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THE WORK: 

EUGENE ONEGIN
An opera in three acts, sung in Russian
Music by Pyotr Tchaikovsky
Libretto by the composer and 
Konstantin Shilovsky
Based on the verse novel Eugene 
Onegin by Alexander Pushkin
First performed March 19, 1879 at 
the Maly Theater, Moscow, Russia 
(with students from the Moscow 
Conservatory); professional premiere 
on January 29, 1881 at the Bolshoi 
Theater, Moscow, Russia.

PRODUCTION
Robin Ticciati, Conductor
Deborah Warner, Production
Tom Pye, Set Designer
Chloe Obolensky, Costume Designer
Jean Kalman, Lighting Designer
Ian William Galloway and Finn Ross, 
Video Designers
Kim Brandstrup, Choreography

STARRING
(in order of vocal appearance)

Anna Netrebko
TATIANA (soprano)

Elena Maximova
OLGA (contralto)

Alexey Dolgov
LENSKI (tenor)

Mariusz Kwiecien
ONEGIN (baritone)

Štefan Kocán
GREMIN (bass)

Production a gift of Ambassador and 
Mrs. Nicholas F. Taubman

Revival a gift of Rolex

Co-production of the Metropolitan 
Opera and English National Opera

WHAT TO E XPEC T FROM EUGENE ONEGIN ABOUT THE ME TROPOLITAN OPER A HOUSE

A TIMELESS STORY OF LOVE, YEARNING, AND THE TRAGIC CONSEQUENCES OF YOUTHFUL 

pride, Eugene Onegin holds the dual honor of being one of the most beloved works of both 

Russian opera and Russian literature. Tchaikovsky’s expressive lyricism gives a fitting voice to 

the emotional turmoil at the heart of Alexander Pushkin’s famous verse novel. Pushkin’s stature 

in Russian literature can only be compared to Shakespeare’s in the English canon, and the opera 

represents a fortuitous meeting of two of Russia’s great creative minds. With roughly half a 

century separating them, Tchaikovsky represents the tortured creator of highly personal, semi-

autobiographical works of art while Pushkin is the sly and subversive social critic. But it is these 

differences that make the operatic version of Eugene Onegin so thrilling: it’s both a kaleidoscopic 

portrait of Russian society and a philosophical reflection on the human condition. 

Deborah Warner’s Met production places the action in the late 19th century, around the time 

of the opera’s premiere and several decades after Pushkin’s own setting in the 1820s. This shift 

emphasizes the autumnal quality of aristocratic life at the end of Russia’s imperial age, highlighting 

the sharp divisions between country life, rural gentry, and aristocratic St. Petersburg, and the 

bleak and constrained futures of its characters. 

This guide will introduce students to the Golden Age of Russian literature and Tchaikovsky’s 

achievement in adapting one of its most beloved works into an opera of Romantic melancholy 

and melodic sweep. By comparing Tchaikovsky’s libretto to Pushkin’s verse novel and considering 

the different approaches of composer, poet, and translator, students will gain an understanding 

of what makes Eugene Onegin a remarkable and moving opera. The activities on the following 

pages are designed to provide context, deepen background knowledge, and enrich the overall 

experience of this final dress rehearsal. This guide will also align with key strands of the Common 

Core Standards.

The Metropolitan Opera is a vibrant home for the most creative and talented singers, conduc-

tors, composers, musicians, stage directors, designers, visual artists, choreographers, and 

dancers from around the world.

The Metropolitan Opera was founded in 1883, with its first opera house built on Broadway 

and 39th Street by a group of wealthy businessmen who wanted their own theater. In the 

company’s early years, the management changed course several times, first performing 

everything in Italian (even Carmen and Lohengrin), then everything in German (even Aida and 

Faust), before finally settling into a policy of performing most works in their original language.

Almost from the beginning, it was clear that the opera house on 39th Street did not have 

adequate stage facilities. But it was not until the Met joined with other New York institutions 

in forming Lincoln Center for the Performing Arts that a new home became possible. The 

new Metropolitan Opera House, which opened at Lincoln Center in September of 1966, was 

equipped with the finest technical facilities of the day.

Each season the Met stages more than 200 opera performances in New York. More than 800,000 

people attend the performances in the opera house during the season, and millions more 

experience the Met through new media distribution initiatives and state-of-the-art technology.

Photo: Johnathan Tichler/
Metropolitan Opera
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A GUIDE TO EUGENE ONEGIN

This guide includes several sections 
with a variety of background material on 
Eugene Onegin.

•The Source, The Story, and Who’s Who in 
Eugene Onegin

•A Timeline: The historical context of the 
opera’s story and composition

•A Closer Look: A brief article 
highlighting an important aspect of 
Tchaikovsky’s Eugene Onegin

•Guided Listening: A series of musical 
excerpts with a roadmap to musical 
understanding

•Student Critique: A performance 
activity, highlighting specific aspects 
of this production; and topics for 
wrap-up discussion following students’ 
attendance

•Further Resources: Recommendations 
for additional study, both online and in 
print

•Glossary: Common musical terms found 
in this guide and in the concert hall

The materials in this guide will focus on several aspects of Eugene Onegin:

• Tchaikovsky’s musical style and his representation of Pushkin’s poetry 

• The psychological evolution of the opera’s characters

• Creative choices made by the artists of the Metropolitan Opera for this production

• The opera as a unified work of art, involving the efforts of composer, librettist, and Met 

artists

This guide is intended to cultivate students’ interest in Eugene Onegin, whether or not 

they have any prior acquaintance with opera. It includes materials for students with a wide 

range of musical backgrounds, and seeks to encourage them to think about opera–and the 

performing arts as a whole –as a medium of both entertainment and creative expression.

 Eugene Onegin, a worldly but arrogant young man, visits the home of two young sisters 

in the Russian countryside. The older sister, Tatiana, immediately falls in love with him and, 

in a fit of passion, writes him a letter confessing her feelings. Onegin humiliates Tatiana by 

refusing her and suggesting that she learn to control her emotions. A few months later, 

Onegin angers his best friend, the poet Lenski, by idly flirting with Olga, Tatiana’s sister and 

the object of Lenski’s affection. Onegin and Lenski fight a duel and Lenski is killed.

Several years later, Onegin returns to St. Petersburg after traveling abroad. While at a party, 

he is introduced to the young wife of Prince Gremin and shocked to realize that the stylish, 

beautiful woman is the same Tatiana whose love he once refused. Onegin suddenly realizes 

that he is indeed in love with Tatiana and later, at the Prince’s palace, asks her to run away 

with him. Tatiana tells Onegin that while she still loves him, she has made her choice and will 

not abandon her husband. Onegin is left alone and devastated.

