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THE WORK: 

THE MERRY WIDOW
An operetta in three acts, sung in 
English
Music by Franz Lehár
Libretto by Victor Léon and Leo 
Stein, based on the play L’Attaché 
d’Ambassade by Henri Meilhac
English translation by Jeremy Sams
First performed at the Theater an der 
Wien, Vienna, Austria, in 1905

PRODUCTION
Ward Stare, Conductor
Susan Stroman, Production
Julian Crouch, Set Designer
William Ivey Long, Costume Designer
Paule Constable, Lighting Designer
Susan Stroman, Choreographer

STARRING

(In order of appearance):

Sir Thomas Allen
BARON MIRKO ZETA (baritone)

Andriana Chuchman
VALENCIENNE (mezzo-soprano)

David Portillo
CAMILLE DE ROSILLON (tenor)

Susan Graham
HANNA GLAWARI (soprano)
 
Paul Groves
DANILO (tenor)

Production a gift of The Sybil B. 
Harrington Endowment Fund

WHAT TO E XPEC T FROM THE MERRY WIDOW

ONE OF THE MOST ENDURINGLY SUCCESSFUL OF THE GREAT VIENNESE OPERETTAS, 

The Merry Widow is a frothy comedy of love filled with memorable tunes, elegant settings, 

and realistically drawn, likeable characters. Composer Franz Lehár was the leading exponent 

of the “Silver Age” of operetta, the years between 1900 and 1920 that produced some of the 

most musically sophisticated scores of the genre, following operetta’s first wave of popularity 

(often referred to as the “Golden Age”), which began around the mid-19th century with the 

works of Johann Strauss, Jr. and other composers.

In this production, director and choreographer Susan Stroman, together with her design 

team, has created a sparkling art nouveau setting for this charming tale while also taking a 

close look at the heart of the piece—the merry widow of the title, a woman who embodies 

modern sensibilities and pursues her own desires.

This guide is intended to help your students appreciate the musical and comedic riches of 

Lehár’s masterpiece. They will explore the interactions of the main characters and consider 

how this operetta reflects the place of women in 19th-century Europe. The activities and 

information in this guide are intended to offer students tools for creatively engaging The 

Merry Widow before, during, and after the Final Dress Rehearsal performance. By inviting 

students to make connections between the opera, other classroom subjects, and their own 

life experiences, it will help students develop the confidence to engage with music and other 

performing arts even after they leave the theater itself.
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ABOUT THE ME TROPOLITAN OPER A HOUSE

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 THE MERRY WIDOW

This guide includes several sections with 
a variety of background material on The 
Merry Widow.

• The Source, The Story, and Who’s 
Who in The Merry Widow

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

• A Closer Look: A brief article 
highlighting an important aspect of 
Lehár’s The Merry Widow

• Guided Listening: A series of 
musical excerpts with questions and a 
roadmap to possible student responses

• 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 The Merry Widow:

• The representation of women’s experience of marriage in the operetta and its relationship 

to the historical context

• The dance forms distinctive to the popular genre of operetta and their musical characteristics

• 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 The Merry Widow, 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.

Ken Howard/
Metropolitan Opera
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The small country of Pontevedro is nearly bankrupt. In Paris, the Pontevedrian ambassador 

hatches a plan. He will encourage the wealthy widow Hanna Glawari to marry Danilo Danilovitch, 

a wealthy aristocrat from Pontevedro, rather than a Parisian suitor, thus making sure that her 

inheritance stays in her home country. In the meantime, Danilo would prefer to continue in his 

party-loving lifestyle rather than settle down. At the same time, the ambassador’s young wife 

Valencienne is falling in love with a Frenchman, and their flirting threatens to ruin Valencienne’s 

reputation. Despite jealousy and intrigue, Hanna and Danilo eventually confess their love for 

one another and agree to marry.

Ken Howard/
Metropolitan Opera

THE S TORY

SUMM A RY
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Henri Meilhac was a prolific playwright and librettist who specialized in probing the comic foibles of his fellow men. 

Ironically, his fame today rests almost exclusively on the libretto he co-wrote for Bizet’s Carmen—hardly one of the 

light-hearted pieces that formed the bulk of his creative output. His three-act comedy L’Attaché d’Ambassade (“The 

Embassy Attaché”) dates from 1861, close to the beginning of his long career. Unlike the blockbuster successes of his 

later operetta libretti for Jacques Offenbach, it did not find a large audience and closed after only 15 performances 

at the Théatre du Vaudeville in Paris. But it found greater success in a German translation at the Carltheater in Vienna, 

where it was regularly revived.

