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OPERA AT RIDERWOOD          
NOTES & NEWS

By 1887, Giuseppe Verdi, then in his mid-70s, was 
universally recognized as the leading composer in the 
world of Italian opera. Fourteen years earlier he had 
stunned the opera world with his timeless 
masterpiece, “Aida”.  Now, the old maestro astonished 
the opera world again by composing still another 
operatic masterpiece, based on Shakespeare’s 
“Othello”.   
He had long before let the world know of his intention 
to spend his declining years resting on his well-
deserved laurels and living the quiet private life of a 
retired gentleman farmer.  But, as with “Aida”, 
outside forces intervened and induced the maestro to 
take up his pen again. It was well known that he had 
always loved the works of Shakespeare, even though 
the Bard was English. Indeed, during his most 
creative years, Verdi had struggled to set King Lear, 
but always gave it up.  So, what happened?    
The answer:  Arrigo Boito happened. 
Who?  Arrigo Boito is not a household name in opera 
today.  But, back then, he was well known as a 
successful poet, librettist, playwright and composer. 
“Mephistophole” was his greatest oeuvre, and while 
not as popular a version of Faust, the Goethe epic 
drama, as Charles Gounod’s, it is still in the repertory.  
More to the point, Boito and Verdi had a history 
together.  
After completing Aida and having been showered with 
accolades, Verdi devoted several years to revising and 
improving upon two of his less successful efforts, 
“Simon Boccanegro” and “Don Carlo”.  Each time, his 
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An editorial: 
NEXT WEEK IN ENCORE 

We begin April with Peter Grimes, 
the first of the several “new” operas 
that we will play in this 2022 series 
of performances. It may be 
significant that we start this venture 
on April Fools Day because we are 
taking Encore Opera into the realm 
of more modern works as well as 
continuing to feature “old 
favorites” among classical operas.
For me, this means listening to music 
I have not heard and maybe seeing 
things I had not thought about before. 
I know that I may not find all of this 
newness to my liking or easy to 
digest. And, I expect to hear as much 
from other opera lovers as well.
So why? I consider -and offer you- 
these new operas as an opportunity 
for artistic adventure. Moreover as 
part of the effort to make Opera at 
Riderwood a continuing  and 
culturally relevant program, these 
works are also outreach to the 
wider audience for opera among us.
In building O@R, we are re-visiting 
the way the Encore Opera Schedule 
is created. You are earnestly invited 
to take part in that process.
Oh, did I mention that Peter Grimes 
is about a fisherman? Composer 
Benjamin Britten wrote that it is “…
about a subject very close to my 
heart—the struggle of the 
individual against the masses. The 
more vicious the society, the more 
vicious the individual.”
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librettist had been Arrigo Boito, and both 
collaborations had been successful. The 
drama of Shakespeare’s Othello had defied 
all attempts to set it musically by virtue of its 
length and complexity. So, when Boito 
approached him in 1879 with Otello as a new 
project,  Verdi was at least ready to hear him 
out.  
However, Verdi did not rush into action.  For 
one thing, he was not persuaded he could do 
another opera at his age.  For another, the 
problems in setting the play were daunting.  
But Verdi was not one to walk away from a 
challenge. Plus, he had another reason. Boito 
had created a masterpiece of a libretto that 
was astonishing for its combination of 
brevity and beauty.  The pair repeated their 
feat eight years later, when Verdi was eighty, 
producing Verdi’s final opera, “Falstaff,” 
based on Shakespeare’s comedy “The Merry 
Wives of Windsor”.  
In 1883-84, Verdi quietly set to work and by 
1885, he was ready.  It took another year to 
get all the details ironed out, but by 1887, it 
was done.  The rest, as they say, is history.   
How did Boito do it?  Shakespeare’s play was 
in five acts and far too long to be staged as an 
opera (unless your name was Wagner).  
Boito’s text ran to many fewer lines.  And his 
gift for poetry shone throughout his text.  
First, Boito eliminated Shakespeare’s Act I, 
set in Venice, the seat of government for the 
Venetian Republic, the leading maritime 
nation on the Mediterranean.  Cyprus was its 
possession, and the Turks had initiated a war 
to seize control of it.  Shakespeare used 
Venice for introducing his characters, but the 
action all takes place in Cyprus.  So, Boito 
started the opera there. 
In Shakespeare’s Act I, Othello has wed the 
beautiful and pure Desdemona, daughter of a 
major figure in the Venetian government.  

