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This opera premiered in 1786 and with its arrival, the 
world of opera was changed forever. The plot is based 
on a play by Beaumarchais, which was a sequel to his 
earlier “The Barber of Seville”.  Rosina, the heroine in 
“Barber”, is now known as ‘the Countess’.  In the 
intervening three years, the Count has degenerated from 
an affable young tenor into a scheming, philandering 
baritone.  Mozart and his librettist Lorenzo da Ponte 
also portray him as a lot dumber than his servants, 
which offended the aristocracy.   
You will be watching a film rather than a recording of a 
stage presentation.  This is a crucial difference — most 
especially since the director is Jean-Pierre Ponnelle, 
who was perhaps the leading practitioner of that art 
when this film was made.  Among his favorite 
techniques was showing the face of the artist without 
their lips moving as you hear the internal thoughts of the 
singer.  When they are communicating with others, you 
see their lips moving. I found this to be extremely 
effective in distinguishing between the inner thoughts 
and emotions of the singer and their verbal interactions 
with others.  Ponnelle’s use of film also allowed far 
greater expansiveness to the settings and actions, which 
in turn increased the impact of the words and actions. 
I must tell you that in my opinion, every person in that 
list could not have been more perfect in their respective 
roles, perhaps none more than Ms. Ewing.  Watch her 
acting as a 14-year old boy and contrast it with the 
woman who played the title role as the sexy seductress 
in “Carmen.” You also get an idea of how well the 
director cast and then led this stellar cast through all the 
craziness that takes place in this inventive plot. 

PLOT 
Upon returning from Seville, the Count made Figaro the 
head of his household staff.  More recently, he’s been trying 
to get first dibs for the sexual favors of Figaro's bride-to-be, 
Susanna, relying on the ‘droit de seigneur’ (right of the lord). 

for June 24, 2022 

NEXT WEEK IN ENCORE 
We start July (already!) with Lucia di 
Lammermoor, a marvelous opera 
known for its “Mad Scene” and 
recorded many times. The Encore 
Opera Official But Unnamed 
Committee recommended this DVD to 
play which features Anna Netrebko 
who simply inhabits the role without 
inhibition. Her vocal and gymnastic 
capabilities are both extraordinary. 
With Piotr Beczala as her lover, this is a 
must see “Lucia.” I almost decided not 
to show it.
As we picked up the pieces after 
Steve’s death, I asked for advisers to 
take on his role of choosing which —
out of Steve’s many versions of a 
specific work— to play. I reserved the 
right to substitute if I though 
something special was involved, at 
least until we formally decide 
together how to run Encore Opera.
What I thought to substitute is a new 
version set on a split stage showing 
action simultaneously in two places. 
Instead of staging Lucia as a young, 
submissive victim, she is a proactive 
adult in her late 30’s, aware of and 
angry about her situation. 
This new version is well constructed, a 
bit shortened, and so beautifully 
performed it is sure to become a most 
competitive version. Next year, I will 
suggest we play both of these two 
operas!  - Gene
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The entire opera revolves on how that central 
dispute will be resolved. 

OVERTURE 
The opera’s overture is familiar to every opera 
fan or concert-goer. It has no themes from the 
opera itself, but sets the happy tone that will 
remain with you over the next three-plus hours. 

