
LEON WILSON CLARK 

OPERA SERIES 

SHEPHERD SCHOOL OPERA 

and the 

SHEPHERD SCHOOL CHAMBER ORCHESTRA 

present 

Casi FAN TUTTE 

An opera in two acts by 

Wolfgang Amadeus Mozart 

Libretto by Lorenzo Da Ponte 

English translation by Andrew Porter 

Richard Bado, guest conductor 

Peter Webster, guest director 

Matt Coldwell, lighting designer 

Margaret White, costume designer 

March 20, 22, 24 and 26, 1997 

7:30 p.m. 

Wortham Opera Theatre 

RICE UNNERSITY ~ School 
Of Music 



Ferrando . 
Guglielmo . 
Don Alfonso 

Fiordiligi 

Dorabella 

Despina . 

CAST 
(in order of appearance) 

. Matthew Pittman 

Raymond Granlund 
. Clifford Derix 

Hyang Suk Shin 

Angelia LaRock 

Julianne Gearhart 

SHEPHERD SCHOOL CHAMBER ORCHESTRA 

Larry Rachleff, Music Director 

Violin I Cello Bassoon 
Marie-Andre Chevrette, Ayela Seide/man, Michael Sundell 

concertmaster principal Damian Montano 
Rita Lammers Clement Chow 
David Brubaker Heath Marlow Horn 

Caroline Pliszka Martha Baldwin Martina Snell 

Zachary Carrettin Kimberly Penrod 

Colleen Jennings Double Bass 
Donald Howey, Trumpet 

principal 
Michael Myers 

Violin II 
Eyal Ganor Brian Seitz 

Larisa Struble, 
principal Flute 

Timpani and 

Samuel Thompson Kris Guthrie 
Percussion 

Karen Slatter Missy Graves Elana Hoffman 
Abigail Karr Harpsichord Continuo 

Oboe 
Carol Anderson 

Viola Kim Ross 

Chloe Kline, principal Margo Carlson Orchestra Manager 
Martin Merritt Alice Rosen Clarinet 

Matthew Dane Benjamin Freimuth Orchestra Librarian 
Ellen Craig Alexander Potiomkin Lisa Vosdoganes 

CHORUS 

Maya Chalich, Susan Hurley, Kristin Nelson, 

Ferrando 

Guglielmo 

Don Alfonso 

Fiordiligi 

Despina. 

Kristen Sharpley, Benjamin Ely, James Harper, 

Jameson James, and Brandon McReynolds 

UNDERSTUDIES 

Zachary Bruton 

Philip Bouknight 

. Brady Knapp 

. Kristin Nelson 

Kristin Sampson 

>-~ 
),, 

~-
~ 

~ 

r-
)' 

,... 

,,. 
.,., 
.. 
'-

-;,.. 

-. .. 
,, 

.,. .... 

. .. 
.... 



ARTISTIC AND PRODUCTION STAFF 

Conductor . 
Director 
Lighting Designer . 
Technical Director . 
Costume Designer 
Assistant Director . 
Stage Manager . 
Musical Preparation 
Assistant Conductors 

. Richard Bado 

. Peter Webster 
. Matt Coldwell 

Weapon Design and Manufacture . 

. Matt Coldwell 
Margaret White 
. Alex Stutler 
. Alex Stutler 

Carol Anderson 
Scott O'Neil, Alastair Willis 

. Brian Byrnes 

Casi Fan Tutte 
ossia 

La Scuola Degli Amanti 
(Women Are Like That, or The School for Lovers) 

by Wolfgang Amadeus Mozart (1756-1791) 

The action is set in late eighteenth century Naples . 

ACT! 

Scene 1 - A gentleman's style-shop; afternoon 

Scene 2 - The home of Fiordiligi and Dorabella; late afternoon 

Scene 3 - An embarkation slip; evening 

Scene 4 - The home of Fiordiligi and Dorabella; 

night into morning 

Scene 5 - The garden at the sisters' home; afternoon 

INTERMISSION 
(15 minutes) 

ACT II 

Scene 1 - The home of Fiordiligi and Dorabella; late afternoon 

Scene 2 - The garden at the sisters' home; night 

Scene 3 - The home of Fiordiligi and Dorabella; afternoon 

Scene 4 - The garden at the sisters' home; late afternoon 

This production is made possible by a generous 

endowment from the late Dr. Leon Wilson Clark. 