Othello is identified by Shakespeare as a 
“Moor”, meaning a black man. The idea of 
his marrying such a prize would seem to be 
unthinkable, but Othello is described as a 
man of great strength and character who had 
led the Venetian armed forces to victory in 
previous wars.  Thus, he is a man of stature 
and a great war hero; when we meet him he 
has managed to win over the government’s 
leadership including his father-in-law and 
become Governor of Venice’s province on the 
island of Cyprus.   
Shakespeare’s play has Othello matched with 
a heroine of equal strength of character. As a 
virtuous but willful teenager, Desdemona 
defied her father’s wishes to marry this great 
general, and the audience was made aware 
that not only Othello’s stature and bearing, 
but also his race made him immensely 
attractive to one whom some would say is a 
liberated woman. 
“Othello” in English becomes “Otello” in 
Italian because that language has no  sound 
for the English diphthong. “Desdemona” is 
pronounced des-DE-mo-na in the Italian 
manner with emphasis on the second 
syllable. 
Boito gives Desdemona most of the same 
laudable qualities that Shakespeare gave her: 
honesty, purity, both sexually and morally, 
intelligence, sensitivity and faithfulness. She 
is the epitome of a good wife, and when the 
opera opens, Otello knows it.   
But in his libretto, Boito dropped her 
toughness, since that would work against her 
major dramatic function in the opera, which 
is to be the innocent victim of Otello’s 
excessive and wholly unjustified jealousy, his 
character trait that drives the action to its 
ultimate denouement.         
Boito solved the problems stemming from 
the complexities and sub-plots that typically 
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populate most of Shakespeare’s plays, 
including this one. He just eliminated most 
sub-plots and concentrated on the drama’s 
central theme: the title character’s two fatal 
flaws. First is his misplaced naiveté 
amounting to gullibility about his staff.  The 
second is his excessive and unwarranted 
jealousy about his wife.  My speculations 
regarding at least one of the reasons for the 
second flaw are addressed during my recap 
of the plot.  
We soon see Otello’s weakness in evaluating 
the integrity of his key staff.  He fails to see 
the malignant nature of his ensign (third-in-
command), Iago.  Unbeknownst to the 
overly trusting Otello, Iago has never 
forgiven Otello for passing him over for the 
greater post of Captain.  Since Otello named 
Cassio (tenor)) to that post, Iago has set his 
sights on eliminating his rival and gaining 
the post for himself.  Iago (bass-baritone) is 
one of the truly great villains in all literature.  
Without doubt he is my very favorite bad guy 
in all of opera.  He is evil incarnate and 
revels in it, as we will hear when he sings his 
Act II aria, known as his “Credo”, about 
which I will comment later. To him, such 
considerations as ethics, honesty or loyalty 
are only to be ignored and abused.   
A few words about the ground-breaking 
nature of this opera are in order here.  By the 
mid-1880s, Verdi had been the leading 
composer of Italian operas for a half-century. 
During that time, he had tried without 
success to deviate from the old form of 
‘numbers’ operas, where the action would 
halt periodically so a singer or ensemble 
could deliver an aria or perhaps even an 
entire scena.  As every Verdi fan knows, his 
greatest triumphs were those with the most 
glorious arias, “Rigoletto”,  “Il trovatore”, 
“La traviata”, and “Aida” being the most 
famous.  These three were the products of his 

most creative period, in the early 1850s, 
while “Aida” came twenty years later.   
During the 1880s, a new genre was taking 
hold in opera led by the German Richard 
Wagner.  The new style was known as 
“through-music”, which eschewed the static 
nature of separate arias in favor of a 
continuous stream of music.  (It also has 
other characteristics that differentiate it from 
the old ‘numbers’ style.)  So when Verdi 
produced “Otello”, which is much more in 
the newer style than anything he had written 
before, he was widely accused of copying 
Wagner.  Most Italian and French 
operaphiles and Verdi himself, regarded that 
as an insult.  Their philosophy was 
characterized thusly: “Wagner is Wagner, 
and Verdi is Verdi”.  A man could get into a 
strenuous argument by taking the other 
position.   
Without getting too far into the middle of 
that dispute, I must say Otello bears many of 
the characteristics of a ‘through-opera’.  You 
will hear few stand-alone arias: Iago’s 
“Credo‘ in Act II, Desdemona’s two 
companion Act IV arias, “The Willow Song” 
and “Ave Maria”, and perhaps the love duet 
that comes at the end of Act I.  Instead, you 
will experience the action being borne 
headlong at a super-fast clip, with essentially 
non-stop music that sustains the listener’s 
mood at a fever pitch throughout the opera.   
In short, like olives, a full appreciation and 
love for Otello is an acquired taste.  So, if at 
first it seems a little strange to you, don’t 
sweat it.  Rather, sit back and let the magic 
combination of Verdi’s music and Boito’s 
compelling drama wash over you and carry 
you into the world of 15th century Cyprus and 
the agonies of a man who loved ‘not wisely 
but too well’.    