ACT ONE 
The curtain rises on a room in the Count’s 
castle.  Our hero, Figaro is measuring to see 
where the bridal bed will fit; his fiancée 
Susanna is trying on her wedding bonnet.  
Figaro is pleased with the room the Count has 
assigned them, but not Susanna, who points 
out its easy accessibility for the Count to get 
at her when Figaro is away.  Figaro hadn’t 
thought of that and angrily sings that he will 
outwit the Count: “Se vuol ballare, signor 
contino”  (If you want to dance, Count baby, 
that’s okay.  But, I’ll call the tune).  He exits. 
Dr. Bartolo enters with Marcellina. Some 
years ago, Figaro had signed a promissory 
note promising to marry Marcellina if he 
should default on a loan she made to him.  He 
hasn’t the money to repay her, and she intends 
to enforce that note.  Bartolo describes his 
intention to help Marcellina in his aria  “La 
vendetta” (Vengeance) and leaves. Susanna 
returns and trades insults with Marcellina in 
“Via, resti servita, madama brillante” (After 
you, brilliant madam).  Susanna ‘wins’ each 
stanza by mentioning her rival’s age.  
Now we meet a delightful character who is 
unique in all of opera, a fourteen year old boy 
named Cherubino, whose role is always sung 
by a mezzo-soprano.  He bewails his 
hormone-driven, adolescent confusion in 
“Non so più cosa son” (I don't know anymore 
what I am).  Worse, his amateurish amorous 
ways around the castle have angered the 
Count, who considers such matters to be 
solely his perk in his own castle. That 
morning, he’d caught Cherubino with the 
gardener's daughter Barbarina and intends to 
punish him. Cherubino has come to ask 
Susanna to persuade the Countess to help him. 
The Count suddenly bursts in and Cherubino 

hides under the bed. Thinking they’re alone, 
the Count now makes a move on Susanna but 
Basilio appears.  So, he also hides and 
Cherubino now evades discovery by climbing 
onto the bed where Susanna covers him up.  
So, for a while, the Count remains unaware of 
his presence. 
Basilio now engages in his two favorite 
activities: idle castle gossip and talking up the 
advantages Susanna would have were she to 
engage in hanky-panky with the Count.  But 
when he mentions Cherubino's attentions 
toward the Countess, the jeasous husband in 
the Count is aroused, and he angrily leaps out 
of hiding to accost Basilio.   
The Count denounces Cherubino for his tryst 
with Barbarina and describes how he came to 
discover the lad by lifting the tablecloth on the 
gardener’s table under which the boy had 
been hiding. He illustrates his actions by 
slowly lifting the covers atop the bed, only to 
find -- Cherubino!  
The poor boy is only saved from immediate 
punishment by the timely arrival of a group of 
peasants, led by Figaro who hopes this show 
of support and the group’s serenade of the 
couple wil pressure the Count to allow the 
wedding to take place today.  The Count 
pretends to agree but delays action while 
whispering to Basilio to find Marcellina 
ASAP. 
Cherubino shrewdly blackmails the Count by 
saying that he had really tried not to hear what 
had gone on (translation: he had in fact 
overheard the Count propositioning Susanna 
and his silence has a price). So the Count 
backs down and grudgingly pardons 
Cherubino.   
But the Count finds a new way to get the boy 
out of his hair: he gives the lad an instant 
commission in the army and orders him to 
leave the city at once, allowing him just enough 
time to kiss Susanna goodbye, which is the 
Count’s way of giving Figaro a gratuitous jab.  
Figaro ends the act by singing what may be 
the most famous aria in the opera,  “Non più 
andrai” (No more galavanting around for 

http://en.wikipedia.org/wiki/Se_vuol_ballare
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you, amorous butterfly) in which he tells the 
boy about the harsh realities of military life 
without women.  

ACT TWO 
The setting changes to the bedroom of the 
Countess.  The mood also changes from 
frenetic to peaceful (at least at first).  After a 
languorous orchestral introduction, she 
laments her husband's repeated infidelities in 
an aria of haunting beauty “Porgi, amor, 
qualche ristoro”  (Grant me some comfort, 
Oh Lord. Let me have my love back or have 
mercy and let me die). Its effect is to create a 
poignant ambience even before we see any 
action, and throughout the rest of the opera, 
our thoughts and emotions are always with 
her in her running battle with the Count. 
Susanna enters and briefly refers to the 
Count’s efforts to seduce her.  Figaro comes in 
to tell them he’s sent an anonymous letter to 
the Count warning of a man who intends to 
seduce the Countess in the garden.  Figaro has 
laid a trap and hopes the Count will be too 
busy looking for an imaginary adulterer to 
interfere with plans for the wedding.  He’s 
sent for Cherubino so the Countess and 
Susanna can dress him in female clothes.  
Hopefully, in the dark garden, the Count will 
think he see his wife with another man.  Then, 
he will be so embarrassed when the truth is 
revealed, that the wedding can take place. 
Cherubino arrives and is ready to let the two 
ladies dress him in ladies’ clothes. (Of course, 
he has typical adolescent crushes on both of 
them.)  The scene is usually filled with an air 
of lesbian sensuality since all three singers are 
attractive young females, with two of them 
engaged in undressing the third.  Director 
Ponnelle goes to lengths to minimize that 
effect and and emphasize the Countess’s 
attraction for the page. I think that’s not what 
Mozart intended, but I’m not the director. 
Cherubino sings a lovely song he has 
composed for the Countess: “Voi che sapete 
che cosa è amor?” (You who know what love 
is, tell me, is that what I'm suffering from?). 
The ladies are entranced by his singing as they 
remove his outer garments in the closet and 

