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Our current season will end with a semi-staged concert 
performance of Giacomo Puccini’s beloved masterpiece La 
Bohème, sung in the original Italian language with projected 
titles in English. The Stony Brook Symphony will be on stage, 
with the opera chorus behind it on risers. The Stony Brook 
Opera cast will perform from memory on the stage space in 
front of the orchestra. Timothy Long will conduct the cast, 
chorus and orchestra. Brenda Harris, Performing Artist in 
Residence and a leading soprano in American regional opera 
will direct the singers, who will be fully blocked, and will use 
props and furniture and minimal costuming as appropriate. 
Tomas Del Valle of the Theatre Arts Department makes his 
Stony Brook Opera debut as the lighting designer, and he is 
planning exciting theatrical lighting for the space where the 
singers are acting; the orchestra will be lit with some 
evocative mood lighting, and the chorus by some brilliant 
specials when they sing. I’m very excited about this 
production, and we have a particularly strong cast for it.  
This production continues the experiment that we began last 
year with our semi-staged concert performances of Donizetti’s 
Bel Canto classic Lucia di Lammermoor, which was a great 
success artistically and was warmly received by a large, 
enthusiastic audience. Colleagues of mine from the Music  
 

 
Department and friends from New York City who attended 
those performances all told me that from a theatrical point of 
view nothing was lacking, and that they enjoyed immensely 
being able to see how the singers, chorus, and orchestra 
interact in the overall musical and dramatic experience. That is 
not possible when the orchestra is out of sight, as it always is 
in a full production. From a theatrical point of view, La 
Bohème presents a far greater challenge than Lucia did, in part 
because it calls for so many “things” on stage throughout the 
opera—not only essential furniture pieces, but also numerous 
small hand props, all of which are vital to the narrative, and 
carry great emotional weight in the plot, such as the candle 
and the key, and Mimì’s bonnet, to name a few. Yet we are 
confident that we can make it work in an exciting way in this 
format. In this issue you will find a synopsis of the opera 
(from the Metropolitan Opera), my notes about the work and 
its genesis, interviews with our conductor Timothy Long, our 
stage director Brenda Harris, and our lighting designer Tomas 
Del Valle, and photos and bios of our cast. We look forward to 
seeing you at our performances on Saturday, April 30, or 
Sunday, May 1, 2016, on the Main Stage of the Staller Center. 
–David Lawton, Editor 
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Adolfo	  Hohenstein,	  costume	  designs	  for	  the	  premiere	  of	  La	  Bohème,	  Turin,	  1896.	  

 
Original posters by Adolfo Hohenstein: (1896—left; 1900–-right) 
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Synopsis of  
La Bohème 

 
ACT I. Paris, the 1830s. In their Latin Quarter garret, the 

near- destitute artist Marcello and poet Rodolfo try to 
keep warm by feeding the stove with pages from 
Rodolfo’s latest drama. They are soon joined by their 
roommates—Colline, a philosopher, and Schaunard, 
a musician, who brings food, fuel, and funds he has 
collected from an eccentric student. While they 
celebrate their unexpected fortune, the landlord, 
Benoit, comes to collect the rent. Plying the older 
man with wine, they urge him to tell of his flirtations, 
then throw him out in mock indignation at his 
infidelity to his wife. As his friends depart to 
celebrate at the Café Momus, Rodolfo promises to 
join them later, remaining behind to try to write. 
There is another knock at the door; the visitor is a 
pretty neighbor, Mimì, whose candle has gone out on 
the drafty stairway. No sooner does she enter than the 
girl feels faint; Rodolfo helps her to the door and 
relights her candle. Mimì realizes she lost her key 
when she fainted, and as the two search for it, both 
candles are blown out. The poet takes the girl’s 
shivering hand, telling her his dreams. She then 
recounts her life alone in a garret, embroidering 
flowers and waiting for the spring. Expressing their 
joy in finding each other, Mimì and Rodolfo embrace 
and leave for the café.  

 
ACT II.  Rodolfo buys Mimì a bonnet near the Café 

Momus and then introduces her to his friends. The 
toy vendor Parpignol passes by, besieged by eager 
children. Marcello’s former sweetheart, Musetta, 
makes a noisy entrance on the arm of the elderly but 
wealthy Alcindoro. She complains that her shoe 
pinches, sending Alcindoro off to fetch a new pair. 
The moment he is gone, she falls into Marcello’s 
arms and tells the waiter to charge everything to 
Alcindoro. Soldiers march by the café, and as the 
bohemians fall in behind, Alcindoro rushes back with 
Musetta’s shoes.  