[continued, page 4]
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PLOT 
ACT ONE -- The waterfront on the 
island of Cyprus 
A violent storm is raging, and Verdi’s music 
lets us know it.  People on shore are 
anxiously looking out to sea as a boat 
struggles to make it safely into harbor, 
knowing that it carries Otello, their governor 
and the general of their armies returning 
home from his successful battles against the 
Turks.  Against all odds, and to the wild 
cheering of the populace, the ship makes it 
ashore.   
Otello comes down the gangplank and we 
are immediately aware of the power of the 
man, as he blasts out (there is no better 
description) his first word,  “Esultato” 
(Rejoice). It indicates why most tenors do 
not dare take on this role.  
A bonfire is lit and the people sing a 
celebratory chorus “Fuoco di gioai. 
Roderigo pines for Desdemona, but since 
she is Otello’s wife, he knows his love is a lost 
cause.  Iago knows of Rodrigo’s feelings and 
tells him, “Don’t give up so easily, with my 
help, we can make it happen yet”.  He has a 

plan, not disclosed to Roderigo, in which the 
latter will be used as a pawn to further Iago’s 
ends.  
Iago sings a malevolent aria that makes clear 
just how evil he is.  (He does it even better in 
the next act, when he sings his “Credo”, but 
we’re not there yet.)   “See yon Cassio”, he 
tells Roderigo, “he is a danger to your hopes.  
Let’s get him drunk and proceed with our 
next move.”  Iago then invites Cassio to have 
a drink with him, but the honorable captain 
declines, saying he has drunk enough.  Iago 
displays his slyness by offering a toast to the 
marriage of Otello and Desdemona, knowing 
that Cassio cannot refuse to drink to that, 
and so he plies Cassio with still more drinks. 
When he has gotten Cassio sufficiently 
drunk, Iago tells Roderigo to pick a fight with 
him. Rodrigo complies and Montana, the 
former governor of Cyprus, an innocent by-
stander, tries to stop the fight and is slightly 
wounded by Cassio.   
The ensuing rumpus rouses Otello from his 
bed with his young bride, and when he 
appears on stage he is furious.  He asks Iago 
what happened, calling him “my honest 
ensign.”  Iago, with an air of feigned 
innocence, pretends to want to tell him, but 
claims he does not know.  “One minute all 
was peaceful, and the next thing I knew, they 
were fighting.  I can’t understand it.”  Otello 
asks Cassio to explain himself, but he is too 
drunk and ashamed to comply.  Desdemona 
appears, having also been roused by the 
noise.  This is too much for Otello, who tells 
Cassio he is no longer his captain.  That is 
exactly what Iago had hoped. 
Seeking to restore peace, Otello orders 
everyone to go home and when the stage is 
cleared of all but Otello and Desdemona, we 
witness a complete change of mood.  In place 
of chaos, the air is filled with the music of 