Photo: Ken Howard/
Metropolitan Opera
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Alexander Pushkin’s Eugene Onegin, a novel in verse, is one of the most 

celebrated works in all of Russian literature. It is a wonder of formal innova-

tion as well as a work of stunning social and psychological insight. The 

witticism of the verse and complicated structure of its rhyme scheme belies 

the seriousness of the novel’s investigation into the nature of young love 

and unfulfilled longing. 

Tchaikovsky—who was profoundly sensitive to poetry—adapted the novel 

into an operatic libretto himself, with help from a friend, the amateur poet 

Konstantin Shilovsky. Some portions of the opera, most notably the famous 

letter scene, preserve Pushkin’s text in an almost unaltered state. Although 

the libretto omits large sections of the novel, it remains true to the episodic 

nature of Pushkin’s narrative: Tchaikovsky called his opera “lyric scenes.” 

Act I: The Larin estate in rural Russia

Madame Larina listens as her daughters, Tatiana and Olga, sing a song 

about young lovers meeting in the woods. She reminisces with the girls’ 

aging nurse, Filippyevna, about bygone years and the romantic ideals of 

her youth. Their conversation is interrupted by a group of peasants who 

have finished their daily work and sing for the Larin family. Olga, who has 

a spirited and flirtatious nature, teases Tatiana, who is quiet and romantic, 

for living in a dreamland and prepares excitedly for a visit from her fiancé, 

the poet Lenski. When Lenski arrives with a friend, Eugene Onegin, Tatiana 

is immediately taken with the visitor. 

Later that night, Tatiana worries Filippyevna with her restlessness. Tatiana 

assures the nurse she is fine, but stays awake thinking about Onegin. Acting 

on an impulse, she writes him a letter confessing the true nature of her 

feelings and enlists Filippyevna’s help to deliver it.

When Onegin and Tatiana meet again, he tells her that he was touched 

by her letter but can only offer her friendship. He warns her to guard her 

emotions more carefully. Tatiana is humiliated.

THE SOURCE:  EUGENE ONEGIN BY A LE X A NDER PUSHKIN S Y NOPSIS

Photo: Ken Howard/
Metropolitan Opera
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VOICE TYPE

Since the early 19th century, singing 
voices have usually been classified in six 
basic types, three male and three female, 
according to their range:

SOPRANO
the highest-pitched type of human voice, 
normally possessed only by women and boys

MEZZO-SOPRANO
the female voice whose range lies between 
the soprano and the contralto (Italian 

“mezzo”=middle, medium)

CONTRALTO
the lowest female voice, also called an alto

COUNTERTENOR
a male singing voice whose vocal range is 
equivalent to that of a contralto, mezzo-
soprano, or (less frequently) a soprano, 
usually through the use of falsetto

TENOR
the highest naturally occurring voice type in 
adult males

BARITONE
the male voice lying below the tenor and 
above the bass

BASS
the lowest male voice

ACT II: The Larin estate

A few months later, Lenksi and Onegin return to the Larin estate 

to celebrate Tatiana’s name day. Annoyed that Lenski has dragged 

him to a large party he would rather have avoided, Onegin takes 

his revenge by flirting brazenly with Olga. Lenski is enraged and 

challenges Onegin to a duel, ending the party.

While waiting for Onegin to arrive for their duel, Lenski thinks 

about his poetry, death, and his love for Olga. Onegin arrives late, 

and although both men would rather avoid violence, their honor 

compels them to fight. Lenski is shot and killed.

ACT III: St. Petersburg.

Several years have passed, and Onegin has returned from traveling 

abroad. He is bored by his surroundings, lonely, and still consumed 

with guilt over Lenski’s death. At a ball at Prince Gremin’s palace, 

the prince tells his friend Onegin how much joy his young wife has 

brought into his life. Onegin is stunned to recognize the elegant, 

confident woman as Tatiana. She is taken aback by Onegin’s 

presence, but greets him politely before quickly leaving the party. 

Onegin suddenly realizes he is in love with Tatiana.

Onegin has written to Tatiana. When they meet, he asks her to 

run away with him. Tatiana admits that she still loves Onegin, 

but tells him that she cannot abandon her husband. She leaves 

Onegin alone and devastated.
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WHO’ S  WHO IN EUGENE ONEGIN

Character Pronunciation Guide Voice 
Type

The Lowdown

Tatiana Larina
A young woman from 
a country estate ta-TYAH-na soprano

Tatiana’s life has been secluded, and 
although she is shy and bookish, she 
is capable of passionate expression 
and deep attachment.

Eugene Onegin A young aristocrat
yoo-JEEN 
oh-NYEH-gin baritone

Disillusioned and aloof, Onegin is 
dismissive of the world and people 
around him. His careless attitude will 
lead him to tragedy and loss.

Lenski
A young poet and 
neighbor of the Larin 
family

LEN-skee tenor
Lenski is earnest, idealistic, and 
deeply in love with Olga, Tatiana’s 
sister. 

Olga Larina Tatiana’s younger 
sister

AWL-guh contralto
More extroverted than her sister, 
Olga’s innocent flirtation with Onegin 
ultimately leads to tragedy.

Prince Gremin A wealthy aristocrat GREH-min bass
Gremin is surprised to find love late in 
life, following a career in the army. He 
is decent and honorable.

Madame Larina The mother of Tatiana 
and Olga

LAH-ree-na mezzo-
soprano

Madame Larina wants her daughters 
to marry well but reminisces about the 
man she loved before her own arranged 
marriage.

Filippyevna The sisters’ aging 
nanny

fil-eep-YEV-nah mezzo-
soprano

Tatiana enlists the loyal Filippyevna’s 
help to deliver her letter to Onegin
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WHO’ S  WHO IN FIDELIO

Character Pronunciation Guide Voice 
Type
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Tatiana Larina
A young woman from 
a country estate ta-TYAH-na soprano
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soprano
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TIMELINE

Peter the Great becomes tsar. Over the course of his reign, he enforces a program aimed at the 

rapid Westernization of Russia, including the establishment of modern industry and trade, the 

expansion of Russia’s military, the standardization of Russian alphabet and calendar, establish-

ment of institutions of secular education, and the embrace of Western styles of dress. Peter further 

encourages the translation of Western scholarship and literature into Russian, and paves the way 

for the Russian cultural achievements of the next two centuries.

With a performance on December 11 of Calandro by Giovanni Ristori—a composer and a member 

of a traveling troupe of Italian musicians—Russian audiences are first exposed to Italian opera. 

Before this time, there had been no Russian tradition of opera, and instrumental music was still in 

an early stage of development in comparison to that of Western Europe.

Aleksandr Sergeyevich Pushkin is born in Moscow, Russia, to an old, aristocratic family. On his 

mother’s side, he was a descendant of Abram Hannibal, who was abducted from his African 

family (according to his first biographer, his father was a king in Abyssinia or Chad). He was sent 

to Constantinople to join the Sultan’s court and later bought by Peter the Great and brought to 

Russia. The tsar adopted him and elevated him to a member of the imperial court.

