinese Woman”och "Chinese
Man”. Det ar ocksa ctt utslag av den tidens fascina-
tion for exotism och fraimmande kulturer. Givetvis
matchades allt detta av ett extraordindrt scen-
maskineri: nar den kinesiske mannen sjong sin aria
skulle hela scenen forvandlas till en kinesisk trad-
gard med trid, plantor, faglar och frukter, fantas-
tiskt ljussatt. Detta som ett av manga exempel pa
vad publiken fick uppleva pd Dorset Garden. Kost-
naderna for dekor och kostym var satt till hiipnads-
vickande 3000 pund och antalet medverkande
maste ha varit minst 56 stycken,varav 24 dansare.
Som ndmnts repriserades The Fairy Queen
1693 och da satt passande nog kung William och
drottning Mary i publiken for att fira sin femtonde
brollopsdag. Givetvis fick de ta del av sista akeens
hyllningar som annars hade riktats mot brollops-
paren pa scenen. Men ganska snart foll verker i
glomska, liksom mycken annan musik av Purcell.
Partituret forkom och hittades igen forst i borjan
péa 1900-talet. Forst framdrt 1970-talet borjade The
Fairy Queen spelas igen mer regelbundet, bland
annat genom insatser av Benjamin Britten. Annan
skadespelsmusik till £n midsommarnattsdrom hade
som bekant skrivits av Felix Mendelssohn 1842,
men det var forst med Brittens version 1960 till
libretto av Peter Pears som denna sa édlskade
komedi il sist blev en genomkomponerad opera.

Goran Gademan
Dramaturg pa Goteborgsoperan






If one were to ask an educated Englishman toward the
end of the seventeenth century what an opera was, he
would likely have answered that it was a spoken-word
play with elements of music, song and dance added to-
ward the end of each act. This is what music-dramatic
performance art looked like in London at the time.
There had, of course, already been through-composed
operas — John Blows Venus and Adonis (1683) and
Henry Purcells Dido and Aeneas (1688) — but their
running times were under an hour, so they were neither
particularly extensive nor demanding in terms of the
singing. More common was something called dramatick
opera; an enhanced play in which the latter part of
each act was filled with arias, dances, choral sections
and orchestral interludes, as well as scenographic
virtuosity in the form of open changes of scenery in
which astonishing effects could be witnessed. Conside-
ring that there would normally be five acts, it seems
clear that musical elements could lay claim to a consi-
derable portion of the proceedings.

After the Puritans had been forced out of power in
England, the theatrical ban of almost twenty years
was reversed in 1660. The staged works that were sub-
sequently implemented were to a large degree influen-
ced by what was happening in France, as opposed to
earlier Shakespearean theatre. A modern proscenium
stage was developed that offéred the possibility of tech-
nically advanced open-curtain changes of scenery. In
Paris, there was a theatre called ‘Salle des machines’in
which audiences came to see exactly such open changes
of scenery and scenography in the form of fountains,
expansive skies or even volcanoes spouting fire. The
goal was thus to implement something similar in
London. Thomas Betterton was the man who opened
Dukes Theatre at Dorset Garden in 1671. By roval
command, he had undertaken several research trips to
Paris and now implemented similar French ideals in
London. The Dorset Garden Theatre was remarkably

expansive, both in terms of stage area and audience

space. It also offéred considerable space for ballet,
something that the French were also immeasurably

fond of leading to its subsequent implementation in

many other countries.

Dukel Theatre saw the first performance of Purcell’
dramatick opera’King Arthur in 1691, with a prima-
rily spoken text by John Dryden. The following year,
there was yet another work of the same genre, and it
was Thomas Betterton’ decision to explore one of’
Shakespeares comedies, A Midsummer Night's Dream,
which had first been performed at an aristocratic gar-
den for a wedding in 1596. At that time, Shakespeare
had not yet achieved quite the renown one might
expect, and one visitor to Dorset Garden considered
the drama ‘the most insipid ridiculous play that ever
1 saw in my [ife. Nevertheless, it was clearly a stroke
of 'genius to base the proceedings on A Midsummer
Night’s Dream as the drama all but cries out for
music. At four of the five moments when musical diver-
tissements take over at the end of the acts, Shakespeare
explicitly mentions music in his text, usually with
Titania requesting to be entertained by music or dance.