they sing “Venite, inginocchiate” (Come kneel 
down before me). The Countess finds 
Cherubino's commission and sees that the 
Count was in such a hurry to be rid of 
Cherubino that he forgot to attach his seal to 
the document.   
When Susanna goes to her room to fetch some 
of the clothing in which to dress Cherubino, 
the Countess and Cherubino hear the Count at 
the locked outer door.  Cherubino hides in the 
closet which the Countess locks while the 
Count angrily demands to be allowed in.   
When she lets him in, he asks why the outer 
door was locked.  Before she can answer, a 
crash comes from inside the closet.  The 
Countess pretends she has heard nothing, but 
of course he’s not buying that.  He tries to 
open the closet door, but finds that it’s locked.  
‘Who’s in there?’, he demands. The Countess 
says it’s Susanna trying on her wedding dress 
and seeking privacy. He shouts for the 
occupant to speak so he can identify the voice 
(and thus its gender) but the Countess 
commands him/her to remain silent. By now 
the Count is beside himself with anger and 
suspicion. In the meantime, Susanna enters 
unobserved. She realizes what's going on and 
hides to await developments. 
The Count decides to break the door down 
and exits to get his tools, dragging the 
Countess with him, locking the outer door.  
Cherubino and Susanna emerge from their 
hiding places and realize they’re in a pickle. 
Listen to the wonderfully frenetic music 
Mozart wrote to convey their panic. 
Cherubino escapes by jumping out the 
window onto the garden below and Susanna 
takes his place in the closet. 
The Count and Countess return.  He checks 
out the room and is satisfied that nothing has 
changed.  The Countess feels trapped, and 
tells him that it’s not Susanna in the closet, but 
Cherubino.  She urges the Count not to be 
upset when he sees the lad half-undressed; the 
Count loses it, draws his sword and repeatedly 
sings: “Mora, mora”  (he will die). 
The Count opens the door while the Countess 
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holds her breath awaiting the  effects of his 
rage.  They are both astonished when Susanna 
comes out of the closet.  Listen to Mozart’s 
music as she brazenly faces down the Count 
and suggests that he kill her as he had 
threatened to kill the page.  
The ladies now have the upper hand. When 
the Count asks why she said the boy was in 
the closet, the Countess replies it was to test 
his trust in her.  He has no comeback and is 
shamed by the way his jealousy caused him to 
act.  He begs for forgiveness (as he will again 
in the last act) and in a delicious scena, both 
ladies gang up on him to pile on the guilt.   
One of the strengths of Beaumarchais’ 
inventive plot is that the tables keep getting 
turned.  So, just when the ladies have the 
Count on the ropes, Figaro enters and almost 
screws it all up.   
Unknown to Figaro, the ladies identified him 
as author of the unsigned letter that the Count 
received and they wove it into the story they 
told him.  But when the Count questions 
Figaro about the letter, he denies 
any knowledge of it despite the 
ladies’ efforts to get him to shut up. 
So, their cover story about testing 
his trust is blown and they’re back 
on the defensive.   
Figaro almost succeeds in undoing 
the damage when the Count gets 
another stroke of luck.  Antonio, the 
gardener enters, complaining that a 
man jumped into him in the garden 
below.  We know the Count is a 
jerk, but even he manages to deduce that the 
jumper was Cherubino.  The plot twists again 
as Figaro concocts another story.  He claims 
he was the jumper, and fakes a foot-injury.  
Have the wedding plotters won?  
Not yet, anyway.  Antonio produces a paper 
the escaping man dropped.  The Count tests 
Figaro’s story that he was the jumper by 
challenging him to identify the paper.  It’s 
Cherubino's commission, but Figaro doesn’t 
know that and stalls for time while the women 
surreptitiously tell him the paper’s content.  
Hooray! The Count has been foiled once 