Inspired by one of these revivals in 1905, the librettist Leo Stein was moved to adapt Meilhac’s stage comedy into 

an operetta libretto. With his frequent collaborator Victor Léon (himself the stage manager at the Carltheater), he 

brought the idea to the management of Vienna’s Theater an der Wien, which liked the idea of a new operetta with a 

glittering Parisian setting. After the theater’s first choice of composer did not produce the desired result, Lehár was 

asked to step in. The immediate success of The Merry Widow (or Die lustige Witwe in the original German) without 

a doubt was due not only to its profusion of sensuous melodies and dances but also to Meilhac’s expert weaving of 

romance, witty dialogue, and dramatic conflicts.

THE SOURCE:  L’AT TACHÉ D’A MBA SSA DE  BY HENRI  MEILH AC

Ken Howard/
Metropolitan Opera
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Act I The Grand Salon of the Pontevedrian Embassy in Paris. The scene opens at a ball in 
honor of Pontevedro. The Pontevedrian ambassador, Baron Mirko Zeta, reveals that his 
home country is nearly bankrupt and hopes that their Parisian guests will help them raise 
the money they need. He’s pleased when he sees his young wife, Valencienne, flirting with 
Camille de Rosillon, a handsome young Frenchman, assuming she’s merely trying to win 
French support for Pontevedro. In fact, Camille has declared his love for Valencienne and 
writes “I love you” on her fan.

Meanwhile, Zeta eagerly awaits the arrival of the guest of honor, Hanna Glawari, a wealthy 
widow from Pontevedro. Zeta wants to keep her from marrying any of the Parisian men so 
that her millions will stay in their country. He plans to match her with Danilo Danilovitch, a 
womanizing aristocrat from his country. Two Frenchmen, Cascada and St. Brioche, overhear 
Zeta’s conversation about Hanna and plan to wed the widow.

When Hanna makes her appearance, the Parisian men shower her with compliments. After 
she departs for the ballroom, Valencienne realizes she has lost her fan—the one with Camille’s 
incriminating message—and she rushes out to look for it.

Danilo finally arrives, fresh from a night of carousing at Maxim’s, and takes a quick nap in the 
Grand Salon. Hanna finds him and they talk, revealing that they were once in love, but that 
Hanna was considered too far beneath Danilo’s status for him to marry her. He says he’s not 
interested in marriage and insists he’ll never say “I love you.”

In the meantime, Zeta’s chief of staff, Kromow, finds Valencienne’s fan and thinks it belongs 
to his wife, Olga. Zeta, wanting to spare Olga the scandal, convinces him it is Valencienne’s. 
Meeting with Danilo, Zeta orders him to marry Hanna for the good of Pontevedro. Danilo 
replies that he will keep all the Parisian men from her, but he will not marry her. When the 
“Ladies Choice” dance is announced, Hanna selects Danilo, and after some flirtatious bantering 
the two finally dance.

Act II The terrace and garden of Hanna’s villa. The following day, Hanna hosts a party at her 
villa. Danilo arrives late, and Zeta orders him to return to his mission of keeping the Parisian 
men from Hanna—particularly Camille. His assistant Njegus reveals that Camille is already 
in love with a mystery woman. Zeta wants to know who this woman is so he can marry her 
off to Camille, leaving Hanna free for a Pontevedrian suitor. He believes the fan is the key to 
her identity and orders Danilo to determine its owner.

S Y NOPSIS
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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

Hanna comes across the fan and, seeing its inscription, assumes it 
is a gift to her from Danilo. But still, he will not say “I love you,” and 
she will not accept him until he does. He tells her about his favorite 
Parisian nightspot, Maxim’s, and they waltz. They are interrupted by 
Zeta, who still wants to learn the identity of Camille’s secret lover. 
The men agree to meet in the pavilion to discuss the matter.

Camille and Valencienne finally find her missing fan, and this time 
Valencienne writes “I am a respectable wife” on it. Njegus watches 
as Valencienne and Camille enter the pavilion. Zeta arrives to meet 
Danilo in the pavilion, but Njegus delays him from entering so that 
he won’t learn of Valencienne’s tryst with Camille. To protect her, 
Njegus sneaks Hanna into the pavilion to take her place. Hanna 
emerges, announcing that she and Camille are engaged. Danilo 
departs in a huff for Maxim’s, which Hanna takes as proof of his love.