 
INTERMISSION  
 
 

 
 
 
ACT III. Dawn on the snowy outskirts of Paris. Musetta is 

heard singing inside a tavern. Soon Mimì wanders in, 
searching for the place where Marcello and Musetta 
now live. When the painter emerges, she tells him of 
her distress over Rodolfo’s incessant jealousy. She 
says she believes it is best that they part. Rodolfo, 
who has been asleep in the tavern, wakes and comes 
outside. Mimì hides nearby, though Marcello thinks 
she has gone. The poet first tells Marcello that he 
wants to separate from his sweetheart, citing her 
fickleness; pressed for the real reason, he breaks 
down, saying that her coughing can only grow worse 
in the poverty they share. Overcome with tears, Mimì 
stumbles forward to bid her lover farewell as 
Marcello runs back into the tavern upon hearing 
Musetta’s laughter. While Mimì and Rodolfo recall 
past happiness, Musetta dashes out of the inn, 
quarreling with Marcello. The painter and his 
mistress part but Mimì and Rodolfo decide to remain 
together until spring.   

 
ACT IV Now separated from their girlfriends, Rodolfo 

and Marcello lament their loneliness. Colline and 
Schaunard bring a meager meal; to lighten their 
spirits the four stage a dance, which turns into a mock 
duel. Musetta bursts in to tell them that Mimì is 
outside, too weak to come upstairs. As Rodolfo runs 
to her aid, Musetta relates how Mimì begged to be 
taken to her lover to die. The girl is made as 
comfortable as possible, while Musetta asks Marcello 
to sell her earrings for medicine and Colline goes off 
to pawn his overcoat. Left alone, Mimì and Rodolfo 
wistfully recall their meeting and their first happy 
days. When the others return, Musetta gives Mimì a 
muff to warm her hands and prays for her life. As she 
drifts into unconsciousness, Rodolfo closes the 
curtain to soften the light. Schaunard discovers that 
Mimì is dead, and when Rodolfo realizes it, he 
throws himself on her body, calling her name.  

 
--Synopsis  by the Metropolitan Opera
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Notes on the opera 
 
David Lawton 
 
Puccini’s La Bohème actually grew out of a dispute between 
him and Ruggero Leoncavallo (the composer of I Pagliacci). 
The two composers, who had been friends up until then, had 
coffee together one day in the Galleria Vittorio Emmanuele 
near the La Scala opera house in Milan. Discussing their 
upcoming projects with one another, they were astonished to 
learn that they were both planning an opera based upon Henri 
Murger’s novel Scènes de la vie do Bohème. Because both 
men were backed by powerful Milanese music publishers—
Puccini by Ricordi, who had been Rossini’s, Bellini’s, 
Donizetti’s, and Verdi’s publisher, and Sonzogno, who had 
launched Leoncavallo’s career with I Pagliacci—the rivalry 
soon went public. Il Secolo, the daily newspaper of the Casa 
Sonzogno wrote: 
“Maestro Leoncavallo wants to make it known that since last 
December he had signed a contract for a new opera and since 
then he had been working on the music of this subject 
(Bohème). He had not had the opera announced only because 
he wanted to keep it a surprise.” After pointing out that 
Leoncavallo had also spoken with several singers about 
particular roles, and noting that Puccini’s libretto was not yet 
finished, the Secolo concluded “Therefore it remains 
confirmed indisputably that Leoncavallo has the precedence 
for this opera.” Puccini himself responded with a letter 
published the next day by the Corriere della sera, then as it is 
today the principal Milanese newspaper: “It is certain that if 
Maestro Leoncavallo, with whom I for some time have been 
connected with strong feelings of friendship, had confided in 
me before revealing it to me suddenly the other night, I would 
not have thought of Murger’s Bohème. Now, for reasons that 
are easy to understand—I am no longer in time to wish to be 
as courteous as I would want to my friend and the musician. 
Besides, what does all this matter to Maestro Leoncavallo. Let 
him compose, and I’ll compose. The public will decide.” Well, 
the public did indeed decide, and while Puccini’s La Bohème 
is one of the most popular operas ever composed, 
Leoncavallo’s La Bohème is only revived occasionally. While 
there is no question that Puccini’s is the superior opera, 
Leoncavallo’s deserves to be produced more often than it is. 
This past November, Stony Brook Opera performed the third 
act of Leoncavallo’s La Bohème as the centerpiece of our gala 
opera scenes program. The audience at our performances was 
deeply moved by this musically and theatrically compelling 
act.  
Murger’s novel was originally published serially in Paris, and 
is a series of vignettes involving many of the same characters, 
but in episodes that are only loosely connected. Leoncavallo 
wrote his own libretto, which actually is more faithful to 
Murger’s novel than Puccini’s libretto is, especially in the 
evocation of Parisian life during the 1830s. Puccini’s libretto 
was written by two librettists, Giuseppe Giacosa (1847-1906) 
and Luigi Illica (1857-1919), with whom Puccini had 
collaborated on the revision of the libretto for Manon Lescaut. 