again!  (Or has he?) The battle of wits goes on 
as we approach the end of this complex and 
exciting act. 
Marcellina, Bartolo and Basilio return, and 
Bartolo, speaking as Marcellina’s lawyer, 
declares that the loan document Figaro had 
signed long ago is legally binding. The Count, 
however, creates another delay: he’ll hold his 
own hearing to render the final decision. 
Now, with only Cherubino missing, the other 
seven principal characters are on stage, 
aligned into two armed camps looking 
daggers at each other.  Susanna, the Countess 
and Figaro (the good guys) are on one side, 
while Bartolo, Marcellina and Basilio are on 
the other. The Count, the putative neutral 
arbiter of the dispute is standing in the center 
of the tableau.  But we know he is on the side 
of the three bad guys.  So, things definitely 
don’t look good for our heroes.  Act Two 
finally ends as we await the forthcoming trial. 

ACT THREE 
In the castle ballroom,  the Count is mulling 

over the situation, trying to sort out recent 
events.  Peeved that his servants have 
outsmarted him again, he cites the philosophy 
of every hereditary aristocrat: he was born to 
lead and servants to follow.  That was God’s 
design.  His anger is only assuaged when 
Susanna enters.  In keeping with a new plan 
that she and the Countess have to entrap the 
Count, she tells him she will meet him that 
night in the garden.  She and the Countess 
intend to switch clothes, so the Count will be 
wooing his own wife. 
He’s so happy to finally get his shot at 

PRINCIPAL CAST LIST 
Count Almaviva (Baritone) ..............Dietrich Fischer-Dieskau 
The Countess (soprano) - his wife….Dame Kiri Te Kanawa 

Figaro (baritone) - The Count’s chief servant....Hermann Prey 
Susanna (soprano) - Figaro’s fiancée.....................Mirelli Freni 
Cherubino (mezzo) - a young male page……….Maria Ewing  

Bartolo (Baritone) - Rosina’s guardian..........Paolo Montarsolo 
Marcellina (mezzo) - Bartolo’s companion........Heather Begg 
Basilio (tenor) - a castle busybody.............John van Kesteren 
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Susanna, he falls for it.  He and Susanna sing 
a duet “Crudel, perché finora?” (Cruel girl, 
why did you make me wait so long?). As she 
leaves, the Count is overjoyed. But when he 
overhears Susanna tell Figaro he’s already 
won the case, he realizes he’s been tricked 
again.  He says he’ll make Figaro pay by 
forcing him to marry ‘the old woman’. 
Figaro's trial follows, and the Count rules that 
Figaro must marry Marcellina. Oh, no! The 
bad guys have won! 
But wait!  That can’t be the outcome! This is a 
comedy, which, as we know, requires a happy 
ending where the good guys win.  Of course 
there’ll be a happy ending, but this crazy day 
will not end until our heroes encounter some 
more twists and turns, the  first of which starts 
right now. 
Figaro contends he can’t marry without his 
parents' permission, and he doesn’t know who 
his parents are, since he was stolen from them 
as a baby. In the ensuing discussion, it turns out 
that Figaro is Marcellina’s long-lost illegitimate 
son, and that Bartolo is his father. Since Figaro 
can’t marry his own mother, the issue is settled 
in favor of the good guys. Hurrah! 
Now we encounter another turning of the 
tables, if only temporarily. During the general 
celebration, an unknowing Susanna enters. 
She’s in a gay mood, for she has the money 
needed to release Figaro from his debt to 
Marcellina and the marriage can proceed. 
However, she sees Figaro and Marcellina 
hugging and concludes that Figaro has agreed 
to marry Marcellina so she angrily slaps his 
face. Once Figaro calms her down and 
explains, Susanna happily joins in the general 
celebration.   
Bartolo, overcome at meeting the fruits of his 
old dalliance with Marcellina, agrees to marry 
her in a double ceremony. A comedic sextet 
ensues: “Riconosci in questo amplesso una 
madre" (Recognize a mother in this hug).  
Mozart later said that this was his favorite 
scena in the opera. They all leave.   
With the stage empty, the Countess enters. 
The wedding issue has been resolved, but she 
still has her philandering husband. She now 