Act III Chez Maxim. Arriving at Maxim’s in search of Danilo, Camille 
and Valencienne sneak off to enjoy one of the private rooms. Zeta 
and the other Pontevedrians appear, and the grisettes (dancing 
girls) entertain them. They’re joined by Valencienne, who is dressed 
as a Grisette.

Eventually both Danilo and Hanna arrive at Maxim’s, and he forbids 
her to marry Camille. When she explains that she was merely 
safeguarding another woman’s reputation, Danilo is delighted but 
still won’t declare his love.

As the guests reassemble, Danilo announces that Hanna will not 
marry Camille, but he will not reveal the identity of Camille’s mistress. 
Njegus produces the missing fan, which he found in the pavilion. 
Zeta finally recognizes it as his wife’s, declares himself divorced, 
and proposes to Hanna. She informs him that, according to her late 
husband’s will, if she remarries, she will lose her fortune. Hearing 
this, the men at the ball lose interest in marrying Hanna, except 
Danilo, who finally declares his love for her. They agree to marry, 
and Hanna amends her account of the will: upon remarrying she 
will lose her fortune—to her new husband. Valencienne returns 
and tells Zeta to read the other side of her fan, which reads “I am a 
respectable wife.” With the couples reunited, the men sing about 
the mystery of women.
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WHO’ S  WHO IN THE MERRY WIDOW

Character Pronunciation Guide Voice 
Type

The Lowdown

Hanna Glawari (the 
“merry widow”)

A beautiful, charming, 
and rich young widow 

HAH-nah 
GLAH-vahr-ee

soprano As a wealthy widow, Hanna attracts 
many suitors who want her money.

Count Danilo 
Danilovitch

Secretary at the 
Pontevedrian embassy

dah-NEE-low
dah-NEE-lo-vich tenor

A ladies’ man, Danilo was once in love 
with Hanna.

Baron Mirko Zeta Pontevedro’s 
ambassador in Paris

MEER-koh ZAY-tah baritone
An older man married to a lovely young 
woman, Zeta is a bit pompous and 
foolish.

Valencienne
The young and 
beautiful wife of Baron 
Zeta

val-en-cee-EN
mezzo-
soprano

She loves Camille but wants to 
retain her respectability as a married 
woman.

Camille de Rosillon A young Frenchman cah-MEEL duh 
roh-see-YAWN

tenor A charming suitor who woos Baron 
Zeta’s wife Valencienne

Kromow Chief of staff to the 
Pontevedrian embassy

KROH-mahv baritone A jealous fool who constantly suspects 
that his wife is flirting with other men

Olga Wife of Kromow As in English mezzo-
soprano

A flirtatious woman who is carrying on 
an affair with St. Brioche

Cascada and St. 
Brioche

Rival suitors for 
Hanna’s hand in 
marriage

cah-SCAH-duh; 
SAN bree-OSH

baritones Both men want Hanna only for her 
money.

Njegus Baron Zeta’s assistant NYAY-goosh baritone A comedic character who facilitates 
some of the action

Bogdanovitch and 
Pritchitch 

Attachés to the 
embassy

bog-DAHN-oh-vich
PRIH-chitch baritones

As embassy officials, they support 
Zeta’s actions.

Sylviane Wife of Bogdanovitch sill-vee-AHN mezzo-
soprano

She is having an affair with Cascada.

Praskowia Wife of Pritschitsch prahs-KOH-vee-ah contralto
She is a catty snob who looks down 
on Hanna and thinks Danilo is in love 
with her.

Lolo, Frou Frou, 
Margot, Cloclo, 
Joujou, and Dodo

Grisettes (dancing 
girls) at Maxim’s

froo-FROO 
zhoo-ZHOO 
(otherwise as in 
English)

sopranos
It’s clear they are all very familiar 
with Danilo—and the other men of the 
Pontevedrian embassy.
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TIMELINE

The dance form of the waltz first appears in European music. 

It gradually supplants the minuet, an earlier and more stately 

triple-meter dance form, and eventually becomes so popular 

that some composers build entire careers on specializing in waltz 

composition. Johann Strauss, Jr. was so accomplished in the genre 

that he became known as the “Waltz King.”

