
American baritone Paul La Rosa continues to gain recognition on the
strengths of his vocal appeal and charismatic stage presence. He has
earned critical praise for “a wonderful touch for physical comedy, a
strong and beautiful voice, and the dancing skills that one typically
encounters on Broadway.” 2018 witnessed Mr. La Rosa’s return to San
Diego Opera and his debut with Eugene Opera, for the respective
company premieres of Piazzolla’s tango-opera Maria de Buenos Aires, in
the role of E1 Payador, and his Princeton Festival debut as Sharpless
in Madama Butterfly. Mr. La Rosa made his 2019 role and company
debuts with Gulfshore Opera (Malatesta in Don Pasquale and Germont
in La Traviata) as well as his debut with Angel’s Share as Aeneas in a
innovative site specific production of Dido and Aeneas in Brooklyn’s
Greenwood Cemetery and his Fort Worth Opera debut reprising the role
of Enrique in Martinez’s El pasado nunca se termina, which he created

in 2015. In the summer of 2019, Mr. La Rosa joined Greylock Opera Collective/ Mass MoCA for the
world premiere of The Weeping Woman singing the role of Pablo Picasso.
In the summer of 2017, Mr. La Rosa made his debut with the Brooklyn Art Song Society at the Marcella
Sembrich Opera Museum in Bolton Landing, NY, performing excerpts from Mahler’s Das Knaben
Wunderhorn. Throughout the autumn, Mr. La Rosa rejoined Brooklyn Art Song Society for a French
melodie program dedicated to Chausson and Duparc, and bowed his debut with New York’s Bare Opera
as Figaro in the two-hour Mozart / Rossini pastiche Figaro/Figaro!
Recent seasons have witnessed return engagements with Lyric Opera of Chicago (Cascada in The Merry
Widow, Jud Fry in Oklahoma!) and Chicago Opera Theater (Boris in Shostakovitch’s Moscow,
Cheryomushki), in addition to debuts with Los Angeles Opera (First Mate in Billy Budd, directed  by
Francesca Zambello), Lyric Opera of Kansas City (Falke in Die Fledermaus, directed by Tomer Zvulun),
and Central City Opera (Jud Fry in Oklahoma!). As Enrique in the world premiere production of Jose
“Pepe” Martinez’s El pasado nunca se termina, he appeared at Lyric Opera of Chicago and made his
company debuts with both San Diego Opera and Houston Grand Opera.
Committed to the performance of new works as well as to the revival of long-unheard works, in 2011 Mr.
La Rosa made his debut with Chicago Opera Theater as Oronte in the Midwest premiere of Charpentier’s
1693 masterpiece Medee and his debut with Opera Theater of St. Louis as Rambo and First Officer in the
second fully staged US production of John Adams’ The Death of Klinghoffer.
Mr. La Rosa enjoyed a long association with the late Lorin Maazel, and was a frequent guest artist at
Maestro Maazel’s Castleton Festival for several seasons. Under the festival’s auspices, Mr. La Rosa
performed the roles of Le fauteuil in L’enfant et les sortileges, Don Quixote in de Falla’s El retablo
de maese Pedro, Jack Rance in La fanciulla del West (all under the maestro’s baton), and Mercutio
in Romeo et Juliette. Concert appearances with Maestro Maazel include Mr. La Rosa’s role debut as Jack
Rance at Spain’s Palacio de la Opera de A Coruna and his Roman debut as the baritone soloist in
Brahms’ Ein deutsches Requiem with the Orchestra della Svizzera Italiana at Rome’s historic Accademia
Nazionale di Santa Cecilia.
Additional concert credits include debuts with the Boston Symphony Orchestra at the Tanglewood
Festival, the Los Angeles Philharmonic at the Hollywood Bowl (both as Maximilian in Candide), and the
Cleveland Orchestra both in Cleveland and at Miami’s Adrienne Arsht Center for the Performing Arts (in
a program of Aaron Copland’s Old American Songs).
Mr. La Rosa initially came to national attention through America’s most prestigious training programs.
Between 2009 and 2012 he fulfilled a young artist residency in the Patrick G. and Shirley W. Ryan Opera
Center at Lyric Opera of Chicago, where his responsibilities included performing Hermann in Les contes
d’Hoffmann, Bello in La fanciulla del West, Silvano in Un ballo in maschera, Morales in Carmen