It was likely Betterton himself that carried out the
adaptation of Shakespeare’ text. It has been noted
that it must have been a very long evening at Dorset

Garden: upward of seven hours, if the drama was per-

formed in its entirety, with the addition of around two

hours of Purcells music. However, considering that
Betterton abridged and edited the text, four hours is a
more realistic estimate. Whoever produced the song
texts for Purcells music, however, remains shrouded in
mystery. The most significant change compared to the
original was that Betterton removed Theseus wife-to-
be Hippolyta. The psychoanalytical interpretation
that is often connected to the play that posits that
Theseus and Hippolyta are also Oberon and Titania
in the dream-world before returning to their wedding
at the end thus falls apart. Neither is it the wedding of
Theseus and Hippolyta that is celebrated at the end,
but rather that of the two young couples. The crafts-



mens play about Pyramus and Thisbe is not performed
Jor the wedding couples but is seen being rehearsed in
its entirety earlier in the play. The wedding itselfis full
of other divertissements, dances and songs.

Otherwise, Betterton used extensive parts of Shakes-
peares original text, at times somewhat edited to fit
with the added divertissements. These stem from far
back in the history of British court entertainment:
works called court masques that contained songs,
ballet, instrumental music and dazzling costumes.
These works, first produced at the court, could now
reach wider audiences through integration with larger
plays performed as entertainment for the general public.
The divertissement after the first act was likely to have
appeared during a repeat of The Fairy Queen the
Jfollowing vear, 1693. It includes burlesque scenes with
the drunken poet being mocked by two elves. Other-
wise, the additions are well integrated with the plot
and ofien create an ending or a transition to the follo-
wing scene. The additions in the second act tackle the
mysterious sleep that Titania and the young couples
fall into with the characters of ‘Night, Mystery,
Secrecy’ and ‘Sleep’ ecach singing an aria with an
increasingly suggestive atmosphere of the night.

The end of the third act contains different aspects of

love, including a somewhat grotesque scene between
Coridon and Mopsa, in which Mopsa engages in a
little cross-dressing, since the role is to be sung by a
tenor. The divertissement of the fourth act begins to
hint at the happy ending, and celebrations are helped
along with the four seasons — Spring, Sunmmer, Autumn
and Winter — each singing an aria. Finally, the most
sumptuous of all the additions arrives, performed
around the wedding itself Here Hymen, the god of
marriage, is called upon to marry the couples, and a
global perspective is introduced establishing a sense of
harmony and joy in the entire world. Several virtuosic
arias, some with trumpet obbligatos, are performed by
‘Chinese Woman’ and ‘Chinese Man! This also illustrates
the fascination of that age with exoticism and foreign

cultures. Naturally, this was all matched with extra-
ordinary stage machinery; when the Chinese Man sang
his aria, the entire stage transformed into a Chinese
garden, with trees, plants, birds and fruits, all with ex-
quisite lighting. This represents but a few of the many
examples of what audiences might experience at Dorset
Garden. Costs for decor and costumes reached a breath-
taking 3,000 pounds, and the number of people invol-
ved must have been at least 56, including 24 dancers.
As mentioned above, The Fairy Queen was again
performed in 1693, and at that time, appropriately
enough, King William and Queen Mary sat in the
audience to celebrate therr fifieenth wedding anniversary:
Naturally, they were able to enjoy the tributes in the
final act, which otherwise were directed toward the
wedding couples on stage. However, it was not long
before the work fell into obscurity; as did much of
Purcells music. The score was lost and was not redis-
covered until the beginning of the twentieth century.
Moreover, it was not until the 1970s that The Fairy
Queen began to be performed more regularly again,
not least through the initiative of Benjamin Britten.
Other significant incidental music for A Midsummer
Night’s Dream had been composed by Felix Mendels-
sohn in 1842, but it was not until Britten’ version
from 1960 with a libretto by Peter Pears that this
much-loved comedy finally became a fudlly fledged opera.

Goran Gademan
Dramaturge at The Goteborg Opera
Translation: Ian Peaston






Kring /Around The Fairy Queen

Francesco Corti
Musikchef och dirigent

Varfor Purcell?

— Nar jag forsta gangen satte mig ner med
Anna Karinsdotter for att diskutera vilka verk vi vill
presentera pa Drottningholm tog det mig bara tva
minuter att bestaimma mig for vad den forsta titeln
skulle bli: The Fairy Queen!