These two also wrote the librettos for Tosca and Madama 
Butterfly. In the collaboration, Illica drafted the scenario in 
some detail, then Giacosa versified Illica’s rough text. Puccini 
loved to work in collaboration. La Bohème, Tosca, and 
Madama Butterfly were actually conceived and worked out “in 
committee,” so to speak, with regular meetings between the 
composer and his librettists chaired by the publisher Giulio 
Ricordi, who was not only a shrewd businessman and a skilled 
mediator, but also a man of keen artistic judgment.  While 
working on La Bohème, Puccini drove his librettists crazy 
with his constant requests for changes to their texts. Many of 
these were required because once Puccini had actually 
completed the music for a particular scene, often it no longer 
fit the original poetry in certain respects.  La Bohème 
premiered at the Teatro Regio in Turin on February 1, 1896. 
The conductor was Arturo Toscanini, who later recorded it in 
1946 with the NBC symphony on the 50th anniversary of its 
premiere.  
 
   *     *     * 
In terms of its division into acts, La Bohème has a symmetrical 
structure: 
Act I—in the garret 
Act II—outside the café Momus 
Act III—At the barrière d’Enfer on the outskirts of Paris 
Act IV—in the garret 
 
Two interior scenes frame two exterior ones, and the second 
interior scene is a tragic mirror of the first. In fact, both the 
first and last acts are similarly constructed in two halves, the 
first full of frenetic activity by the four Bohemians Rodolfo, 
Marcello, Colline and Schaunard, and the second an intimate 
scene between the two lovers Rodolfo and Mimì. In the first 
act, they fall in love, whereas in the last act, Mimì dies of 
tuberculosis. That the last act is a tragic replay of the first is 
strongly suggested by the return in Act IV of many of the 
same musical themes that were first heard in Act I, but now as 
nostalgic reminiscences.  
 
By the time that Puccini composed La Bohème, the poetic and 
musical conventions that had governed Italian opera from 
Rossini through Verdi had broken down, and no longer 
influenced the poetic and musical construction of a scene. The 
score of La Bohème is progressive in many respects, 
particularly in terms of its musical organization. Instead of the 
set pieces that had characterized most Italian opera until late in 
the 19th century, the opera is divided into scenes on the basis 
of the characters on stage, and each scene features several 
musical themes in the orchestra. The construction of the first 
half of Act I is a characteristic example of this new type of 
construction. Some of the recurring themes refer more to an 
idea than to a specific character, such as the opening theme of 
the opera, which characterizes Bohèmian life rather than 
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depicting  Marcello, who sings right after the theme is first 
played. The second theme heard in Act I refers unmistakably 
to Rodolfo, who actually sings it at its first hearing (“Ne’ cieli 
bigi”). When Colline arrives, a new theme sounds in the 
orchestra, which will frequently accompany his subsequent 
appearances. Schaunard is also introduced by yet another 
orchestral theme that is connected with him in his other scenes 
as well. In contrast, the second half of Act I—the intimate 
encounter between Rodolfo and Mimì—seems clearly to 
allude to the conventional grand duet form in its overall 
construction, as Michele Girardi has pointed out. It opens with 
the first meeting of the two in a section that functions as what 
was called the Tempo d’attacco (the “first movement”) in the 
grand duet, in which the character and motivations of the two 
protagonists are defined. Then the slow movement follows—
in this case two arias, Rodolfo’s “Che gelida manina,” and 
Mimì’s “Sì. Mi chiamano Mimì.” The offstage voices of 
Rodolfo’s friends who are waiting to go to the cafè Momus 
with him, and his replies to them function as a Tempo di 
mezzo, a transition that leads to the final peroration, the love 
duet in which the two lovers sing simultaneously for the first 
time, and exeunt arm and arm to join their friends in the street. 
How appropriate that this touching scene of love at first sight 
is cast in the traditional 19th century form of the grand duet!  
 