(conducted by Alain Altinoglu), Cascada in The Merry Widow (conducted by Emmanuel Villaume), and
Kuligin in Katya Kabanova (his company debut, conducted by Markus Stenz), as well as covering
Ravenal in Show Boat, Papageno in Die Zauberflöte, Harlekin in Ariadne auf Naxos, Demetrius in A
Midsummer Night’s Dream and Le Dancaire in Carmen.
Mr. La Rosa has also apprenticed with Glimmerglass Opera (performing Curio and covering Achilla
in Giulio Cesare in Egitto), San Francisco Opera’s Merola Opera Program (Dandini in La
Cenerentola), and the Juilliard Opera Center, where he trained between 2007 and 2009.  As a member of
the Juilliard Opera Center, Mr. La Rosa appeared as the boxer Adam Ochsenschwanz in Ernst
Krenek’s Schwergewicht oder die Ehre der Nation under the baton of James Conlon, as Ford in Falstaff in
a production by Stephen Wadsworth conducted by Keri-Lynn Wilson, as Rambo in The Death of
Klinghoffer under the baton of the composer, and as Raimbaud in Le comte Ory.
Mr. La Rosa earned his MM and Artist Diploma from the Juilliard School and a BA from Williams
College, where he double majored in Philosophy and English.
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Benjamin Britten (1913 – 1976)
Matinées musicales

In 1935 the Scottish film producer John Grierson (who a few years later would be instrumental in the
founding of Canada’s National Film Board) hired the then 22-year-old Britten to write and arrange the
scores for the short documentaries that Grierson’s Film Unit was producing for Britain’s General Post
Office. Britten would contribute to two dozen or so films over the next three years.

For two of those documentaries – The Tocher in 1935 and Men of the Alps in 1936 – Britten arranged
music by Rossini. After the success of his opera Guillaume Tell in 1829 Rossini had essentially retired at
the tender age of 37, composing only a relatively small number of mostly piano pieces and vocal duets
and songs thereafter. Among these were 12 songs from 1830-35 known as Les Soirées musicales.



For the 1935 film Britten had arranged a March from Guillaume Tell and two numbers from Les Soirées
musicales for chamber orchestra, and in 1936 he added two further Rossini excerpts, including another
number from Les Soirées musicales, and reworked all five for full orchestra as Soirées musicales Op. 9.
In 1938 the suite was used by the dancer and choreographer Antony Tudor for the ballet Soirée
musicale with his newly-formed company the London Ballet at London’s Palladium theater.

Three years later, during his extended residence in the United States, Britten was asked by Lincoln
Kirstein, the director of the American Ballet Company, for a second suite to add to Soirées musicales to
form the music for a new ballet Divertimento, to be choreographed by George Balanchine. Britten
selected another five pieces by Rossini, including another March from Guillaume Tell and a further three
numbers from Les Soirées musicales, and the new suite became Matinées musicales, Op. 24.

Terry Robbins

Maurice Ravel (1875 – 1937)
Don Quichotte à Dulcinée 

Composed during 1932-33, the cycle of three songs, Don Quichotte à Dulcinée, fatefully became Maurice
Ravel’s last composition. Having suffered a head injury in a car accident in 1932, Ravel began to suffer
from aphasia-like symptoms. Composing became increasingly difficult and he was not able to put down
on paper the musical ideas he heard in his mind. The song cycle, in fact, was not intended as such, but
instead was to be the music for a film based on Miguel de Cervantes’s celebrated novel, starring the
Russian bass Feodor Chaliapin and directed by G. W. Pabst, with lyrics provided by the French author
Paul Morand. However, Ravel’s slow progress due to his weakening health meant he could not supply the
music on time and Pabst eventually hired Jacques Ibert to score the film. The three songs that were
completed, and that now make up the song cycle, were later published and were premiered on December
1, 1934 with baritone Martial Singher and Paul Perey leading the orchestra. Though the songs were an
unintended farewell to music, it is somewhat fitting that they are infused with the Spanish style that Ravel
grew up hearing as a child and permeate some of his most beloved compositions.