Henry Purcell dr utan tvekan 1600-talets storste
brittiske tonsittare och en av barockens storsta
mastare. Trots sitt korta liv lamnade han efter sig
en stor produktion av otroligt hog kvalitet, som om-
formade och definierade den engelska musiken.
Hans musik ar en enastaende blandning av struk-
turell komplexitet och naturligt flode. Eftersom han
sjalv var sangare hade han en sdrskild talang for att
tonsatta texter med en enkel, men extremt uttrycks-
full, kéinsla for melodi. Hans musik ar pa samma
gang intressant, charmig och rorande.

The Fairy Queen ir ett av hans mogna verk, och
hans genialitet lyser igenom i varje nummer. Den
allméinna handlingen i dramat himtades fran
Shakespeares En midsommarnattsdrom (dven om
Purcell inte anvinde originaltexten utan en be-
arbetning av Thomas Betterton). Pa scenen ater-
forenas alltsa tva av de storsta engelska kreatorerna
i historien!

Vilken version?

— Purcell/Bettertons verk dr en semi-opera, dar
den ralade handlingen och de sjungna delarna ér
dramarturgiskr atskilda, som i tva parallella pjaser.
For var forestallning har vi beslutat att kombinera
de tva pjaserna till en. Vi har utarbetat en ny version
av de talade texterna, dar vi gar tillbaka till Shake-

speare sa mycker som majligr, och vi har bestamt
att vara sangare ocksd ska ra de talade rollerna. Till-
vagagangssattet skiljer sig ganska mycket fran vad
Purcell gjorde, men det gor att vi kan ha en unik
intrig att folja och att vi kan forkorta stycket utan
att gora stora nedskarningar i det musikaliska
partituret. Jag tror att detta kommer att vara mer
tilltalande och latt ace folja for en modern publik,
som kommer att njuta av bade Shakespeares pjas
och Purcells magnifika musik.

Mustken?

— Partituret till Fairy Queen ér ett unike parlband
av musik. Genomgaende haller Purcell hogsta niva
av kreativitet och forfining, och han blandar master-
ligt manga genrer och stilar. Han ror sig fran folk-
danser och enkla sanger till stora virtuosa arior och
hirliga korer. Orkestern och koren ér lika viktiga
karakedrer i partituret som solisterna, och alla har
magnifika delar att framfora.

Vi bestamde oss for att framfora verket i en lag
tonhojd, det si kallade franska ronliger (A = 392
Hz),och med en orkester som liknar den som Lully
skulle ha haft i Frankrike vid samma tid. Detta ar
formodligen vad Purcell skulle ha anvint, och det
ger orkestern ctt sdrskilt varme ljud. Det dr ocksa
darfor vi later hoga tenorer sjunga de hoga mans-
rollerna istéllet for countertenorer.

Vad kommer publiken fd uppleva?

— Publiken kommer att fa uppleva Shakespeares
pjas och Purcells semi-opera i kombination. Det
finns gott om magi, humor, rorande och sensuclla
stycken, charmiga arior och storslagna ensemble-
nummer. Det kommer att bli en riktig saga!



Josette Bushell-Mingo

regissor

Jad gor The Fairy Queen intressant for dig som regissor?
— For mig ar The Fairy Queen intressant av den allra

dldsta anledningen — det handlar tidlos lingtan efter

karlek, fanig kirlek till drommar, himnd och magi.

Vilka teman lyfier du fram?

— Jag hoppas kunna visa pa skiftningar i kirlekens
skonhet och komik och pa temar svartsjuka fun-
dera over hur langt kan man ga, som Titanias
smértsamma upptackt av hur Oberon har svikit
henne. Dir lyfter jag fram det 6gonblick som ofta
gar forlorat i pjasen.

Hur forhdller du dig till exotismen i originalet?

— Motet mellan Shakespeare-texten och Purcells ver-
sion dr ndstan sjilvklart — vilket gor det spannande.
Men det var tydligt atr idéerna om exotism som
fanns i Purcells vérld nér The Fairy Queen skrevs
maste omvandlas for att passa i dag. Verket forlorar
inte nagot av sin skiarpa och vision. Framriden vilar
i den varld som vi en gang forstorde och fordérvade.

Det kommer att vara var framreid.