Many scholars consider Pushkin to be Russia’s greatest poet and the founder of modern Russian 

literature.

Pushkin begins work on the verse novel Eugene Onegin, which he writes and publishes serially 

through 1832. A detailed and accurate portrait of aristocratic life in tsarist Russia, it becomes one 

of the most beloved Russian novels of any age. 

Mikhail Glinka’s opera A Life for the Tsar premieres at the Bolshoi Theater in St. Petersburg. The 

work is hailed as the first truly Russian opera, featuring not only a libretto in the Russian language 

and a story based on the folk hero Ivan Susanin, but the incorporation of folk melodies and other 

distinctively Russian musical elements.

After witnessing his wife accept the flirtatious behavior of their acquaintance George d’Anthès, 

Pushkin receives a letter informing him that he has been elected to “The Most Serene Order of 

Cuckolds.” Pushkin challenges d’Anthès to a duel and is mortally wounded. He dies two days later.

Pyotr Ilyich Tchaikovsky is born on May 7 near Votkinsk, in rural north-eastern Russia, to a large 

middle-class family. Tchaikovsky’s parents encouraged his early musical talent by hiring a tutor 

and purchasing an orchestrion, a type of organ, for their family home. He was also a precocious 

student of poetry and wrote a number of literary works at a young age.

Tchaikovsky is sent to St. Petersburg to attend the School of Jurisprudence with the aim of later 

pursuing a career in law. While there, he continues his musical education privately, attending 

concerts, performing in choirs, and writing his first musical compositions.

1682

1799

1823

1836

1731

1837

1840

1852
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Upon his graduation from the School of Jurisprudence, Tchaikovsky begins working as a clerk at the Ministry 

of Justice. He is an avid participant in St. Petersburg’s rich cultural life, attending performances of theater, 

ballet, opera, and amateur theatrical organizations.

Tchaikovsky matriculates at the newly established St. Petersburg Conservatory, the first academic musical 

institution in Russia, studying composition, piano, flute, organ, and music theory. As Herman Laroche, one 

of his classmates at the Conservatory and one of his earliest biographers later claims he told Tchaikovsky, 

“You are the greatest musical talent in present-day Russia… I see in you the greatest, or, better said, the sole 

hope of our musical future.”

Tchaikovsky accepts a post to teach music theory at the new Moscow Conservatory. In his personal life, 

He develops friendships with the homosexuals in his social circle and romantic relationships with a few. 

Tchaikovsky’s homosexuality is known to his family and close friends, and a frequent topic of discussion in 

his correspondence. At the time, he believes that he will eventually be able to have a traditional marriage 

and looks forward to the comfort of family life and children.

During a discussion with Tchaikovsky about potential opera libretti, the singer Yelizaveta Lavrovskaya—a 

fellow professor at the Conservatory–proposes Pushkin’s verse novel Eugene Onegin as a possible source. As 

Tchaikovsky writes in a letter dated May 8, “The idea struck me as curious, and I made no reply. Afterwards, while 

dining alone at a restaurant, her words came back to me, and, on consideration, the idea did not seem at all 

ridiculous. I soon made up my mind, and set off at once in search of Pushkin’s works. … I was enchanted when 

I read the work. I spent a sleepless night; the result, a sketch of a delicious opera based upon Pushkin’s text.”

In June, Tchaikovsky writes to his brother Modest, “At first I was annoyed by your criticism of Onegin, but it did 

not last long… I am in love with the image of Tatiana, I am under the spell of Pushkin’s verse, and I am drawn 

to compose the music as it were by some irresistible attraction. I am lost in the composition of the opera.”

 While composing at an intense pace, Tchaikovsky is contacted by Antonina Milyukova, a former pupil, who 

sends him an ardent letter in which she confesses her love for him. Tchaikovsky understands his situation as 

uniquely similar to that of the characters of Eugene Onegin. He and Antonia marry in July; within two weeks, 

Tchaikovsky leaves her and they separate permanently two months later. His marriage and the resulting 

psychological turmoil launch the composer into a period of medical crises, restlessness, and writer’s block.  

 Tchaikovsky continues work on Eugene Onegin while convalescing in Switzerland and Italy. He completes 

the opera in January, within only eight months.

The opera premieres in March in a production by students from the Moscow Conservatory at the Maly 

Theater in Moscow.

Eugene Onegin has its first professional production at Moscow’s Bolshoi Theater in January. 

Tchaikovsky falls ill on October 21 and dies on October 25—only 53 years old. The cause of death has never 

been firmly established, but Tchaikovsky’s brother Modest (although not always reliable as a biographer) 

ascribes it to cholera, contracted by drinking infected water. It may be impossible to know the cause definitively.

1866

1877

1879

1881 

1893 

1862

1859

A CLOSER LOOK

A LE X A NDER PUSHKIN

Although his writing is among the best known in Russian literature, 

Alexander Pushkin remains a somewhat enigmatic historical figure. Born 

in 1799, he prided himself on his family’s noble and supposedly exotic 

lineage. His father’s family could be traced back to 12th-century aristocracy, 

while his mother was a descendant of Abram Hannibal, who had been an 

African slave brought back to Russia by Peter the Great. Pushkin relished 

his unique ancestry and sometimes used it to excuse his erratic behavior, 

which included a dissipated lifestyle long after it was a socially excusable 

aspect of youth; protracted literary feuds; and his impolitic antagonism 

to the Russian court.

After graduating from the prestigious Imperial Lyceum at 16, Pushkin was 

given a post in the foreign office in St. Petersburg. His narrative poem Ruslan 

and Ludmila, which he completed in 1820, was attacked by critics for flouting 

literary convention but made him well known in cultural circles. Shortly 

afterwards, Pushkin’s involvement in political movements that took aim at 

the tsarist regime and the publication of similarly political poetry earned 

him a transfer to a remote southern province. Here, he began writing a 

collection of romantic poetry that would become known as his “southern 

cycle.” During this time, he also began work on Eugene Onegin, which 

would be published in installments between 1825 and 1832.

In 1826, Pushkin was pardoned by the new tsar Nicholas I and allowed to 

return to Moscow. After several years of writing and leading a frenzied 

social life, he married Natalya Goncharova, a famous Moscow beauty. They 

settled in St. Petersburg, but neither was happy in the marriage. Pushkin 

continued to antagonize and provoke those within his social set, culminating 

in 1837 when he was shot and killed in a duel defending his wife’s honor.

Alexander Pushkin as portrayed on a commemorative stamp
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TATI A N A’S  LE T TER SCENE (CD 1,  TR ACK 14)

The Guided Listening Activities are designed to introduce students to a selection of 

memorable moments from the opera. They include information on what is happening 

dramatically, a description of the musical style, and a roadmap of musical features to 

listen for. Guided Listening Activities can be used by students and teachers of varying 

levels of musical experience.