SYNOPSIS 

ACT! 

Ferrando and Guglielmo defend the constancy of their lovers, Dorabella and 
Fiordiligi. Don Alfonso wagers that female constancy is a myth and that if the young 
men follow his instructions to the letter he will demonstrate the truth in his cynicism . 
The bet is laid, the value of constancy is set at 100 zecchini, and all three men cele
brate what each one imagines will be his triumph. At home, the sisters, Fiordiligi and 
Dorabella, admire the qualities of their lovers, reflected in the medallion-portraits of 
them that each sister faithfully carries. Don Alfonso arrives with the disastrous (false) 
news that the men have been called immediately to war. There is a tearful scene, the 
coro bundles everyone off to the embarkation slip, and the young men sail away . 

Back home, the sisters are scandalized when their saucy maid, Despina, proposes 
that they take new lovers, assuring them that as "gentlemen" and "soldiers ," Ferrando 
and Guglielmo will certainly be tasting whatever new vintages become available to 
them while they are away from home. The sisters stalk off, and Don Alfonso wafts in, 
and bribes Despina to sneak in two new suitors - Ferrando and Guglielmo disguised as 
virile "Albanians. " The sisters are furious at this intrusion, and Fiordiligi in partic
ular berates Despina and the would-be suitors at length. Ferrando and Guglielmo are 
delighted, and claim their prize money from Don Alfonso. He replies that their battle 
is not yet won : the proof is yet to come. Next day in the garden, the sisters lament the 
absence of their men, and muse on the strange effect the handsome strangers have on 
them . To further test their lovers ' virtue, the "Albanians " pretend to swallow arsenic 
and collapse before the horrified sisters. Despina, disguised as a doctor, "revives" 
the young men with a huge "Mesmeric Magnet." Revived, the "Albanians " ardently 
woo the sisters, and the first act ends with a furious , glorious sextet with each char
acter singing what they believe to be true. 

ACT II 

The relentless Despina opens the second act by instructing the sisters on how 
"real" women should behave: dominate men and be treated in return as Empresses. 
Dorabella particularly takes the advice to heart, and she and Fiordiligi decide over 
flowers to flirt a bit, to pass the time until their real lovers come home. Each woman 
chooses to flirt with the other's original lover. That evening, the "Albanians" give a 
serenade with coro, breezes, and shimmery lanterns. · Being men, they are tongue-tied 
when the time comes to truly woo, and Don Alfonso and Despina give all four lovers 
a lesson on how to woo and to be woo-ed. Dorabella and Guglielmo learn the lesson 
well. She succumbs , and he, torn between regret for his friend's betrayal and his glee 
at being so effective, leads her off for a tryst. Fiordiligi enters pursued by Ferrando. 
She rejects him, he exits, and she, somewhat weakened, muses on the mutability of love. 

The next day Fiordiligi feels ruined; she loves her "Albanian. " Fiordiligi decides 
impetuously to dress up in Guglielmo's uniform and follow. him to the front , thus pre
serving her virtue, but her "Albanian" enters and forces her to decide: kill him, or 
love him . She decides to love him, and they exit for a tryst of their own . The two men 
are now in a pickle: their lovers are untrue, and they themselves have been the cause 
of their own downfall. Don Alfonso suggests that they should punish the ladies with 
something worse than death: marriage. A double wedding is arranged, and Despina 
and coro make everything ready. The lovers enter, and after a haunting toast to love 
lost, new, or altered, Don Alfonso shifts the mood to comedy by bringing on Despina 
disguised as a notary to ratify the "wedding contracts ." In a delirium of love and wine, 
the lovers sign without reading the fine print, but the coro announces a plot shift with 
a reprise of the march to war. Don Alfonso announces that the lovers' ship is inexpli
cably returning from the front, and the "Albanians" depart in a panic, leaving the sis
ters in a panic of their own. The original lovers re-enter, and both couples are strange
ly stiff and distant with one another. The spurious wedding contract is discovered, 
there is angry denunciation from the men and a tearful plea for forgiveness from the 
women . The notary is uncovered, there is an uproar, Despina removes her disguise , 
and finally the schemes begin to show. Don Alfonso takes responsibility for every
thing, brings the reluctant couples back together, and the second act ends with a swift, 
glorious sextet with each character singing what they believe to be true. 
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DIRECTOR'S NOTES 

"The tempter, or the tempted, who sins most, ha ?" 