The Theater an der Wien opens, run by impresario Emanuel 

Schikaneder (best known as the librettist of Mozart’s Die 

Zauberflöte). Designed to provide greater technical flexibility 

and space for more lavish sets, the theater hosts both plays and 

operas during its early decades, before becoming the home of 

classic Viennese operetta in the 1860s.

The wildly successful works of Jacques Offenbach in Paris estab-

lish the popularity of the operetta genre and inspire imitations 

in other languages across Europe.

Henri Meilhac’s comedy L’Attaché d’Ambassade premieres in Paris. 

It later provides the source for The Merry Widow.

Johann Strauss, Jr. premieres An der schönen, blauen Donau (“By 

the Beautiful Blue Danube”) and Geschichten aus dem Wienerwald 

(“Tales from the Vienna Woods”), two of his most popular waltzes.

On April 30, Franz Lehár is born in Komárom, a small town astride 

the Danube on the border of modern-day Hungary and Slovakia, 

then part of the Austro-Hungarian Empire.

Johann Strauss finds international success as an operetta composer 

with Die Fledermaus. His move from waltz composition into 

operetta emphasizes the genre’s focus on dance music.

c. 1770

1860s

1861

1874

1801

1867-68

1870
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Lehár enters the Prague Conservatory, where he takes lessons in violin, music theory, 

and composition. Recognizing his talent, Antonín Dvořák encourages him to pursue 

a career as a composer.

Following his graduation, Lehár is called up for military service and plays in a succession 

of infantry regiment bands as violinist and later as bandmaster.

Lehár is appointed bandmaster of the 26th infantry regiment band, a post previously 

held by his father, which allows him to move to Vienna.

Having found an audience for his dances and marches and a resulting financial flexibility, 

Lehár leaves military service to focus exclusively on conducting and composition. Before 

the end of the year, two of his operettas are performed at the Theater an der Wien and 

the Carltheater, respectively.

The Merry Widow premieres at the Theater an der Wien on December 30. Its immediate 

success establishes not only Lehár’s international reputation but revitalizes the genre 

as a whole, ushering in a new era of popularity known as the “Silver Age” of operetta.

Lehár begins a fruitful collaboration with the tenor Richard Tauber and over the following 

nine years writes six operettas conceived with Tauber in the leading role.

Das Land des Lächelns (“The Land of Smiles”), the most successful of Lehár’s later 

compositions, premieres. With its second and third acts set in China, it maintains the 

characteristically exotic locale and characters of many “Silver Age” operettas. (The Merry 

Widow, while set in Paris, features the inhabitants of the fictional country of Pontevedro, 

a thinly veiled version of Montenegro, a nation in the Balkans.)

Lehár founds his own publishing house and buys back the rights to most of his composi-

tions in order to profit from their publication. From this point, he concentrates mainly 

on publishing activities rather than composition.

Having suffered from ill health for some time, Lehár dies on October 24 at his villa in 

Bad Ischl, an Austrian spa town near Salzburg.

1882

1888

1905

1920

1935

1929

1948

1899

1902
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A CLOSER LOOK

WH Y IS  THE WIDOW MERRY?

From the Wife of Bath in Chaucer’s 14th-century Canterbury Tales to Lehár’s Hanna 

Glawari, the widow in European art frequently appears as a carefree, powerful, and 

downright merry character. But why? The idea is anchored in the traditional rights and 

views of women, particularly in relation to marriage, throughout history.

In the 19th century and long before, the identity of European women was largely 

determined by their marital status. Unmarried women were typically viewed as subject 

to their fathers; they had no independent existence. Upon marriage, a woman became 

subject to her husband. In England, even into the 19th century, any property brought 

into a marriage by a woman became her husband’s. If they separated (even if it wasn’t 

her choice), she was typically left destitute, as under the law she had no rights to any 

of the marital property. European women could not buy or sell property, or engage in 

any financial transactions on their own behalf.