In the first song of the cycle, “Chanson Romanesque,” Don Quixote pledges his devotion to Dulcinea—he
would send Sancho Panza to stop the world from turning, or tear the stars from the night sky, or set them
in the heavens again, if any of these things displeased her. He only begs that she not reject, but if she did,
he would bless her name as he dies. Ravel’s setting is lilting with an accompaniment imitating the guitar,
and it is easy to imagine Don Quixote singing, instrument in hand, to the woman of his devotion. The
vocal melody is charming and full of admiration, but at the same time with an air of resolve. The song
unfolds in a rather strophic manner, with each verse a variation on the one before it. The music, however,
subsides as Don Quixote softly and reverently speaks the name “Dulcinea.”     

Joseph DuBose

1. Chanson romanesque

Si vous me disiez que la terre Were you to tell that the earth
À tant tourner vous offensa, offended you with so much turning,
Je lui dépêcherais Pança: I’d dispatch Panza to deal with it:
Vous la verriez fixe et se taire. You’d see it still and silenced.

Si vous me disiez que l'ennui Were you to tell me that you are wearied
Vous vient du ciel trop fleuri d'astres, by a sky too studded with stars,
Déchirant les divins cadastres, Tearing the divine order asunder,
Je faucherais d'un coup la nuit. I’d scythe the night with a single blow.



Si vous me disiez que l'espace Were you to tell me that space itself
Ainsi vidé ne vous plaît point, thus denuded was not to your taste,
Chevalier dieu, la lance au poing. As a god-like knight, with lance I hand,
J'étoilerais le vent qui passe. I’d sow the fleeting wind with stars.

Mais si vous disiez que mon sang But were you to tell me that my blood
Est plus à moi qu'à vous, ma Dame, is more mine, my Lady, than your own,
Je blêmirais dessous le blame I’d pale at the admonishment
Et je mourrais, vous bénissant. And, blessing you, would die.

Ô Dulcinée. O Dulcinea.

2. Chanson épique

Bon Saint Michel qui me donnez loisir Good Saint Michael who gives me leave
De voir ma Dame et de l'entendre, To behold and hear my Lady,
Bon Saint Michel qui me daignez choisir Good Saint Michael who deigns to elect me
Pour lui complaire et la défendre, To please her and defend her,
Bon Saint Michel veuillez descender Good Saint Michael descend I pray,
Avec Saint Georges sur l'autel With Saint George onto the altar
De la Madone au bleu mantel. Of the Madonna robed in blue.

D'un rayon du ciel bénissez ma lame With a heavenly beam bless my blade
Et son égale en pureté And its equal in purity
Et son égale en piété And its equal in piety
Comme en pudeur et chasteté: As in modesty and chastity:
Ma Dame. My Lady.

(Ô grands Saint Georges et Saint Michel) (O great Saint George and great Saint Michael)
L'ange qui veille sur ma veille, Bless the angel watching over my vigil,
Ma douce Dame si pareille My Sweet Lady, so like unto Thee,
À Vous, Madone au bleu mantel! O Madonna robed in blue!
Amen. Amen.

3. Chanson à boire

Foin du bâtard, illustre Dame, A pox on the bastard, illustrious Lady,
Qui pour me perdre à vos doux yeux Who to discredit me in your sweet eyes,
Dit que l'amour et le vin vieux Says that love and old wine
Mettent en deuill mon coeur, mon âme! Are saddening my heart and soul!

Je bois I drink
À la joie! To joy!
La joie est le seul but Joy is the only goal
Où je vais droit... lorsque j'ai bu! To which I go straight…when I’m…drunk!

Foin du jaloux, brune maîtresse, A pox on the jealous wretch, O dusky mistress,
Qui geint, qui pleure et fait serment Who wines and weeps and vows
D'être toujours ce pâle amant Always to be this lily-livered lover
Qui met de l'eau dans son ivresse! Who dilutes his drunkenness!

Je bois I drink
À la joie! To Joy!
La joie est le seul but Joy is the only goal
Où je vais droit...Lorsque j'ai bu! To which I go straight…when I’m..drunk!