GUIDED L IS TENING

IN PREPARATION

For this activity, teachers will need 
access to a recording of Eugene Onegin 
and the libretto. 

By far the best known and most widely quoted portion of Pushkin’s Eugene Onegin is Tatiana’s letter to Onegin. In it, she lays her emotions bare to the 
reader as she works through the turbulence of her feelings for Onegin, her hesitation in how to respond, and her attempts to confess her love in a letter 
for him. Tchaikovsky’s musical setting takes Pushkin’s remarkably brief text and expands it not only with added lines, but with lush, sweeping melodies 
that transport the listener along with Tatiana’s roiling emotions.

What to listen for:

 •The rapid shifts in musical style, reflecting Tatiana’s changeable attitude
 •The recurring musical motifs Tchaikovsky uses to indicate characters and emotions
 •Tchaikovsky’s Romantic sweep and vividly emotional setting

(00:00) An orchestral introduction sets the tone for the scene: an expressive line in the strings is set against tremolo, creating an agitated but  
  passionate setting. This texture soon leads into a more syncopated, erratic style, with a crescendo and accelerando that build into the  
  entrance of the voice.

(00:39)  Tatiana sings ascending musical figures with vigor, in the major mode, as she states, “Let me perish, but first let me summon  
  bliss as yet unknown.”

(01:28)  After Tatiana’s closing phrase, the mood suddenly shifts: the tempo changes to Andante, and the strings play a minor-mode,  
  evocatively chromatic falling line: this is Tatiana’s motif, and the feeling is yearning and rather melancholy. When the voice enters, her  
  text communicates that she is unsure and begins to doubt herself.

(02:32)  As Tatiana finishes her thought, another brief instrumental section begins: now we hear the Onegin motif, in which a minor- 
  mode scale rises against a syncopated accompaniment, creating an effect of restlessness and tension. Tatiana’s text is earnest, as her  
  mind swirls and she intently tries to communicate how she feels.

(03:58)  Accompanied by long, held chords, Tatiana abandons her writing to reflect on her feelings to herself. The music is in the  
  declamatory style of recitative. We hear the Tatiana motif again—now in the voice—as well as another motif: the solitude motif, which  
  begins with an expressive appoggiatura and moves to a rising chromatic line.

(05:04) The Onegin motif returns as Tatiana turns again to writing her letter. The Onegin motif continues to swirl against the text for the entire  
  stanza.

(06:11)  With a few forceful chords, the texture changes, as Tatiana’s reflections interrupt her letter-writing yet again. Tatiana’s music increases 
   in motion, as she becomes more hopeful and regains confidence. 

(06:59)  The music is now slower, as Tatiana recalls how Onegin appeared to her in dreams. The atmosphere is dreamy and  
  reflective.

(07:37)  “No, it was not a dream!” Tatiana interjects, corresponding to a shift to a new texture of passionate intensity:  
  Tchaikovsky scores this section with tremolos and modulation.

(08:07) Tatiana becomes more animated, and the music reflects her mood with the major mode, crescendos, and a driving triplet  
  accompaniment. Tatiana is hopeful, but with anguish and desire comingling.

(09:03)  With an instrumental interlude, a new motif enters: the Confession of Love motif, which is comprised of a major- 
  mode descending scale with chromatic alterations. It merges into a cantabile gesture in the French horns. The effect is one of  
  innocence and earnestness. 

(11:08)  The speed increases and the orchestra pulsates beneath the voice with syncopated gestures. Tatiana sings with resolve, as she  
  states, “But so be it! From here on I entrust my fate to you!”

(11:28)  Unison violins introduce a return of the Confession of Love motif, which the voice doubles. This grand, lyrical melody is  
  matched to the last lines of Tatiana’s letter.

(12:31)  An instrumental section with forceful, fortissimo statements of the Confession of Love motif includes Tchaikovsky’s most  
  sweeping and lush music thus far. Tatiana’s final text is a break from this style: “It’s done! I can’t read it over, I’m overcome by  
  shame and fright,” she sings, over softer dynamics, string tremolos and pizzicato. As she finally finds her resolve, the scene  
  ends on a dramatic high point.
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 S TUDENT CRIT IQUE

IN PREPARATION

For this activity, students will need the 
My Highs & Lows reproducible handout 
found in the back of this guide.

COMMON CORE STANDARDS AND 
EUGENE ONEGIN
CCSS.ELA-Literacy.SL.9-12.1
Initiate and participate effectively in 
a range of collaborative discussions 
(one-on-one, in groups, and 
teacher-led) with diverse partners 
on grades 9–12 topics, texts, and 
issues, building on others’ ideas and 
expressing their own clearly and 
persuasively. 

CCSS.ELA-Literacy.SL.9-12.1d
Respond thoughtfully to diverse 
perspectives; synthesize comments, 
claims, and evidence made on all sides 
of an issue; resolve contradictions 
when possible; and determine what 
additional information or research is 
required to deepen the investigation or 
complete the task.

Watching and listening to a performance is a unique experience that takes 

students beyond the printed page to an immersion in images, sound, inter-

pretation, technology, drama, skill, and craft.  Performance activities help 

students analyze different aspects of the experience and engage critically 

with the performance. They will consider the creative choices that have been 

made for the particular production they are watching and examine different 

aspects of the performance.

The Student Critique activity incorporates a reproducible sheet. Students 

should bring this activity sheet to the final dress rehearsal and fill it out during 

intermission and/or after the final curtain. The activity directs attention to 

details of the production that might otherwise go unnoticed.

The activity sheet is called My Highs & Lows. It serves to guide students 

toward a consistent set of objective observations, as well as to help them 

articulate their own opinions. It is designed to enrich the students’ under-

standing of the art form as a whole. The ratings system encourages students 

to express their critique:  use these ratings to spark discussions that require 

careful, critical thinking. 

The My Highs & Lows handout can be found at the back of this guide. 

Students will enjoy starting the class with an open discussion of the Met performance. What did they like? 

What didn’t they? Did anything surprise them? What would they like to see or hear again? What would they 

have done differently? The discussion offers an opportunity to apply the notes on students’ My Highs & Lows 

sheet, as well as their thoughts about the visual design of the Met production—in short, to see themselves 

as Eugene Onegin experts. 

Apart from its many insightful observations on human nature, Tchaikovsky’s Eugene Onegin is also a story 

about evolution and transformation. A shy, naïve girl from the country grows into a beautiful woman of great 

poise and self-control. A man bored by everything he encounters is consumed by passion and changed into an 

individual capable of breaking all social mores. Tatiana’s transition occurs in between the episodes portrayed 

in the opera. Onegin’s transformation from aloof aristocrat to ardent lover, on the other hand, happens in an 

instant, entirely within view of the audience.