But if a woman became a widow, her story likely changed—at least if she was the widow 

of a well-off man. In many European societies, widows were fully independent. They 

often inherited their husband’s riches and didn’t return to their fathers’ homes, so they 

became somewhat of an anomaly: a woman with money and the power of choice. Some 

took over their husbands’ businesses and increased their wealth, which they continued 

to control. Of course this wasn’t the case for all widows. Overwhelmingly, they suffered 

hardship when they lost their main source of support. But it’s the figure of the ”merry 

widow”—free, wealthy, powerful, and independent—that appears again and again in 

European arts and literature.
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ENTR A NCE OF H A NN A:  “ WH AT’S  TH AT ? WH AT’S  A LL  THIS  COMMOTION? ” 

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 The Merry 
Widow and the libretto. 

When the widow Hanna Glawari enters the embassy party, all the men rush to greet her. She sees right through their little game: it’s not her they are 
interested in, but her money. She decides to have fun at their expense, pretending to be pleasantly surprised by their flattery while suggesting that she 
understands their ulterior motives all too well.

What to listen for:

• The contrasting styles of the “mazurka” and “waltz” 
• The interaction between Hanna’s solo and the Pontevedrian men’s chorus 

(00:00) The Merry Widow is an unusual opera in that it has spoken dialogue between songs—but that doesn’t mean that the orchestra waits  
  silently for the singing to start. Listen to the orchestra, where a big crescendo creates excitement and momentum as we move toward  
  Hanna’s entrance. 

(00:24)  Hanna arrives. Her first utterance involves no words at all: instead, it is just a single, soaring melody. She is playing the role  
  of the diva to perfection, lapping up the compliments that are showered upon her without needing to say anything.

(00:51)  Listen to the rhythm of the line “if I were a Parisian, I’d almost be amused.” Hanna will repeat this rhythm five times, on   
  every line in this section of the piece. Also listen to the steady rhythm in the strings and the nimble flute flourishes between Hanna’s  
  lines of text. The steady beat in the orchestra and the alternation of long and short notes in the melody evoke a mazurka, a Polish   
  dance used by many composers in the nineteenth and early twentieth centuries to signify the exotic music of eastern Europe.

(01:15)  Hanna wonders aloud why all the men at the embassy are so attracted to her. With the help of an orchestral crescendo, she finally  
  arrives at the reason: her “millions in the bank.”

(01:37)  A new rhythm begins. It is a waltz, a western European dance. (For more on the waltz rhythm, see the listening guide   
  for “Music’s playing, hear it saying,” below.) The contrast between the exotic “mazurka” and the western “waltz” reflects Hanna’s  
  humorous contrast between the elegant Parisian lady and the simple Pontevedrian widow.
 
(01:55)  The men echo Hanna’s waltz melody, admitting that she is right. 

(02:16)  With a single voice, the men declare their admiration for how frankly Hanna speaks her mind. They must do everything they can to  
  make her happy––even if that means agreeing with her when she teases or offends them.

(02:18)  The mazurka rhythm returns as Hanna feigns surprise that a humble Pontevedrian like her can become the toast of a town   
  like Paris.

(03:27)  Hanna finishes the aria with a trill, an instantly recognizable ornament that singers use to make themselves sound   
  exceptionally virtuosic.
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“ THEN OFF TO CHEZ M A XIM:  A S DIPLOM ATIC AT TACHÉ” 

The embassy party is already under way when Danilo stumbles in, drunk from his revels at Chez Maxim. This is the first time we (the audience) meet Danilo, 
and the aria is carefully constructed to tell us all about him in a few brief minutes. You may wish to ask your students: based on what you hear in the music and 
read in the libretto, is Danilo a hard worker? Does he like his job? Where and how does he spend most of his time? What else can you guess about him?

What to listen for: 
 
• How the libretto (i.e., the lyrics) and the score (the music) work together to craft the humor of Danilo’s entrance aria 
• How Lehár uses instrumental flourishes to add sparkle and interest to the vocal melody

(00:00)  Arias often begin with a short orchestral introduction that ends on a big chord, thereby establishing a strong vocal entrance. Here, the  
  classic formula actually embodies the character’s arrival onstage: the quick notes and the crashing chord that follow make it sound like  
  Danilo is rushing in and stumbling on the top step!

(00:13)  As Danilo begins describing his job, he lingers on the words “labor” and “every day.” In arias, holding a word gives it greater  
  emphasis—but it will soon become clear that Danilo’s work day is far from taxing! 

(00:22)  Danilo’s melody is not the only important music in the aria. If you listen carefully, you’ll hear little instrumental flourishes  
  between his phrases. The sparkling flute interjections, for instance, add additional humor to the already-comical music and text.