Gustav Mahler (1860 – 1911)
Lieder eines fahrenden Gesellen (Songs of a Wayfarer) 

In 1883 the twenty-three-year-old Gustav Mahler (1860-1911) was an impatient, occasionally
insubordinate second conductor at the opera house in Kassel. Not for the last time in his distinguished
career as an opera conductor, he became infatuated with one of the sopranos on the company roster, in this
case one Johanna Richter, a new member of the company, and about two years younger than the composer
himself. To what degree Mahler's love was returned is not entirely clear, but at the beginning of 1885 he
wrote the following in a letter to one of his best friends, Friedrich Lohr: “It was a strange way indeed that
I spent the first minutes of this year. Yesterday evening I was alone with her, both of us awaiting the new
year's arrival almost with-out exchanging a word. Her thoughts were not bent on the present, and when the
bell chimed and tears gushed from her eves, it overwhelmed me that I, I might not dry them My signposts:
I have written a cycle of songs, six of them so far, all dedicated to her. She does not know them. What can
they tell her but what she knows.” The idea of the songs as a whole is that a wayfaring man, who has been
stricken by fate, now sets forth into the world, traveling wherever his road may lead him. The ‘songs’
Mahler refers to were surely only texts; the process of setting four of the six poems to music occupied a
good part of the next year. The earliest version was for voice with piano accompaniment, but Mahler
evidently intended to orchestrate it from the beginning, though he did not begin doing so until after he had
finished the First Symphony, and probably the Second and a good part of the Third as well. Lieder eines
fahrenden Gesellen (Songs of a Wayfarer) is a deeply affecting contribution to that very German
tradition—going back in music to Schubert's Winterreise and in literature still farther—telling of the
young man, unlucky in love, who must wander the wide world, finding in all the brightest and freshest of
natural beauties reminders of his lost sweet-heart and of his misery, which periodically bursts beyond the
bounds of control, finally to achieve some kind of consolation in rest or oblivion or death. Among cultural
undertakings in Austria following the catastrophe of World War I, the Society for Private Musical
Performances ranks high. Organized largely by Arnold Schoenberg and a circle of his students and friends
with the aim of presenting carefully prepared performances of contemporary music, the Society only
lasted as a regular organization for three years, though it continued to give occasional concerts for two
years more. In addition to premieres of important new works, the Society also performed arrangements
for chamber orchestra of recent masterpieces that had not yet been regularly accepted as part of the
repertory of the ever-conservative Vienna Philharmonic. During the second year of the Society's existence,
one of the works heard in a chamber transcription was Mahler's Wayfarer Songs. The manuscript score
and parts of this arrangement are now to be found in the Arnold Schoenberg Institute at the University of
Southern California; the arranger is not identified. There is evidence in the correspondence of the Society
that arrangements were often started by Schoenberg and completed by an assistant, or else begun by a less
experienced musician and subsequently revised by Schoenberg or one of the other senior musicians. It is
likely, then, that Schoenberg played some role in this chamber transcription, but its exact extent can
probably never be determined.

Steven Ledbetter

1. Wenn mein Schatz Hochzeit macht 

Wenn mein Schatz Hochzeit macht, When my darling has her wedding day,
Fröhliche Hochzeit macht, her joyous wedding day,
Hab' ich meinen traurigen Tag! I will have my day of mourning!
Geh' ich in mein Kämmerlein, I will go to my little room,
Dunkles Kämmerlein, my dark little room,
Weine, wein' um meinen Schatz, and weep, weep for my darling,



Um meinen lieben Schatz! for my dear darling!

Blümlein blau! Verdorre nicht! Blue flower! Do not wither!
Vöglein süß! Du singst auf grüner Heide. Sweet little bird! You sing on the green heath!
Ach, wie ist die Welt so schön! Alas, how can the world be so fair?
Ziküth! Ziküth! Chirp! Chirp!
Singet nicht! Blühet nicht! Do not sing; do not bloom!
Lenz ist ja vorbei! Spring is over.
Alles Singen ist nun aus. All singing must now be done.
Des Abends, wenn ich schlafen geh', At night when I go to sleep,
Denk' ich an mein Leide. I think of my sorrow,
An mein Leide!                                                           of my sorrow!

2. Ging heut morgen übers Feld

Ging heut morgen übers Feld, I walked across the fields this morning;
Tau noch auf den Gräsern hing; dew still hung on every blade of grass.
Sprach zu mir der lust'ge Fink: The merry finch spoke to me:
"Ei du! Gelt? Guten Morgen! Ei gelt? “Hey! Isn’t it? Good morning! Isn’t it?
Du! Wird's nicht eine schöne Welt? You! Isn’t it becoming a fine world?
Zink! Zink! Schön und flink! Chirp! Chirp! Fair and sharp!
Wie mir doch die Welt gefällt!" How the world delights me!”