Ask your students to consider the nature of these changes in Tatiana’s and Onegin’s characters. Specifically,

• Are they believable? Did you “buy” Tatiana’s transformation? What about Onegin’s?

• Do you think Onegin loved Tatiana all along? Why or why not? If not, what might have inspired his sudden 

feelings?

• Do you think Onegin’s rejection of Tatiana played a role in her evolution? Would Tatiana have become the 

graceful and elegant aristocrat of the last act without Onegin’s earlier refusal?

• Do you think Tatiana made the right choice? Do you think she and Onegin might have been happy together? 

Why or why not?

• What do you imagine for the two characters after the final scene of the opera? What will become of Onegin 

and Tatiana? How will they change or evolve from this point on?

• What makes a person change? Do someone’s character really ever change, or is the seed of that change 

dormant inside a person all along?

• Can students discern how Tchaikovsky’s music expresses and matches the changes within Onegin and 

Tatiana?

Ask students to consider an evolution they recognize within themselves. Prompt them to think about the timeline 

of that change. Did it occur suddenly or over the course of months, maybe even years? Did something in their 

past slowly build and develop within them, or was their evolution triggered suddenly by a specific situation? 

If students are comfortable sharing their personal histories, invite them to participate in conversation about 

how their stories demonstrate the many different ways a person, or character, can change. For homework, 

ask them to write about their personal anecdote in the third person, as if described by someone else. Ask 

them to consider how they might show, rather than tell, their reader about the evolution or change they are 

describing. Students may compose their anecdote in the third person in any format you wish: as a short essay 

or reflection, dramatic scene, work of poetry, or any other artistic format. 

ENCOUR AGING S TUDENT RE SPONSE IN
AT TENDING THE FIN A L DRE SS REHE A RSA L

FOLLOW- UP DISCUSSION
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FURTHER RESOURCES 

IN  PRINT 

ONLINE

Kearney, Leslie, ed. Tchaikovsky and His World. Princeton: Princeton University Press, 1998.

A scholarly collection of essays on Tchaikovsky, including several on aspects of his opera Eugene Onegin, 

as well as his interpretation of Pushkin.

Pushkin, Alexander. Eugene Onegin, trans. James E. Falen. Oxford: Oxford University Press, 1990.

A relatively recent translation of Pushkin’s novel that aims to preserve the meter and rhyme of the original 

Russian verse.

Wiley, Roland John. Tchaikovsky. Oxford: Oxford University Press, 2009.

A biography of Tchaikovsky from Oxford’s Master Musicians series, including a discussion of both his life 

and works. 

act/scene
Acts and scenes are ways of categorizing sections of operas. An act is a large-scale division of an opera, 

and each opera will typically include from two to five acts. Acts can be subdivided into scenes, which 

are often differentiated by a change in setting or characters. 

adagio
Literally “at ease,” adagio is a tempo marking that indicates a slow speed. An adagio tempo marking 

indicates that the performer should play in a slow and leisurely style.

allegro
Italian for “cheerful” or “joyful,” Allegro is the most common tempo marking in Western music, indicating 

a moderately fast to quick speed. 

aria
A song for solo voice accompanied by orchestra. In opera, arias mostly appear during a pause in dramatic 

action when a character is reflecting musically on his or her emotions. Most arias are lyrical, with a 

tune that can be hummed, and many arias include musical repetition. For example, the earliest arias 

in opera consist of music sung with different stanzas of text (strophic arias). Another type of aria, da 

capo arias, became common by the eighteenth century and feature the return of the opening music 

and text after a contrasting middle section. Nineteenth-century Italian arias often feature a two-part 

form that showcases an intensification of emotion from the first section (the cantabile) to the second 

section (the cabaletta).

articulation
The smoothness or hardness with which a note is begun and ended. Articulation is a way of indicating 

the degree to which each note connects to the next, and can be seen while watching the bow of a 

stringed instrument player. A note can be attacked sharply and made short, or it can flow smoothly 

into the next note. 

baritone
Literally “deep sounding,” a baritone is what a typical male voice sounds like—the term refers to a male 

singer with a low but not extremely low vocal range. A baritone will sing notes that are higher than 

those sung by a bass and lower than those sung by a tenor. Uncommon until the nineteenth century, 

baritone roles have grown in popularity in opera since the works of Verdi, who often reserved the 

voice type for villains.

baroque
A period of music history lasting from approximately 1600 to 1750. The beginning of the Baroque period 

coincides with the invention of opera as a genre, and its end coincides with the death of the composer 

Johann Sebastian Bach. The Baroque period saw the rise of modern tonality, an expansion of performing 

forces, and increased ornamentation. The term “baroque” means bizarre or exaggerated, and was 

used by critics in the Eighteenth century critics who preferred a simpler and less-ornamented style.

https://www.youtube.com/watch?v=Nm0zJt-UeB0

Anna Netrebko sings an excerpt from the Letter Scene in the Met’s production of Eugene Onegin.

https://www.youtube.com/watch?v=ccGKhjEOEuE

Mariusz Kwiecien sings Onegin's aria (“Kogda bi zhizn”) from Act I Eugene Onegin.

https://www.youtube.com/watch?v=DG5zK7GBXwQ

Piotr Beczala sings an excerpt from Lenski’s aria “Kuda, kuda” from Act II of Eugene Onegin.

GLOSSARY
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Anna Netrebko sings an excerpt from the Letter Scene in the Met’s production of Eugene Onegin.

https://www.youtube.com/watch?v=ccGKhjEOEuE
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Piotr Beczala sings an excerpt from Lenski’s aria “Kuda, kuda” from Act II of Eugene Onegin.
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bass
The lowest sounding line in music. Bass also refers to the lowest singing range for the male voice. Opera 

composers often choose a bass voice to sing one of two opposite types of roles: comic characters or dramatic 

and serious characters. For example, Mozart and Rossini wrote comic parts for bass voice, using musical 

repetition and low register for comic effect. Wagner and Mozart wrote serious parts for bass voice, focusing 

on the gravity that a low register can contribute to the overall musical texture.

bel canto
Referring to the Italian vocal style of the late eighteenth and nineteenth centuries, bel canto singing empha-

sizes lyricism and ornamentation in order to showcase the beauty of the singer’s voice. Its focus on lyrical 

embellishment directly contrasts with a contemporary Germanic focus on a weighty, dramatic style. Bel canto 

singing is most closely associated with the music of Gioachino Rossini, Vincenzo Bellini, and Gaetano Donizetti. 

cadenza
An ornamented musical elaboration played in a free style by a soloist to display his or her virtuosity. Cadenzas 

are typically improvised—that is, created by a performer on the spot—though they can also be written out 

in advance. They most frequently occur near the end of a piece, at a point of harmonic tension when the 

piece is about to conclude. 

chorus
 A section of an opera in which a large group of singers performs together, typically with orchestral accompa-

niment. Most choruses include at least four different vocal lines, in registers from low to high, with multiple 

singers per part. The singers are typically from a particular group of people who play a certain role on 

stage—soldiers, peasants, prisoners, and so on. Choruses may offer a moral or commentary on the plot, or 

participate in the dramatic action. 