(01:24)  After a long day of work, Danilo always heads off to Chez Maxim. In contrast to the quick, precise melodies with which Danilo  
  described his work day, this melody is long, legato, and luxurious, perfectly befitting the relaxed evening he will have at his favorite café.  
  Note that the phrase très intime (pronounced TREHZ ahn-TEEM) means “very intimate,” and the word “chantoozies” comes from the French  
  word chanteuse (pronounced shahn-TOOZ), which means “female singer.”

(01:38)  Danilo names all of the dancers at Maxim’s (“Lolo, Dodo, Joujou,” etc.). He then claims that he does it all for “beloved   
  Pontevedro.” Do you (and/or your students) think that he really does it all for his country––or do you think this line is meant to be funny?  
  Why?

(01:52)  Listen to the little bells that play along as Danilo repeats the melody from (01:24). Their effervescent sound evokes the bubbles  
  of champagne about which Danilo is singing, while also adding a charming twist to the final phrases of the song.
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The night after the embassy ball, Hanna throws a garden party at her mansion outside Paris, complete with Pontevedrian food, dancing, and music. As the 
guests celebrate, she entertains them with a song about a vilja (pronounced VEEL-yah), a forest nymph from Slavic mythology. (Students might notice that 
the word “vilja” is very similar to “veela,” the beautiful eastern European creatures in the Harry Potter series.) This aria is meant to evoke eastern European 
folk songs and lend the opera an exotic touch.

What to listen for: 

• The alternation of “verses” (which have the same music but different words) and “refrains” (which have the same words and music), an organizational  
 strategy associated with folk songs 
• How the verses and refrains serve different narrative roles in the Vilja’s story

(00:00)  Hanna introduces her song to the assembled guests.

(00:33) The first verse begins. Throughout the song, verses are used to narrate the hunter’s encounter with the vilja. 

(01:24)  The refrain arrives. In contrast to the narrative verses, the refrain quotes the hunter’s words. The majority of the orchestra plays  
  Hanna’s melody, but listen carefully for the harp, which floats through and around the main melody.

(02:08)  The assembled guests join the song, repeating the melody Hanna sang. 

(02:28)  The most poignant moment of the refrain occurs when the hunter asks the Vilja, “How could you leave me alone?” Perhaps  
  Hanna is asking the same question of Danilo, her long-lost love, whom she has finally found.

(02:58)  The second verse begins. The melody is the same as (00:33), but now the words are different. Once again, this verse narrates  
  what the hunter is doing and thinking. 

(03:54)  The refrain returns, repeating the words and music from (01:24).

(05:27)  “How could you leave me alone?” Hanna asks one final time, rising to a glorious high note which embodies all the huntsman’s  
  yearning for the Vilja—and Hanna’s yearning for Danilo.

 “ V IL JA -SONG”
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“ M USIC ’S  PL AY ING ,  HE A R IT  SAY ING” 

Hanna knows that Danilo is in love with her, yet Danilo cannot bring himself to say the three simple words “I love you.” Fortunately, music will allow him 
to express what is in his heart. This duet, often called “The Merry Widow Waltz,” is one of the most famous melodies in the opera; it was even used as the 
theme music in Alfred Hitchcock’s 1943 film Shadow of a Doubt!

What to listen for: 

• The waltz rhythm, explained in detail below
• The use of the violin and cello to foreshadow a melody Hanna will sing, thereby creating the “secret song” that Hanna and Danilo share

 (00:00)  Danilo begins singing, and the orchestra begins to play a luxurious waltz. The waltz has a very distinctive rhythm, with one heavy beat  
  followed by two lighter beats. Try counting “one–two–three” as you listen to the orchestra; the first syllable of the word “music’s” (i.e.,  
  mus–) lasts for two beats, while the last syllable (–ic’s) falls on the third beat. Similarly, the two syllables of “play–ing,” “hear it,” and “say– 
  ing” fall on the first and third beats, respectively. 

(00:09) Danilo can’t say the words “I love you,” but (he declares) music can express it loudly and clearly. Each of the words “I,” “love,” and “you” l 
  last for three beats (you can even count “I–two–three, love–two–three, you–two–three). Since these are the most important words, they all  
  fall on the “heavy” beat of the three-beat group. 

(00:14)  The second phrase uses almost the same melody as the first; listen again to the waltz rhythm.