Anna Kjellsdotter
kostymdesigner och kostymchef pa
Drottningholms Slottsteater

Hur borjar din skaparprocess?

— Forst maste jag lyssna till musiken och forsoka
tdnka mig in i historien. Vi bestimde tidigt att vi
skulle skapa historisk kostym fran sent 1600-tal,
Purcells tid, men med ett franskt formsprak och
viss Iekfullhet. T den sena barocken finns ett snitt
pa klinningarna som kallas Mantua som jag tycker
mycket om och jag har ocksa, med en blinkning
till Shakespeare, plockat in rendssansen, vilket syns
i bl a Titanias kostym.

Vad dr speciellt med scenen pa Drottningholms Slottsteater?

— Pa den hir scenen maste jag tinka pa ljuset.
Det ar en mork scen och inte alla firger passar hir,
har jag lart mig genom éren. T The Fairy Queen var
det tidigt givert att jag skulle kli Oberon och Titania
i vildigt mycket guld och silver. Ovriga roller ger jag
sen olika firgscheman som jag arbetar med. Alvorna
har ljusa kostymer med metallskimmer, skadespelar-
truppen har enklare kostymer i beige och brunt.
En del av deras kostymer ér framplockade ur
kostymforradet och inte tillverkade for just den hir
produktionen, men de ar lite dndrade och firgade.
Kirleksparens kostymer gar jord- och skogens farger
samt rott for kirleken och i sista akten, brollopet,
byter brudparen till svart, silver och gult i kostymer
som nédrmar sig 1700-talets snitt. Metalliska tyger,
glitcrande dekorationer, siden i olika kulorer — med
rite material och firger blir det en vacker helher pé
scenen.

Kostymtillverkningen dr ett riktigt hantverk, eller hur?

— Ja,vi gor allt fran grunden. Sangarna ar ocksa
kladda inifran och ut, med korsetter och under-
Kjolar,sa alle blir "pa rikrigt”. Tidsatgangen for en
klanning som Helenas ér ca 40 timmar, men da
krévs det att skraddaren har rutin och haller ett
visst tempo. Till Lysanders svarta kostym har vi till-
verkat dekorremsorna och sytt pa, vi har tillverkat
tyget, skulle man kunna séiga. En san kostym tar da
ett par dagar extra att gora. Vi patinerar en del
tyger for att inte allt ska se hele nytt ut. Vi fargar,
syr om och dekorerar dven tidigare tillverkade
kostymer fran forrader.



Francesco Corti
Musical director and conductor

Why Purcell?

— When I first sat down with Anna Karinsdotter to
discuss the pieces we want to produce at Drottning-
holm, it took me only two minutes to decide what the
farst title would be: The Fairy Queen!

Henry Purcell is undoubtedly the greatest British
composer of the 17th century, and one of the greatest
masters of the barogue era. Despite his short life, he
left us a large production of incredibly high quality,
which reshaped and defined English music. His music
is an extraordinary mix of structural complexity and
natural flow: Because he was a singer himself, he had
a particular talent for setting texts into music with a
simple, vet extremely expressive, sense of melody. His
music is at the same time interesting, charming and
touching.

Fairy Queen s one of his mature works, and his
genius shines through in every number. The gencral
plot of the drama was drawn from A Midsummer
Night’s Dream by Shakespeare (although Purcell
didnt use the original text but an adaptation by
Thomas Betterton). So, the piece reunites on stage
two of the greatest English creators in history!

Whart about this version?

— Purcell/Betterton’ pieces is a semi-opera, where
the spoken plot and the sung sections are dramatur-
gically separated, as in two parallel plays. For our per-
formance, we have decided to combine the two plays
into one. We have prepared a new version of the spoken
texts, going back to Shakespeare as much as possible,
and we decided we would have our singers take the
spoken roles as well. The approach is quite différent
from what Purcell did, but it allows us to have a
unique plot to follow, and to shorten the piece without
making big cuts in the musical score. I think this will
be more appealing and easy to follow for a modern

audience, who will enjoy both Shakespeares play and
Purcells magnificent music.

The music?

— The score of Fairy Queen is a unique string of’
pearls. Throughout it, Purcell keeps the highest level of
creativity and refinement, and he mixes masterfully
numerous genres and styles. He moves from folk
dances and simple songs to large virtuosic arias and
glorious choruses. The orchestra and the choir are as
important characters of the score as the soloists, and
everyone has magnificent pages to perform.