Classical
A period of music history lasting from approximately 1750 to 1830, bordered by the earlier Baroque period 

and the later Romantic period. Contrasting with the ornamentation common to the preceding Baroque 

period, Classical music is characterized by simple and elegant melodies, regular harmonic accompaniment, 

and contrasts between melodic themes. The composers most closely associated with the Classical period 

include Joseph Haydn, Wolfgang Amadeus Mozart, and Ludwig van Beethoven.

coloratura
A rapid and elaborate ornamentation by a solo singer, particularly common in operas of the eighteenth and 

nineteenth centuries. Requiring vocal agility and a wide and high range, coloratura showcases the virtuosity 

of a singer by featuring repeating melodic figures, rapid scales, trills, and other embellishments.

conductor
The person who directs the orchestra, setting the tempo, giving interpretive directions to the musicians, 

and generally holding all the musical elements of a performance together. In orchestra performance, the 

conductor typically stands on a podium in front of the players and uses a baton to communicate the meter 

and tempo, and his or her non-baton hand to indicate dynamics, phrasing, and articulation to the musicians. 

The gestures of a conductor can be likened to a non-verbal language that the musicians understand.

contralto
A deep female voice, with a vocal range that extends lower than that of a mezzo-soprano. Contraltos are 

known for having a very wide range and for the power and depth of sound with which they can sing. As is the 

case for roles for basses, many of the earliest roles in opera for contraltos are comic roles, though nineteenth-

century composers also wrote dramatic roles for female singers with a lower range.

crescendo
A gradual raising of volume in music achieved by increasing the dynamic level. When music crescendos, 

the performers begin at a softer dynamic level and become incrementally louder. One of the most famous 

types of crescendos in opera, the Rossini crescendo, includes an increase in volume together with repeating 

melodic and rhythmic phrases, higher instrumental registers, and the gradual addition of instruments in 

order to create a particularly dramatic effect.

diminuendo
A gradual lowering of volume in music achieved by decreasing the dynamic level. During a diminuendo, the 

performers begin at a louder dynamic level and become incrementally softer. 

dynamics
A musical trait pertaining to loudness and softness. During the eighteenth century, composers began indicating 

their desired intensity of volume in music by writing words such as piano (soft) and forte (loud) into the 

musical score. Dynamics encompass a spectrum from pianissimo (very soft) to piano (soft) to mezzo piano 

(moderately soft), all the way up to fortissimo (very loud). Music can shift to another dynamic level either 

suddenly or gradually, through a crescendo or diminuendo.

ensemble
A musical piece for two or more soloists, accompanied by orchestra. Types of ensembles include duets (for 

two soloists), trios (for three soloists), and quartets (for four soloists). Sometimes singers will respond directly 

to one another during an ensemble. At other times, singers will each sing to themselves as if the other singers 

were not on stage. In ensembles, multiple characters may simultaneously express very different emotions 

from one another.

finale
The last portion of an act, a finale consists of several musical sections that accompany an escalating dramatic 

tension. Finales frequently consist of multiple ensembles with different numbers of characters. When it 

occurs at the end of an early act in the opera, a finale may create a messy situation—and the resolution of 

this situation will only happen in subsequent acts. One type of finale common in comic operas, a chain finale, 

features characters entering or exiting from the stage to create unexpected combinations of characters, in 

turn increasing the opera’s dramatic tension.

forte
Meaning “loud” or “strong” in Italian, forte is a dynamic level in music that indicates a loud volume. Adding 

the suffix “-issimo” to a word serves as an intensifier—since forte means “loud,” fortissimo means “very loud.”
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harmony
The simultaneous sounding of pitches to produce chords, and the relationship between different chords as they succeed 

one another. Throughout much of Western music, systems of rules govern these progressions to help create our sense 

of musical tension, expectation, and conclusion. Tonal harmony is based on progressions of chords in relationship to a 

tonic (or home) key. In the 19th century, as composers sought novel sounds to reflect the originality of their invention, 

they began to employ chords and progressions of greater dissonance and greater distance from the home key. As such 

dissonances moved beyond mere sound effects into the musical structure itself, the traditional theory of tonal harmony 

began to become insufficient as a way to understand and describe musical structure. 

intermission
A break between acts of an opera. At the beginning of an intermission, the curtain will fall (that is, close) on stage, 

and the lights in the auditorium, called the house lights, will become brighter. Intermissions provide audiences with a 

chance to walk around, talk with one another, and reflect on what they have seen and what could happen next. The 

break in the performance may also correspond with a change of time or scene in the story of the opera—the next act 

may take place hours or months later, or be set in a different location. Usually lights will dim and a bell may sound to 

indicate that the intermission is drawing to a close and the opera is about to resume.

legato
A type of articulation in which a melody is played with smooth connection between the notes. A legato passage does 

should not include any pauses between notes or any accents at the beginnings of notes, as the notes blend into one 

another without a break. In contrast, a passage that is played staccato features notes played in a separated manner.

Leitmotif
From the German for “leading motive,” a leitmotif is a recurring musical idea, or motive, that represents a particular 

person, object, idea, emotion, or place. This musical idea is usually a few seconds in length and can occur in the music’s 

melody, harmony, rhythm, or a combination of the three. Leitmotifs are most closely associated with the operas of 

Richard Wagner, where they are used repeatedly throughout the opera to provide unity; they also less frequently appear 

in operas of other composers, including Giuseppe Verdi and Richard Strauss.

libretto
The text of an opera, including all the words that are said or sung by performers. Until the early eighteenth century, 

a composer would frequently set music to a pre-existing libretto, and any given libretto could thus be set to music 

multiple times by different composers. During the eighteenth and nineteenth centuries, collaboration between the 

author of the libretto, known as the librettist, and the composer became more frequent. Some opera composers, most 

notably Richard Wagner, are known for writing their own text. 

maestro
A title of respect used to address a conductor. The term is often applied to conductors with several decades of experi-

ence. However, performers often use this honorific when addressing the conductor. 

melody
A succession of pitches that form an understandable unit. The melody of a piece consists of the tune that 

a listener can hum or sing. During arias, the singer will usually sing the main melody, though other instru-

ments may play parts of the melody. Sometimes, such as during ensembles, multiple melodies can occur 

simultaneously. 