PRINCIPAL CAST
OTELLO is sung by Gregory Kunde
DESDEMONA, sung by Carmela Remigio, is 
Otello’s wife.
IAGO, sung by Lucio Gallo, is Otello’s ensign.
CASSIO, sung by Francesco Marsiglia, is 
Otello’s captain, second in command.
EMELIA, sung by Elisabetta Martorana, is 
Desdemona’s maid and Iago’s wife. 
RODERIGO, sung by Antonello Ceron, is a 
Venetian soldier.
Myung-whun Chung conducts the Orchestra E 
Coro del Teatro La Fenice
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love.  They sing a glorious duet in which they 
recall how they first fell in love. (By this 
device, Boito inserts details that were in Act I 
of the play.)  The lovers’ words are 
accompanied by a leit-motif that accentuates 
the mood:  “Un bacio” (a kiss), followed by 
“ancora un bacio”, and yet a third bacio.  We 
will hear that distinctive motif again at the 
end of the opera, when Otello kisses his wife 
before he kills her.  But I’m getting ahead of 
myself. 
ACT TWO — Inside the castle 
In a short time, Iago’s insidious plan is 
already well under way.  In this act, it will 
achieve its first goal:  the destruction of 
Otello’s belief in his wife’s fidelity.  As the 
curtain rises, Iago is in conversation with 
Cassio, and in his fashion, our arch-villain is 
pretending to be giving ‘friendly advice’ to a 
man he hates.  “You can get your position as 
captain back by turning for help to the 
general who controls the general: his wife 
Desdemona”.  He tells Cassio to ask her to 
intercede on his behalf, which should get 
Otello to surely reverse his rash action in 
sacking him.  Cassio accepts that advice and 
leaves, intending to return when Desdemona 
makes her regular morning appearance here.   
Now, we witness a soliloquy by Iago that has 
no parallel in the operatic lexicon, and 
certainly has no progenitor in the play as 
written by Shakespeare.  It was the invention 
of Verdi’s librettist, Arrigo Boito.  It is Iago’s 
“Credo”, in which he expresses his belief that 
there exists a cruel God who runs the world 
to reflect his own malevolence, that honest 
men are only pawns with which God plays 
for His pleasure - and he, Iago, is the 
archetype of that perverse philosophy.    
Otello enters just in time for Iago to advance 
his plot by stoking Otello’s jealousy about his 
wife.  He does this by means of sly 

insinuations, always cloaked as reflections of 
his great love for Otello and his reluctance to 
harm anyone. He never directly says 
anything that might make Otello question 
the merits of his comments, but every action 
and comment is aimed at the man’s 
weakness. 
Many commentators suggest that weakness 
is an inferiority complex stemming in large 
measure from Otello’s reaction to being a 
black man in a white society, and that both 
his wife and Cassio are white.  This armchair 
psychology is more openly hinted at in the 
play. And, Boito’s invention of the credo 
strengthens our comprehension of Iago’s 
truly evil nature. 
Desdemona enters and her sweetness and 
her love for her husband are evident.  
Otello’s love for her resurges but is quickly 
undermined when she asks him to pardon 
Cassio after having denied any special 
relationship with the man. Worse, when 
Othello refuses, she repeats the request.  
(Bad idea!) Otello puts her off by 
complaining of a headache.  Desdemona, 
being a caring and loving wife, and seeing 
her husband in pain (although she does not 
know its cause) immediately seeks to soothe 
that pain with a handkerchief from her 
pocket.  But Otello is already far down the 
road on which Iago has led him.  To her 
dismay, he angrily grabs the handkerchief 
away from her and hurls it to the ground.   
Emelia picks it up while her mistress and 
Otello continue talking. The ever-vigilant 
Iago sees this as his opportunity.  Unseen by 
the others he seizes the handkerchief and 
commands Emelia to remain silent about it.  
(He has already woven the threads of the 
handkerchief into the tapestry of his plot.) 
After the two women leave, Otello demands 
proof of Iago’s insinuations.  With further 
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false pleas of innocence and only good 
intentions, Iago allows himself to be ‘forced’ 
to reveal new ‘facts’.  He fabricates a story 
about overhearing Cassio talking in his sleep 
regarding an affair he is having with 
Desdemona. Iago plants yet another seed by 
mentioning the handkerchief (which Iago 
knows has special significance to Otello). 
Iago has secreted the handkerchief in his 
pocket and intends to plant in Cassio’s home.      
Otello, his spirit broken, kneels in prayer as 
Iago pretends to pray with him and the 
curtain comes down to end Act II.  
ACT THREE — The Great Hall of the 
castle 
This act is often cut short in many stage 
productions to save time. I will synopsize it 
and compress some actions for the same 
reason.  
A herald announces a delegation of Venetian 
officials, and Iago sets up his next move. He 
ensures that Otello will be too far away to 
hear what is being said while he talks with 
Cassio about the Captain’s girl friend. But he 
causes Otello to think Cassio is talking about 
Desdemona.  In the process, Iago gets Cassio 
to produce the handkerchief that 
mysteriously turned up in his home. 
The Venetians enter and hand Otello a 
document. He scans it, then lunges at 
Desdemona for no apparent reason but is 
physically restrained.  The document is read 
out loud.  Otello has been recalled to Venice, 
and Cassio is to be the new governor, 
effective immediately.   Thus, Iago whispers 
to Otello, he had better hurry up to kill 
Desdemona and he, Iago, will murder Cassio.    
Everyone leaves except Otello and Iago.  The 
formerly strong and iron-willed general 
collapses emotionally.  He breaks a large 
wooden cross, a metaphor for the coming 