Auch die Glockenblum' am Feld Also, the bluebells in the field
Hat mir lustig, guter Ding', merrily with good spirits
Mit den Glöckchen, klinge, kling, tolled out to me with bells (ding, ding)
Ihren Morgengruß geschellt: their morning greeting:
"Wird's nicht eine schöne Welt? “Isn’t it becoming a fine world?
Kling, kling! Schönes Ding! Ding, ding! Fair thing!
Wie mir doch die Welt gefällt! Heia!" How the world delights me!”

Und da fing im Sonnenschein And then, in the sunshine,
Gleich die Welt zu funkeln an; the world suddenly began to glitter;
Alles Ton und Farbe gewann everything gained sound and color
Im Sonnenschein! in the sunshine!
Blum' und Vogel, groß und klein! Flower and bird, great and small!
"Guten Tag, ist's nicht eine schöne Welt? “Good day, is it not a fine world?
Ei du, gelt? Schöne Welt?" Hey, isn’t it? A fair world?”

Nun fängt auch mein Glück wohl an? Now will my happiness also begin?
Nein, nein, das ich mein', No, no- the happiness I mean
Mir nimmer blühen kann! can never bloom!

3. Ich hab' ein glühend Messer

Ich hab' ein glühend Messer, I have a red-hot knife,
Ein Messer in meiner Brust, a knife in my breast.
O weh! Das schneid't so tief O woe! It cuts so deeply
In jede Freud' und jede Lust. Into every joy and delight.
Ach, was ist das für ein böser Gast! Alas, what an evil guest it is!
Nimmer hält er Ruh', nimmer hält er Rast, Never does it rest or relax,
Nicht bei Tag, noch bei Nacht, wenn ich schlief. not by day or by night, when I would sleep.
O Weh! O woe!

Wenn ich in dem Himmel seh', When I gaze up into the sky
Seh' ich zwei blaue Augen stehn. I see two blue eyes there.
O Weh! Wenn ich im gelben Felde geh', O woe! When I walk in the yellow field,
Seh' ich von fern das blonde Haar I see from afar her blond hair
Im Winde wehn. waving in the wind.
O Weh! O woe!



Wenn ich aus dem Traum auffahr' When I start from a dream
Und höre klingen ihr silbern' Lachen, and hear the tinkle of her silvery laugh,
O Weh! O woe!
Ich wollt', ich läg auf der schwarzen Bahr', Would that I lay on my black bier-
Könnt' nimmer die Augen aufmachen! Would that I could never again open my eyes!

4. Die zwei blauen Augen von meinem Schatz

Die zwei blauen Augen von meinem Schatz, The two blue eyes of my darling-
Die haben mich in die weite Welt geschickt. they have sent me into the wide world.
Da mußt' ich Abschied nehmen vom allerliebsten Platz! I had to take my leave of this well-beloved place!
O Augen blau, warum habt ihr mich angeblickt? O blue eyes, why did you gaze on me?
Nun hab' ich ewig Leid und Grämen. Now I will have eternal sorrow and grief.

Ich bin ausgegangen in stiller Nacht I went out into the quiet night
Wohl über die dunkle Heide. well across the dark heath.
Hat mir niemand Ade gesagt. To me no one bade farewell.
Ade! Mein Gesell' war Lieb' und Leide! Farewell! My companions are love and sorrow!

Auf der Straße steht ein Lindenbaum, On the road there stands a linden tree,
Da hab' ich zum ersten Mal im Schlaf geruht! and there for the first time I found rest in sleep!
Unter dem Lindenbaum, Under the linden tree
Der hat seine Blüten über mich geschneit, that snowed its blossoms onto me-
Da wußt' ich nicht, wie das Leben tut, I did not know how life went on,
War alles, alles wieder gut! and all was well again!
Alles! Alles, Lieb und Leid All! All, love and sorrow
Und Welt und Traum! and world and dream!