We decided to perform this piece at a low pitch, the
so-called French pitch (A = 392 Hz), and with an
orchestra similar to the one Lully would have had in
France at the same time. This is probably what Purcell
would have used, and it gives the orchestra a parti-
cularly warm sound. This is also why we called high
tenors to sing the high male roles instead of countertenors.

What will the audience experience?

The audience will experience Shakespeares play
and Purcell’s semi-opera combined. There is plenty of
magic, humour, touching and sensual pieces, charming
arias and grand ensemble numbers. It will be a quin-
tessential fairy tale!

Josette Bushell-Mingo
director

For you as a director,what is it that makes 7%¢
Fairy Queen interesting?

— This work is interesting to me for the oldest
reasons — because of the timeless desire for love, the

stlliness of the love of dreams, revenge and magic.

What themes are you highlighting?

— I hope to offer small shifis in the beauty and
comedy of love, but also themes of jealousy — how far
can you go, and Titaniak painful discovery of how



Oberon has betrayed her — to highlight it as a moment

often lost in the play.

How do you relate to the exoticism in the original?
The meceting of Shakespeare's text and Purcell's version
is almost seamless — which makes it exciting. But it
was clear that the ideas of the exoticism, that were
present in the world of Purcell when it was written,
had to be transformed for today: It does not lose any
of its edge and vision. The future lies in the world

Anna KjCllSdOttCI‘ costume designer and Head of

the costume department at Drottningholms Slottsteater

How does your creative process begin?

— First I have to listen to the music and try to imagine
myself'in the story. We decided carly on that we would
create historical costumes from the late 17th century,
Purcell's time, but with a French expression and a
certain amount of playfulness. In the late Baroque
there is a cut in the dresses called Mantua that I like
very much and I have also,with a wink to Shakespeare,
brought in the Renaissance, which can be seen in

Titania's costume, for example.

What is special about the stage at Drottningholms
Slottsteater?
— On this stage I have to think about the light.

The stage is dark and not all colours fit here, I have
learned over the years. In The Fairy Queen, it was clear
early on that I would dress Oberon and Titania in a
lot of gold and silver. I then gave the other characters
différent colour schemes to work from. The fairies have
bright costumes with a metallic shimmer, the group

of actors have more simple costumes in beige. Some

of their costumes are selected from the storage of
costumes and not made for this particular production.
The lovers' costumes are in earthy colours with accents
and in the last act, the wedding, the couples switch to
black, stlver and yellow in costumes that approach the
18th century. Metallic fabrics, glittering decorations,
silk in different colours — with the right materials and
colours, the stage looks beautiful.

Costume making is a real craft,isn't it?

— Yes, we make everything from scratch. The singers
are even dressed from the inside out, with corsets and
petticoats, so everything is "real”. A dress like Helena's
takes about 40 hours, but the tailor has to be experi-
enced and keep a certain speed. For Lysander's black
costume, we made the decorative stripes and sewed
them on, we made the fabric, you could say. A costume
like that takes a couple of extra days to make. We
patinate some fabrics so that not everything looks
brand new. We also dye, re-sew and decorate previously
made costumes from the storage.









Bidra ull nagot virldsunikt

BLI DONATOR TILL
DROTTNINGHOLMS
SLOTTSTEATER

Drottningholms Slottsteater soker generosa dona-

torer som vill vara delakriga i resan mot framtiden.

For att uppna ambitionen att placera teatern pa
hogsta internationella konstnérliga niva kravs en
hogre grad av egenfinansiering utover det statliga
verksamhetsbidraget. Vart uppdrag dr bade att be-
vara det historiska arvet och samtidigt, genom att
erbjuda en bred repertoar som anknyter till scen-
konstens historia dven fraimja dess fornyelse.

Kontakta Anna Harleman De Geer for att tala
mer om du kan bidra till Drottningholms
Slottsteater pa 08-556 931 09 eller
anna.harleman.degeer@drm.se

GA MED I DROTTNINGHOLMS-
TEATERNS VANNER

Vanforeningens medlemmar dr vara ambassadorer
genom att delta i vara program och genom att
dela med sig av kunskap om teatern och dess
historia. Formaner for vinnerna ér bl. a. mojlighet
till forkop av forestillningsbiljetter. De gavor och
donationer som medlemmar har skiinkt genom
tiderna ligger till grund for det kapital i stiftelser
och fonder som den ideella foreningen Drottning-
holmsteaterns Vanner forvaltar idag och ur vilka
foreningen ger bidrag till teaterns verksamhet och
delar ut stipendier.