sings her second show-stopping aria “Dove 
sono i bei momenti" (Where are they, the 
beautiful moments?).  
Susanna enters and they concoct a new plan to 
trap the Count. The Countess dictates a letter 
for Susanna to write and give to the Count, 
suggesting that he meet her (Susanna) that 
night in the garden. The letter instructs the 
Count to return the pin that fastened the letter 
as a sign to indicate his concurrence.  
A chorus of peasants now enters to serenade 
the couple’s on their forthcoming nuptials.  
Among them is Cherubino disguised as a girl. 
The Count arrives with Antonio who sees 
through Cherubino’s disguise, further 
enraging the Count.   
Once again, the Count is ready to throw the 
book at the boy, but once again he is foiled, 
this time by Barbarina. She reminds the Count 
that when he kissed her, he would offer her 
anything she wanted, and her price is 
Cherubino's hand in marriage.  So the Count 
must once again back down.  
Now, we have the double wedding followed 
by some celebratory dance sequences, during 
the course of which Susanna delivers to the 
Count the letter we heard the Countess dictate.  
As Figaro watches, he comments that the 
dumbbell of a Count has pricked his finger on 
the pin, and laughs, unaware that the note to 
which it was attached was from Susanna and 
that it says  she’ll meet with the Count that 
night in the garden.  
And so, as Act Three comes to a close, 
everyone but Figaro is in a joyous mood.  (But 
we in the audience know that there’s a fourth 
act yet to come, with even more 
complications.) 

ACT FOUR 
It’s been said that only God and Mozart could 
follow the events in this final act. I’ll 
summarize the confusion but it’s a lost cause. 
Just sit back, enjoy Mozart’s music, and -smile! 
It’s evening in the garden, and in the darkness, 
the trading of ladies’ costumes causes 
confusion all-’round.  As instructed, the Count 
has sent the pin back to Susanna and asked 
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Barbarina to deliver it.  But she lost it, and 
sings  “L'ho perduta, me meschina”  (I lost it, 
poor me).   
Figaro encounters her and asks what she’s 
doing. When he hears she’s lost a pin she was 
to return to Susanna, jealousy takes hold.  
Thinking Susanna is meeting the Count 
behind his back not a half-hour after their 
wedding, Figaro vows to avenge cuckolded 
husbands the world over: “Aprite un po' 
quegli occhi” (Open your eyes a little).   
I especially liked how Ponnelle makes special 
use of film’s advantages in this passage, as he 
shows two different images of Figaro at once, 
as if he the wise valet is singing to himself his 
ironic admonition for all new bridegrooms.     
Susanna and the Countess arrive, dressed in 
each other's clothes.  Knowing Figaro will 
think she’s singing to the Count, Susanna 
teases him with the aria “Deh, vieni, non 
tardar” (Oh come, don't delay). Then 
Cherubino enters and starts wooing 
"Susanna".  The Count intervenes and swings 
at him but hits Figaro instead.  So, the Count 
now woos "Susanna" and gives her a ring, but 
she  evades his grasp. He searches for her in 
the dark while Figaro, having recognized 
Susanna’s voice, hugs her, dressed as the 
“Countess,” and loudly proclaims for all to 
hear his love for the lady he holds.  
Enraged by this, the Count calls for everyone 
to come out from hiding to be witness to his 
wife’s infidelity.  Each character in the play 
now emerges in turn, and begs the Count to 
forgive Figaro and the “Countess."  He refuses 
and is unforgiving, certain that he’s caught his 
wife and Figaro.  
But as he gloats in his ’victory’, the real 
Countess appears.  The Count is dumbstruck.  
She has the ring he’d given to “Susanna” so 
he sees he’s been caught trying to seduce his 
own wife with everyone as witness.  He 
kneels before her and once again pleads for 
her forgiveness “Contessa, perdono” 
(Countess, forgive me).  
She does forgive him, singing “Piú docile io 
sono” (I am more kind) and everyone on stage 