Samuel Barber (1910- 1981)
Dover Beach op. 3

One of the earliest demonstrations of Barber's lyrical quality was his setting of Matthew Arnold's grave
and romantic poem, Dover Beach. Composed for voice and string quartet in a few weeks during the
autumn of 1931, Dover Beach was premiered on March 5, 1933, with Rose Bampton and the New York
Art Quartet. Three years later Barber himself sang it on a recording with the Curtis String Quartet. The
young composer received particular encouragement from Ralph Vaughan Williams, then one of the young
giants of English music. Upon hearing Barber's piece, Vaughan Williams confessed that he had once tried
to set Arnold's poem, but that Barber's setting truly captured the spirit of the work.

The murmuring sixteenths of the second violin and the gentle rising arch of the first depict the quiet swell
of the ocean on a moonlit night. As the singer describes the scene, the instruments paint it in tones—the
“roar of pebbles which the waves draw back,” and the way they “cease, and then begin again.” Hushed,
sustained chords accompany the second stanza, turning the poem in a pessimistic direction. This builds to
a passionate climax in the last two stanzas, and then the accompaniment dies away in a recollection of the
opening stillness.

Steven Ledbetter

Dover Beach by Matthew Arnold

The sea is calm tonight.
The tide is full, the moon lies fair
Upon the straits; on the French coast the light
Gleams and is gone; the cliffs of England stand,
Glimmering and vast, out in the tranquil bay.
Come to the window, sweet is the night-air!
Only, from the long line of spray



Where the sea meets the moon-blanched land,
Listen! you hear the grating roar
Of pebbles which the waves draw back, and fling,
At their return, up the high strand,
Begin, and cease, and then again begin,
With tremulous cadence slow, and bring
The eternal note of sadness in.

Sophocles long ago
Heard it on the Ægean, and it brought
Into his mind the turbid ebb and flow
Of human misery; we
Find also in the sound a thought,
Hearing it by this distant northern sea.

The Sea of Faith
Was once, too, at the full, and round earth’s shore
Lay like the folds of a bright girdle furled.
But now I only hear
Its melancholy, long, withdrawing roar,
Retreating, to the breath
Of the night-wind, down the vast edges drear
And naked shingles of the world.

Ah, love, let us be true
To one another! for the world, which seems
To lie before us like a land of dreams,
So various, so beautiful, so new,
Hath really neither joy, nor love, nor light,
Nor certitude, nor peace, nor help for pain;
And we are here as on a darkling plain
Swept with confused alarms of struggle and flight,
Where ignorant armies clash by night.

Georges Bizet (1838 – 1875)
Carmen Suite No. 1

Carmen – Bizet’s opera of passion, jealousy and murder – was a failure at its first performance in Paris in
March 1875. The audience seemed outraged at the idea of a loose woman and murder onstage at the
Opéra-Comique. Bizet died three months later at age 37, never knowing that he had written what would
become one of the most popular operas ever composed. After Bizet’s death, his publisher Choudens felt
that the music of the opera was too good to lose, so he commissioned the French composer Ernest
Guiraud to arrange excerpts from Carmen into two orchestral suites of six movements each. The music
from Carmen has everything going for it – excitement, color and (best of all) instantly recognizable tunes.
From today’s vantage point, it seems impossible that this opera could have been anything but a smash
success from the first instant. The Suite No. 1 from Carmen contains some of the most famous music from
the opera, and it also offers some wonderful writing for solo woodwinds. The opening Prelude presents
the ominous “fate motif” that will return throughout the opera, while the Aragonaise (which functions as
the Prelude to Act IV) is based on an old Andalusian folksong and features the sound of castanets and a
haunting oboe solo. The graceful Intermezzo, with its limpid flute solo over harp accompaniment, is the
Prelude to Act III; Seguedille, which offers another solo opportunity for the oboe, has its roots in
flamenco music. Les Dragons d’Alcala (which is also the Prelude to Act II) depicts a well-disciplined
regiment of dragoons; Bizet’s musical portrait offers prominent parts to snare drum, bassoon and clarinet.
Most famous of all is Les Toréadors, which serves as the Introduction to Act I. The opening introduces the
toreadors as they march across the square in Seville; Bizet’s music – with its energy and bristling rhythms



– catches some of their swagger. In the center section, violins sing the famous Toreador Song, and the
movement concludes with the return of its opening music.

Eric Bromberger