Las mer pa www.drottningholmteaternsvanner.se

CONTRIBUTE TO
DROTTNINGHOLMS
SLOTTSTEATER

Drottningholms Slottsteater is looking for generous
donors who want to be part of the journey towards
the future. To achieve the ambition to place our
theatre at the highest international artistic level, a
higher degree of self-financing is required in addition
to the state funding. Our mission is both to preserve
the historical heritage and at the same time to pro-
mote its renewal by offering a broad repertoire related
to the history of the performing arts.

Contact Anna Hdrleman De Geer to talk about
possible contributions, anna.harleman.degeer@dtm.se
or +46 8 556 931 09.

JOIN THE FRIENDS OF
DROTTNINGHOLMS
SLOTTSTEATER

The Friends association members are our ambassadors
by participating in our activities and by sharing know-
ledge about the theatre and its history: Benefits for
members include priority booking of tickets. The gifts
and donations from members over the years form the
basis for the capital in foundations and funds that the
non-profit assoctation Friends of the Drottningholms
Slottsteater manages today and provides grants for the
theatre's activities and awards scholarships.

Read more and become a Friend!
wwwdrottningholmteaternsvanner.seenglish.



REKVISITOR / PROPS MANAGER Loke Lassen

DOCKMAKARE / PUPPET MAKER Annika Arnell

KOSTYMTILLVERKNING / cosTumE makine Malin Cederberg, Nils Harning, Nellina Heinonen, Sina Kase,
Monica Lewerentz, Tim Martenson, Lotta Rudman, Annetce Wahlberg

PAKLADARE / DREssERrs Birgitta Engberg, Ella Lundblad

MaSKORER / Make-up Emma Eastop, Klara Jorméus, Ireja Stige

SCENFORMAN / sTace ForEMEN Lovisa Adlersfeld, Viktor Engstrom, Kim Johansson, Anders Lovgren, Emily Tucker
SCENTEKNIKER / STAGE TECHNICIAN Victor Alestrom, Lamin Bangoura, Tea Carlsson, Bo Dillingham,
Johan Hagstrom, Joshua Karsberg, IR Norman Luker, Tor Nilcrants, Tuva Parson

sTAMMARE / TUNER Dan Johansson, Johan Wendt

OPERAINTRODUKTIONER / PRE-PERFORMANCE TALKs Sophic Helsing

RECEPTION / sTaGE poor Ronny Nordberg

I:A PUBLIKVARD / FRONT oF HousE Viktoria Hard

sikerHET / sEcuriTY Faruk Bojin

PRODUKTIONSASSISTENT / PRODUCTION ASSISTANT MZIVV]HWi Raheln

TEATERCHEF / ARTISTIC AND MANAGING DIRECTORAnna Karinsdotter

PRODUCENT / PRoDUCER Kristian Holstein

TEKNISK CHEF / TECHNICAL MANAGER Asa Tillman

CONTROLLER / FINANCIAL MANAGER Johan Vidlund

FILANTROPI OCH FUNDRAISING / PHILANTHROPY AND FUNDRAISING Anna Harleman De Geer
KOMMUNIKATION, PRESS OCH FORSAL]NING / COMMUNICATION, PR AND sALEs Eva Lundgren
BILJETTER / Box oFFick Shahin Hajbarati

VISNINGAR OCH TEATERBODEN / GUIDED TOURS AND THE THEATRE sHop Lstelle Sjodahl Lindell
KOSTYMCHEF / HEAD OF cosTUME pEPARTMENT Anna Kjellsdotter

skRADDARE / Ta1ror Ida Liivakant

SCENMASTARE / TECHNICAL MANAGER Christer Nilsson

BELYSNINGSTEKNIK / LIGHTING TECHNIQUESs Tobias Hallgren, Lumination of Sweden

rorto / puoro: Carl Thorborg, Markus Garder (omslag)
rayout: Malou Holm

REDAKTOR / EpITOR: Fva Lundgren



‘W

J"'fr 7 s

— Droteningholms
Sotrsteater