mezzo-soprano
A female voice with a range between that of a contralto and soprano. A mezzo-soprano’s voice is slightly 

deeper than that of a soprano, so mezzo-sopranos are often cast in supporting roles as older women, including 

nurses, confidantes, or maids.

opera buffa
A term applied to Italian comic operas from the mid-eighteenth through mid-nineteenth centuries. The plot 

of an opera buffa often features scenes and characters from everyday life and addresses a light or sentimental 

subject, concluding with a happy ending. 

opera seria 
An eighteenth- or nineteenth-century Italian opera employing a noble and serious style. The plot of an opera 

seria often upholds morality by presenting conflicting emotions such as love versus duty, or by modeling 

enlightened rulers. 

operetta
Featuring spoken dialogue, songs, and dances, an operetta is a short theatrical piece. Shorter in duration 

than operas, operettas typically feature a light subject matter, incorporate melodies composed in a popular 

style, and feature spoken dialogue. Most popular from the mid-nineteenth century to the early twentieth 

century, the genre is the precursor of the American musical.

ornamentation
An embellishment to the melody, rhythm, or harmony of music, intended to make a melody more expressive 

or ornate. Ornamentation can be either indicated through symbols written into the music or improvised by 

the performer. 

overture
 An instrumental piece that occurs before the first act as an introduction to an opera. After the conductor 

enters the orchestra pit and takes a bow, the music for the overture begins. Most overtures are a few minutes 

in duration, and set the mood for the opera—even featuring musical themes that will occur later in the opera.

piano
Abbreviated p in a musical score, piano indicates a soft dynamic level. Musicians may achieve a piano sound 

by using less bow, less air, or less force. In opera, soft music will often correspond with emotions of sadness 

or moments in the plot when a character is reflecting on a course of action or emotional state. Pianissimo is 

“very soft,” and can be so quiet that an audience may need to listen carefully in order to discern its melody 

and harmony.
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pitch
The quality of a musical sound corresponding to its perceived highness or lowness. Scientifically, pitch can be measured 

as the number of vibrations (or repetitions) of a sound wave per second, which is called its frequency. A sound with a 

low frequency, like a bass drum, will sound low and have a low pitch, while a sound with a high frequency, like a siren, 

will sound high. 

prima donna
Meaning “first lady” in Italian, the prima donna is the leading female role in an opera. The term may apply to the role or 

to the singer herself, who usually sings in the soprano register and is the star of the show. Since the nineteenth century, 

the term has also been applied to a singer of any gender with a self-centered and demanding personality.

recitative
A type of vocal writing between speech and song that imitates the accents and inflections of natural speech. Composers 

often employ recitative for passages of text that involve quick dialogue and the advancement of plot, since the style 

allows singers to move rapidly through a large amount of text. Recitative may be accompanied either by keyboard or 

by the whole orchestra.

rhythm
Rhythm refers to the way music unfolds over time; it is a series of durations in a range from long to short. Along with 

pitch, it is a basic and indispensable parameter of music. Rhythm is perceived in relation to an underlying beat and within 

the context of a meter. Western musical notation indicates to the performer the exact duration of each note or rest. 

Romantic
A period of music history lasting from approximately 1830 to 1900. Beginning in literature and later adopted by 

composers, romanticism reflected a newfound focus on individuality, nature, and emotional extremes. Music from the 

Romantic period often explores music’s redemptive power, focusing on the sublimity of nature, love, and the mysterious. 

Composers began to experiment with shortening and lengthening the standard forms and durations of musical works, 

and also added more expressive harmonies to convey the originality of their musical vision.

score
The complete musical notation for a piece, the score includes notated lines for all of the different instrumental and 

vocal parts that unite to constitute a musical composition. In an opera orchestra, the conductor follows the score during 

rehearsals and performances, while each performer follows his or her individual part. 

Singspiel
Literally “sung play,” a Singspiel is an opera with spoken dialogue. Singspiels are typically in German and are from the 

Classical or early Romantic eras. The plot of a Singspiel is usually comic in nature, and its music may include songs, 

choruses, and instrumental numbers that are separated by spoken dialogue.

solo
A piece, musical passage, or line for a lone singer or other performer, with or without instrumental accompaniment. The 

most common type of solo in opera is the aria, which is composed for a single voice with orchestral accompaniment. 

soprano
The highest singing range for the female voice. Roles composed for soprano singers are typically among the 

leading roles in the opera and require soprano singers to show off their virtuosic flexibility and range. 

tempo
Literally “time” in Italian, tempo refers to the speed of a piece of music. Tempo is indicated in a score by a variety 

of conventional (often Italian) words—such as allegro, adagio, vivace, moderato, grave, and many more—that 

not only provide direction on the composer’s desired rate of speed, but also carry associations of gesture and 

character. For instance, vivace indicates not only a brisk speed but also a lively spirit. Additional tempo markings 

may indicate when a composer asks for a section of music to be sped up (such as “accelerando”) or slowed down 

(such as “rallentando”).

tenor
The highest natural male vocal range. By the nineteenth century, the tenor had become the most common vocal 

range for male leading roles in operas. Tenor roles often feature high-pitched notes for male voice in order to 

showcase the singer’s range and power. A related voice type is the countertenor, with a range above that of a 

tenor and similar to that of a contralto.

theme/motive
Themes are the melodic ideas that are musical building blocks for a piece. A theme is often recognizable as a 

distinct tune and may reappear in its original form or in altered form throughout the piece. A motif (or motive) 

is a brief musical idea that recurs throughout a musical work. Motives can be based on a melodic, rhythmic, or 

harmonic component, and their repetition makes them recognizable to the listener. In opera, musical motives 

are often symbolically associated with specific characters or dramatic ideas. 

timbre
Pronounced TAM-bruh, a French word that means “sound color.” It refers to the complex combination of charac-

teristics that give each instrument or voice its unique sound. Just as we can recognize each other by the differ-

ences in our speaking voices, operatic singing voices are distinguishable by their unique timbres. Listeners can 

also identify orchestral instruments by their timbre without being able to see them. The creative combination 

of different instrumental timbres is one of the artistic aspects of orchestration.

trill
A rapid alternation between two pitches that are adjacent to one another. Trills are a type of ornamentation, 

serving to embellish the melodic line, and appear regularly within coloratura passages. Trills also may appear 

near the end of a piece in order to prolong the musical tension before the music concludes.

verismo
A movement in Italian theater and opera in the late 19th century that embraced realism and explored areas of 

society previously ignored on the stage: the poor, the lower-class, and the criminal. Its characters are driven 

by passion to defy reason, morality, and the law. In order to reflect these emotional extremes, composers of 

verismo opera developed a musical style that communicates raw and unfiltered passions. Musically, verismo 

operas react against the forced ornamentation of the bel canto style and instead emphasize a more natural 

setting of the text to music. Before its exploration on the operatic stage, the verismo aesthetic first developed 

within the realm of literature.
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to the singer herself, who usually sings in the soprano register and is the star of the show. Since the nineteenth century, 

the term has also been applied to a singer of any gender with a self-centered and demanding personality.

recitative
A type of vocal writing between speech and song that imitates the accents and inflections of natural speech. Composers 

often employ recitative for passages of text that involve quick dialogue and the advancement of plot, since the style 

allows singers to move rapidly through a large amount of text. Recitative may be accompanied either by keyboard or 

by the whole orchestra.

rhythm
Rhythm refers to the way music unfolds over time; it is a series of durations in a range from long to short. Along with 

pitch, it is a basic and indispensable parameter of music. Rhythm is perceived in relation to an underlying beat and within 

the context of a meter. Western musical notation indicates to the performer the exact duration of each note or rest. 