celebrates the reconciliation of the errant 
Count and his Countess. Perhaps some even 
dare to hope that the experience will cause 
him to mend his straying ways.  While they all 
realize that the odds are against it, we see and 
hear the entire cast celebrating in a thoroughly 
happy mood, and we in the audience relish 
this optimistic ending to what Mozart called 
in his opera’s subtitle: ’the Crazy Day’. 
SOME FINAL COMMENTS  
It would be difficult to exaggerate how much 
the play on which Mozart’s opera is based 
upset the nobility throughout Europe.  Not 
only do the servants match wits with their 
Master, but they win! It was a mark of the 
adeptness of Mozart’s librettist, Lorenzo da 
Ponte, in dealing with Emperor Joseph II who 
ruled in Vienna, where Mozart lived and 
where the opera premiered that he got 
permission to mount the opera in the spring of 
1786. 
The Emperor was fully aware of the play’s 
history (his sister Marie Antoinette was then 
Queen of France) yet da Ponte was able to 
persuade him that the libretto would be 
purged of the more revolutionary aspects of 
Beaumarchais’ truly funny play and leave 
only the laughter.  And that’s what happened. 
(The French Revolution started just three 
years later, during which the Queen was 
guillotined.  But no one suggests that Mozart’s 
opera contributed to that.) 
As to the opera, it started its own revolution in 
terms of genre. After its premiere, “Le Nozze 
di Figaro” became the touchstone against 
which all succeeding operas were to be 
measured, and it has remained so in the 
intervening 229 years.  However, that spring a 
cabal of court opera personnel in Joseph’s 
employ succeeded in cutting short Nozze’s 
run to a mere 19 performances. In the process 
they also prevented Mozart from receiving his 
due: a permanent position at court.  This 
unfair result had a catastrophic impact on 
Mozart’s life. 
For the final five years of his short life, 
instead of living comfortably with a stable 
income and home life, this superlative musical 
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genius had to continually struggle just to 
make ends meet.  When he died on December 
5, 1791 at the age of 35, he was deeply in 
debt.  His final opera, “The Magic Flute”, had 
premiered that September 30 and would have 
provided the income he needed.  But it came 
too late to alter the downward arc of his life.  
Initially he was buried in a mass grave, but 
later his body was disinterred and given a 
more appropriate burial.        - Steve Schwartz 

————————————- 
While recorded opera (especially 
on Fridays in the Encore Theater) 

is enjoyable, nothing beats the 
thrill of hearing opera sung live. 

Opera at Riderwood’s Purple Lady 
Productions presents that rare 

opportunity when three 
internationally recognized 

Maryland Opera artists come to 
Riderwood to perform several of 

the most familiar and popular 
opera arias ever written:   

Tuesday, June 28 at 7:30pm in the 
chapel. 