denouement.  With Otello lying senseless on 
the floor, and a crowd outside shouting “Viva 
Otello, Lion of Venice”, Iago says in a 
mocking aside to the audience  “look at the 
lion now”.    
There is no curtain, but the action proceeds 
immediately to Act IV, and the heart-
breaking drama we have been watching 
draws to its conclusion. 
ACT FOUR — Desdemona and Otello’s 
bedroom  
With some appropriate introductions, 
Desdemona takes a quarter hour to sing the 
famous scena starting with the sad song that 
her mother had sung to her about a willow 
“Salce, Salce”, followed by an original “Ave 
Maria”.  After Desdemona tells Emelia that 
Otello has told her to wait for him in bed, she 
lies down to await him and what she senses 
will be her unjustified death.    
Otello enters and gazes at his beautiful (and 
as we know, innocent) wife.  He kisses her 
three times, and we hear the same strains of 
music we heard in their love duet at the end 
of Act I.   It is almost unbearable in its 
pathos. He says he hopes she has confessed 
all her sins before she dies, and she is 
amazed that he should speak to her of death.  
He accuses her of being Cassio’s lover.  “Not 
guilty”, she replies.  “No matter,” says he. 
“Cassio is dead anyway”.  Even here, Otello 
displays his naiveté in accepting Iago’s word, 
for Iago delegated that deed to Roderigo, 
who muffed it, as Otello shall soon learn, but 
too late.   
“Don’t kill me”, she says, “for I am truly 
innocent”.  He rejects her pleas and goes to 
kill her on their bed.   
Too late, there is an urgent knock on the 
door and Emelia enters with the startling 
news that Cassio killed Roderigo.   
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“He’s alive?”  asks the astonished Otello, as 
the light slowly dawns on him, but 
incompletely.  The dying Desdemona shows 
signs of life and Emelia goes to her to ask, 
“Who did this to you?”  Desdemona, even 
now showing her love for Otello, claims that 
she did it to herself… and dies.  
The befuddled Otello, needing to believe he 
acted properly, cries out “She lies!  It was I 
who did it because she was Cassio’s whore.  I 
know because Iago told me”.     
“And you believed that low-down liar?” asks 
Emelia, the liar’s wife, in disbelief. 
She cries the alarm, which spreads quickly 
throughout the castle.  Many people rush in, 
including Iago, whose lies are now exposed 
to everyone.  In addition, they quickly learn 
that the dying Roderigo confessed, and 
revealed the whole plot, including identifying 
Iago as the instigator.  Iago tries to escape 
but is seized at once, and we know he will get 
his just reward in short order.   
Now nothing is left for Otello, his life and his 
spirit are totally destroyed.  He gazes at 
Desdemona and ponders what he has done, 
driven by his insane jealousy.   “I kissed you 
ere I killed you”, he says.  He pulls out a 
hidden dagger and stabs himself before 
anyone can stop him.  
We hear yet another haunting reprise of the 
bacio motif, as he slowly and laboriously 
drags himself across the room to where his 
wife lies lifeless. The prolonged action seems 
excruciatingly long during which you can 
almost palpably feel the effort it requires of 
the dying man.  It is stage drama at its best.   
With his dying breath, Otello kisses the hand 
of his dead wife one last time. As the others 
all stand in stunned silence, the final curtain 
falls down on a truly gut-wrenching 
experience.     - Steve 

————————————- 
Otello Production Information 

Runtime: 149 minutes • Filmed at Palazzo 
Ducale Di Venezia •  DVD released 2014 
by C Major Entertainment  • MPAA not 
rated • ASIN: B00JRER9HM, ARKIV 