Romantic
A period of music history lasting from approximately 1830 to 1900. Beginning in literature and later adopted by 

composers, romanticism reflected a newfound focus on individuality, nature, and emotional extremes. Music from the 

Romantic period often explores music’s redemptive power, focusing on the sublimity of nature, love, and the mysterious. 

Composers began to experiment with shortening and lengthening the standard forms and durations of musical works, 

and also added more expressive harmonies to convey the originality of their musical vision.

score
The complete musical notation for a piece, the score includes notated lines for all of the different instrumental and 

vocal parts that unite to constitute a musical composition. In an opera orchestra, the conductor follows the score during 

rehearsals and performances, while each performer follows his or her individual part. 

Singspiel
Literally “sung play,” a Singspiel is an opera with spoken dialogue. Singspiels are typically in German and are from the 

Classical or early Romantic eras. The plot of a Singspiel is usually comic in nature, and its music may include songs, 

choruses, and instrumental numbers that are separated by spoken dialogue.

solo
A piece, musical passage, or line for a lone singer or other performer, with or without instrumental accompaniment. The 

most common type of solo in opera is the aria, which is composed for a single voice with orchestral accompaniment. 

soprano
The highest singing range for the female voice. Roles composed for soprano singers are typically among the 

leading roles in the opera and require soprano singers to show off their virtuosic flexibility and range. 

tempo
Literally “time” in Italian, tempo refers to the speed of a piece of music. Tempo is indicated in a score by a variety 

of conventional (often Italian) words—such as allegro, adagio, vivace, moderato, grave, and many more—that 

not only provide direction on the composer’s desired rate of speed, but also carry associations of gesture and 

character. For instance, vivace indicates not only a brisk speed but also a lively spirit. Additional tempo markings 

may indicate when a composer asks for a section of music to be sped up (such as “accelerando”) or slowed down 

(such as “rallentando”).

tenor
The highest natural male vocal range. By the nineteenth century, the tenor had become the most common vocal 

range for male leading roles in operas. Tenor roles often feature high-pitched notes for male voice in order to 

showcase the singer’s range and power. A related voice type is the countertenor, with a range above that of a 

tenor and similar to that of a contralto.

theme/motive
Themes are the melodic ideas that are musical building blocks for a piece. A theme is often recognizable as a 

distinct tune and may reappear in its original form or in altered form throughout the piece. A motif (or motive) 

is a brief musical idea that recurs throughout a musical work. Motives can be based on a melodic, rhythmic, or 

harmonic component, and their repetition makes them recognizable to the listener. In opera, musical motives 

are often symbolically associated with specific characters or dramatic ideas. 

timbre
Pronounced TAM-bruh, a French word that means “sound color.” It refers to the complex combination of charac-

teristics that give each instrument or voice its unique sound. Just as we can recognize each other by the differ-

ences in our speaking voices, operatic singing voices are distinguishable by their unique timbres. Listeners can 

also identify orchestral instruments by their timbre without being able to see them. The creative combination 

of different instrumental timbres is one of the artistic aspects of orchestration.

trill
A rapid alternation between two pitches that are adjacent to one another. Trills are a type of ornamentation, 

serving to embellish the melodic line, and appear regularly within coloratura passages. Trills also may appear 

near the end of a piece in order to prolong the musical tension before the music concludes.

verismo
A movement in Italian theater and opera in the late 19th century that embraced realism and explored areas of 

society previously ignored on the stage: the poor, the lower-class, and the criminal. Its characters are driven 

by passion to defy reason, morality, and the law. In order to reflect these emotional extremes, composers of 

verismo opera developed a musical style that communicates raw and unfiltered passions. Musically, verismo 

operas react against the forced ornamentation of the bel canto style and instead emphasize a more natural 

setting of the text to music. Before its exploration on the operatic stage, the verismo aesthetic first developed 

within the realm of literature.
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THE SHOW, SCENE BY SCENE     ACTION       MUSIC          SET DESIGN/STAGING

Onegin returns to St. Petersburg and attends a ball

My opinion of this scene    1-2-3-4-5                        1-2-3-4-5       1-2-3-4-5

Prince Gremin confides his happiness in marriage to Onegin

My opinion of this scene:    1-2-3-4-5                        1-2-3-4-5       1-2-3-4-5

Onegin recognizes Tatiana

My opinion of this scene:     1-2-3-4-5                        1-2-3-4-5        1-2-3-4-5

Onegin and Tatiana meet one last time

My opinion of this scene:     1-2-3-4-5                        1-2-3-4-5        1-2-3-4-5

EUGENE ONEGIN:  M Y HIGHS & LOWS

March 27, 2017
Conducted by Robin Ticciati
Reviewed by    

THE STARS:                                       STAR POWER                     MY COMMENTS

Anna Netrebko as Tatiana     *****

Mariusz Kwiecien as Onegin     *****

Elena Maximova as Olga      *****

Alexey Dolgov as Lenski     *****

Štefan Kocán as Gremin     *****

THE SHOW, SCENE BY SCENE     ACTION       MUSIC          SET DESIGN/STAGING

Madame Larina reflects on days gone by as her daughters sing of love  

My opinion of this scene:     1-2-3-4-5        1-2-3-4-5         1-2-3-4-5

The family’s peasants sing and dance 

My opinion of this scene:     1-2-3-4-5     1-2-3-4-5          1-2-3-4-5

A visit by Lenski and Onegin 

My opinion of this scene:     1-2-3-4-5                        1-2-3-4-5          1-2-3-4-5

Tatiana pours out her feelings in a letter 

My opinion of this scene:                        1-2-3-4-5      1-2-3-4-5          1-2-3-4-5

Onegin rejects Tatiana

My opinion of this scene:      1-2-3-4-5     1-2-3-4-5          1-2-3-4-5

A celebration goes awry

My opinion of this scene:      1-2-3-4-5                        1-2-3-4-5        1-2-3-4-5

The duel 

My opinion of this scene:      1-2-3-4-5                        1-2-3-4-5        1-2-3-4-5
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