-Leah Salat

JULY TRIP IS ON! from page 1 
by Leah Solat 

The Marriage of Figaro 
2:00 pm Sunday July 3, 2022 at 
Clarice Performing Arts Center,

 Kay Theatre.
Maryland Lyric Opera makes a triumphant 
return to fully staged performances with one of 
opera’s most popular musical comedies: 
Mozart’s The Marriage of Figaro, June 29 
through July 3, 2022. Presented in an inventive 
and stylish period production on the intimate 
stage of the Kay Theatre at the University of 
Maryland, the opera tells an upstairs/
downstairs story of love and all of its hijinks – 
from lust to betrayal to forgiveness – all set to 
some of the most beautiful and indelible music 
ever written. Conducted by Music Director 
Louis Salemno and directed for the stage by 
David Gately, this classic remains every bit as 
relevant today as it was in Mozart’s time – 
perfect for opera lovers and those who are new 
to opera alike. The cast features Hunter Enoch 
as Figaro, Nayoung Ban as Susanna, Javier 
Arrey as the Count, Mary Feminear as the 
Countess, Allegra De Vita as Cherubino, 
Kenneth Kellogg as Dr. Bartolo and Leah 
Heater as Marcellina. 
Fully staged with orchestra. Sung in Italian 
with English surtitles. 
Tickets $60/$40/$25. 15% of groups of 15 or 
more. Clarice contact info: Emily Wren 

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 

————————————-
“Marriage” Production Information 

Runtime: 181 minutes • Deutsche 
Grammophon • Recorded 1975 Filmed 1976 

DVD release 2005 (US)  •  UNITEL  •  
MPAA not rated  •  ASIN: B0007P0LNO
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FRIDAY, 1:00 PM • ENCORE THEATER  
OPERA NOTES FOR 

OPERA AT RIDERWOOD 
Encore Opera Programs  

Schedule For 2022 
These Programs are dedicated to the memory of 

Stephen Z. Schwartz, Founder of Encore Opera 


December 1, 1932 - December 30, 2021

JULY 
 1  Lucia di Lammermoor Donizetti  
 8  Fiddler On The Roof   Bock 
15 Daughter of the Regiment  Donizetti 
22  Don Carlo    Verdi   
29  Oklahoma    Rodgers 

AUGUST 
 5  Falstaff     Verdi  
12  Don Giovanni    Mozart 
19  Norma    Bellini 
26  Pearl Fishers    Bizet  

SEPTEMBER 
 2 Pavarotti (Documentary) Howard  
 9  Three Tenors   Schifrin  
16  The Elixir of Love   Donizetti  
23  Il Trovatore    Verdi 
30  HMS Pinafore    Sullivan   

OCTOBER 
 7  Turandot   Puccini 
14 Candide    Bernstein 
21 Elektra    Strauss 
28 Sweeny Todd    Sondheim  

NOVEMBER 
 4  The Medium Menotti 
 and Bluebeard’s Castle  Bartók  
11 Macbeth Verdi  
18 Cavalleria Rusticana Leoncavallo 
 & Pagliacci  Mascagni
27 Pajama Game Adler, Ross 

DECEMBER 
 2  Lakme Delibes 
 9  Fidelio Beethoven  

16 La Boheme Puccini  
23 Amahl &The Night Visitors  Menotti 
      and Fantasia Mussorgsky 
30  Die Fledermaus  Strauss 

Steve Schwartz
When Steve Schwartz moved to Riderwood in 
2004, he brought a large, and always growing, 
collection of operatic recordings. His intention 
to share his passion for operatic music by 
replaying his opera recordings for his “friends 
and neighbors” quickly became a weekly 
opera program. Defining “opera” as “drama 
set to music,” he included recordings of 
significant musicals, operettas, and movies 
about opera composers and artists to his 
programs now known as “Encore Opera.” 

Steve’s initial idea of having opera for 
Riderwood residents and staff got a 
significant boost when Paula Cook and David 
Abraham began to underwrite live operatic 
concerts using local artists in order to provide 
professional-level singers with a financial and 
performance-credit boost to their careers. 
Currently residents produce both live and 
recorded programs working together as 
“Opera at Riderwood,” an organizational 
umbrella for Purple Lady Productions of live 
programs and Encore Opera playing operatic 
recordings weekly. Moreover the group’s 
activities continue to grow with “Trips” to 
attend operatic programs at area venues. O@R 
now has more than 400 weekly subscribers, 
delivering hard copies of ”Notes&News” to 
more than 115 cubbies for those not on email. 