Catalog 716508 
————————————- 

Schwartz Collection 
Cataloged 

The cardboard cartons, shopping bags, and 
plastic boxes have yielded almost all of their 
contents as Steve Schwartz’s collection of 
DVDs, Blu-rays, and CDs were transferred to 
Opera at Riderwood. There are a few holdouts 
yet to be added but 745 discs have been 
catalogued by Paula Cook, Joan Kugler, Leah 
Solat, John Szabo, and Dave and Luanne 
Knutson who are hosting the collection in their 
apartment for now.  
Verdi, of course, came in “first” as Steve’s most 
numerous operas with 159 discs in total 
representing 30 unique titles. Of these titles, 
La Traviata was the most represented with 30 
discs of 21 different versions of that opera. (I 
must admit I skewed the numbers there by 
contributing my paltry collection which 
included at least 10 of those titles, often 
duplicating Steve’s choices.) 
Mozart, naturally, is next in the number of 
recordings with 98 discs comprising 21 unique 
titles. Finally, “other” composers —40 of them 
no less— are represented by 240 discs. 248 
discs are listed as operettas, musicals, 
concerts, and arias. 
Steve’s gift to us included a storage cabinet 
that will hold about 500 DVDs. With a 
generous gift from the Knutsons, we have been 
able to purchase a second such cabinet. Now, 
we seek a permanent home for our treasures. 
If that could be your apartment, do let Leah or 
me know.     - Gene
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The Metropolitan Opera Fires 
Anna Netrebko 

According to newspapers and on-line opera 
newsletters, the Met fired Russian-born 
soprano Anna Netrebko from all of her 
performances currently scheduled with them. 
While she is said to have condemned war in 
general, she allegedly refused to criticize the 
Russian Federation’s military operations or 
call on Putin to end his war of choice in 
Ukraine. She is also said to have contributed to 
an opera house in one of the Crimean “break 
away” states. 
I do not know and did not see any mention of 
whether she or members of her family now live 
in Russia where they could be subject to 
reprisal and I do not know what precise 
criteria were cited by the Met in making their 
decision on behalf of Ukraine’s cause.  
I have seen reports indicating that many 
Russian artists, musicians, and performers 
have been also scrutinized in terms of their 
attitudes and comments about the Ukraine 
war and either accepted or had contracts 
broken, some for apparently good reason and 
some foolishly. 
Reading Steve’s Notes or hearing my 
comments, opera lovers here are well aware 
that Anna Netrebko is a much favored artist at 
Encore Opera. I haven’t counted —which is 
now possible since our hardy team of 
cataloguers has done all the necessary work— 
but I would guess that she may be the most 
represented soprano among our recordings. 
I learned about her firing just before we played 
the magnificent and uplifting Berlin Concert 
(3/4/22). I wrote and said nothing at the time 
because I felt we opera lovers of Riderwood 
needed and deserved the joy and high spirits of 
that recording. But, what do we do now? What 
do you want Opera at Riderwood to do about 
Anna? Do we play recordings on which she 
appears? Yes? No? I’d like to hear some 
reasoned arguments or passionate positions 
about what to do about this.  - Gene

Opera at Riderwood
Opera At Riderwood is a resident group 
presenting recorded operas weekly as Encore 
Opera and live operatic concerts as Purple 
Lady Productions. Notes & News is 
published every week to inform the opera 
community at Riderwood and is distributed 
without charge to the cubbies of residents 
without email. 
Residents are invited to join and work with O@R 
members who wear many hats and fill many 
shoes: Mike Beard, David Blackman, Paula Cook, 
Joe Davidson, Judith Dighe, Trudy Downs, Betty 
Dunkins, Irwin Goldstein, Maxine Goldstein, 
Sallie Holder, David Knutson, Sally Koenig, Joan 
Kugler, Gene Martin, Sally Porter, Leah Solat, 
Mary Ann Stroker, John Szabo, and Millie 
Trimble, among others.
Notes & News is edited and printed by Gene Martin 
and distributed by Leah Solat, Mary Ann Stroker, 
and Judith Dighe. To subscribe, send your name 
and (cubby) address to Leah Solat, PV 409 or email 
lsolat@comcast.net

FRIDAY, 1:00 PM • ENCORE THEATER  
OPERA NOTES FOR 

COMING IN APRIL
April 1 Peter Grimes Britten
April 8 Romeo et Juliette Gounod
April 15 Three Penny Opera Brecht
April 22 Il Trittico Puccini
April 29 Cosi Fan Tutti Mozart

All performances at 1:00 PM 
Encore Theater, LSC

mailto:lsolat@comcast.net