- William Shakespeare, Measure for Measure , Act II, scene ii 

So, how long have we been blaming women for everything in this all-too-real 
world? Before apples, I am sure. And why? Because we (men) hate them because we 
love them? Because they force us to feel? Because they make us think? Because they 
invented civilization? Because they make us shave before we kiss them ? It is a puzzle
ment. This is an opera about people (men) creating problems where there were none. 
This is about guys stirring things up and then pouting violently when their sure little 
world gets knocked cock-eyed. This is about tempters versus tempted, and who sins 
most, ha? There was no real problem here, except, perhaps, a little naivete, a little 
romantic notion or two, an undecided longing. What these folks needed was adult 
classes in the continuing education of Love. What they needed to truly grow into their 
passion was a "School for Lovers," which, incidentally, is the "Or" part of the title of 
this opera, and the real hint as to what it's all about. 

The primary title, Cosi fan tutte, is untranslatable, but approximately means "All 
(women) do these things." By changing a letter you could also say All (men) do these 
things, or (Everybody) does these things, which we all do. What things? Well, Life. 
Love. Betrayal. Doubt. Sex . Silliness. Furor. Folly. Wisdom . Peace. Life. That 
thing we all do which goes from moment to moment. 

Cosi fan tutte lives from moment to moment, creating its reality as it goes. Which 
means that Cosi fan tutte is a farce, and farce is the truest and most desperate of all 
theatrical genres. Characters in a farce rush about, knowing everything, feeling deeply, 
acting truly, and ending up wrecked on a shore of reality that shows them in the noon
light of denouement what really happened in their lives. Farce is often criticized as 
unreal, but let me ask you a question: Is not actual human endeavor farcical? Do we 
not rush about huffing and puffing and making pronouncements, fighting essentially the 
same wars over and over, pledging love and practicing betrayal in the same ways? Do 
we not view the same news every night, lament the same decline in morals and fashion
sense every season, re-invent the wheel every generation or two, and come up short at 
the realities of birth and death, and the birth and death of what we hope for? We laugh, 
but it's funny. We die laughing. 

Cosi fan tutte is completely theatrical. There is not an ounce of reality in it, which 
allows room for the truths of which it is composed. Cosi fan tutte is the ephemeral 
eternal that is the human condition . Violent passion, delicate folly, deception, play
acting- reality. I have set Cosifan tutte in a theatricalized "Directoire!Empire" 
period because at this time there was a horrifying juxtaposition of bloody reality and 
romanticized emotion. This was the period of the "/ncroyables," the "/ncredibles," 
with their excessive fashions and love of theatrical display coexisting with the after
shocks of the French Revolution . Don Alfonso, with his slightly dry, gentle, worldly
weary cynisism and jaded interest in sex, belongs to the previous, slaughtered fag-end 
of the "Grand Siecle," the Age of Reason . He is the teacher, removed, unmoved 
what disaster of Love made him so arid and sure? A question unanswered by the 
opera, which itself ends with questions concealed in the moral of the last sextet, ques
tions answered by characters and audience alike only in the beautified silence long 
after the music stops. 

Cosi fan tutte, with its layer upon layer of unreal reality, its heroic, mock-heroic, 
romantic, mock-romantic, complex , simple, ineffable, eternal melodies is the essence 
of human behavior and endeavor. What grace there is in the light touch of the com
poser. What love of life and all its follies. What gentle, wry wisdom. The heart of this 
opera is not the glorious trio wishing the fake warriors well on their fake journey to a 
fake war. It is not the thunder and lightning of Fiordiligi and Dorabella in their fam
ous arias. It is not the love songs and duets, or the cynical, worldy instructions from 
Despina and Don Alfonso. The heart of Cosi fan tutte is in the plea for forgiveness 
and understanding sung by Fiordiligi as she muses on the mystery and volatility of the 
human heart. In life, all we can truly ask for is forgiveness and understanding, and, 
if we are lucky, the courage and joy to just carry on . 

- Peter Webster 
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