(00:26)  After a series of rising melodies, the pitches begin to move downward. Thus, Danilo’s song has an arc-like shape (first rising,  
  then falling), making it feel balanced and gentle.

(00:51)  Now Hanna begins to sing a new melody.

(01:35)  The whole orchestra plays Danilo’s melody. Listen especially to the glistening harp that floats through the waltz rhythm.

(01:54)  Hanna and Danilo join the orchestra, now singing together in perfect unison. Notice that Danilo still has not technically said  
  that he loves Hanna, but music has nevertheless brought them together at last.
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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 
THE MERRY WIDOW
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. 

ENCOUR AGING S TUDENT RE SPONSE IN
AT TENDING THE FIN A L DRE SS REHE A RSA L
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Start the class with an open discussion of the Met performance. What did students like? What didn’t they? 

Did anything surprise them? What would they like to see or hear again? What would they have done differ-

ently? 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 The Merry 

Widow experts. 

Ideas about marriage were very different at the time The Merry Widow was first produced than they are today. 

Now that students have seen the operetta in its entirety, ask them to recall how the operetta presents the 

institution of marriage. Some of the questions you might want them to consider are:

• How does Hanna Glawari’s situation reflect European norms and laws about marriage?

• Why did Hanna marry her first husband? Why didn’t she marry Danilo instead?

• Why do you think Valencienne is married to Zeta? 

• Why is Valencienne so concerned about being a “respectable” wife?

• Could Zeta really divorce Valencienne because he suspects her of infidelity?

Finally, point out that The Merry Widow is a light comedy and that throughout the action, we know that Hanna 

and Danilo are meant to be together. Ask students whether they think that the operetta has a happy ending. 

While discussing their answer, they should consider the following:

• What does Hanna bring to her marriage?

• What does Danilo bring to the marriage?

• What kind of husband will Danilo likely be?

• Do you think it will be a happy marriage?

• What might happen if it is unhappy?

Finally, ask students to think about the elements of the production and how they contribute to the sense of 

a happy ending. How does the music impact their perception of this match? What about dance?

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

Grun, Bernard. Gold and Silver: the Life and Times of Franz Lehár. London: W.H. Allen, 1970.

Currently the only English-language biography of Franz Lehár.

Traubner, Richard. Operetta: A Theatrical History. New York: Doubleday, 1983.

An engaging survey of the history of the operetta genre.

The Metropolitan Opera. “The Merry Widow: 2014–15 New Production.” https://www.youtube.com/

watch?v=HXdXSjbVeAs

A preview of Susan Stroman's new production of Lehár's “The Merry Widow”

The Metropolitan Opera. “The Merry Widow: We’re the Ladies of the Chorus”

https://www.youtube.com/watch?v=jxEXiUG0_tM

Kelli O'Hara and ensemble perform the Grisettes' Song from Act III of Lehár's "The Merry Widow."

The Metropolitan Opera. “The Merry Widow in Rehearsal”

https://www.youtube.com/watch?v=BE2MAxLZUrQ

Director and choreographer Susan Stroman rehearses Kelli O'Hara in a scene from the upcoming new produc-

tion of Lehár's "The Merry Widow."
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ONLINE

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.

GLOSSARY
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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.
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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. 
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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. 
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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 MERRY WIDOW: M Y HIGHS & LOWS

December 11, 2017
Conducted by Ward Stare
Reviewed by   

THE STARS:                                       STAR POWER                     MY COMMENTS

Susan Graham as Hanna Glawari    *****

Andriana Chuchman as Valencienne    *****

Paul Groves as Danilo     *****

David Portillo as Camille de Rosillon                             *****

Sir Thomas Allen as Baron Mirko Zeta                             *****

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

A party at the Pontevedrian Embassy 

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

Valencienne and Camille have a rendez-vous

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

Hanna Glawari makes an impression 

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

Hanna and Danilo meet

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

The ‘Ladies’ Choice’ dance 

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

Pontevedrian folk dances and songs 

My opinion of this scene:      1-2-3-4-5                        1-2-3-4-5        1-2-3-4-5
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THE SHOW, SCENE BY SCENE     ACTION       MUSIC          SET DESIGN/STAGING

Valencienne and Camille retreat to the pavilion 

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

Hanna saves the day

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

The Grisettes at Chez Maxim 

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

Hanna and Danilo waltz 

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

The happy couples reunite  

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