 
Act II was originally planned as the second scene of Act I, and 
was conceived from the very beginning as a conventional 
concertato finale of the type familiar from any number of 
Verdi’s operas, such as La traviata, Aida, or Otello. The 
tempo d’attacco of this finale is a complex and busy scene of 
little vignettes within the framework of a crowded street 
scene. Julian Budden notes that these short vignettes, such as 
Rodolfo buying Mimì a bonnet, Schaunard testing a horn and 
finding that one of its notes is out of tune, and Colline trying 
on the coat which he will pawn in the last act to help the dying 
Mimì, are treated almost in the manner of “cut away shots” in 
film. The big slow movement of the finale—the pezzo 
concertato—is  Musetta’s song “Quando me’n vò,” which 
becomes the main theme of a grand ensemble involving all the 
characters and the chorus. This movement continues without a 
break into what begins like a tempo di mezzo but then brings 
down the curtain: the march that accompanies the passage of 
the band led by a drum major.  
 
Act III is again a highly original one that does not follow the 
conventional templates, yet its overall construction pays 
homage to an old principle of operatic form, with a 
progressive increase in the number of characters on stage (as 
in any of Mozart’s operatic finales, for example, that for the 
second act of Le nozze di Figaro.). After some atmospheric 
music suggesting falling snow in the wee hours of a winter 
morning, Mimì enters, then has a duet with Marcello. Then 
when Rodolfo wakes up, she withdraws while he and Marcello 
sing a duet. At a certain point Rodolfo realizes that she is 
there, and the scene develops into a trio for the three of them. 
The sounds of laughter offstage lead Marcello to confront 
Musetta, and the remainder of the act is a marvelous quartet, 
during which Rodolfo and Mimì, after agreeing to separate, 

decide to stay together until the Spring, and Marcello and 
Musetta break up after a tumultuous argument—really two 
duets going on simultaneously, and ending with diametrically 
opposite outcomes. 
 
As mentioned above, Act IV is a tragic reprise of Act I, and is 
constructed in the same way, with many of the same musical 
themes. In particular, the final scene between Rodolfo and 
Mimì, ending in her death is built out of the most poignant 
textual and musical reminiscences. Right before she dies, they 
revisit their first meeting in Act I, but now all under the 
specter of her imminent death. Some early critics condemned 
Puccini for what they perceived as a lack of musical invention 
in this last act, because of the number of themes from Act I 
that he uses at the end. Such critics must not have been aware 
of a letter that Puccini wrote to his publisher Giulio Ricordi in 
1895, concerning the composition of this last act: “I’m at a 
very good point with the composition and I’m quite pleased 
with it. It cost me a bit of effort to want to stay attached to 
reality and then to lyricize all these little fragments. And I 
have succeeded: because I want to sing, and melodicize as 
much as possible. The act is composed almost completely of 
logical returns, except for the little duet ‘Sono andati’ and the 
coat of Colline and little else.”  Audiences have never had any 
problem with these reminiscences, because they recall so 
vividly the beginnings of the love of Rodolfo and Mimì, and 
now, near the end of her life, they are unbearably sad. 
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Interviews	  with	  our	  production	  team	  
 

	  
	  

Timothy Long (conductor and music director) has been 
praised for his “sharp conducting” (Washington Post), and his 
orchestras have triumphed with displays of “breadth, depth 
and color” (Riverfront Times) and “brilliant playing” (Rocky 
Mountain News).  
In recent seasons he has conducted La Cenerentola at Opera 
Colorado, Dream Seminar with the Companion Star 
Ensemble, concerts of Bernstein and Mozart with Jamie 
Bernstein at the Oregon Bach Festival and two operas of 
Dominick Argento, Miss Havisham’s Fire and A Few Words 
About Chekhov at the Maryland Opera Studio, the latter with 
famed mezzo-soprano Frederica von Stade. He also performed 
as a pianist and actor in the show, Surviving Love, at the 
Midtown International Theater Festival. Past performances 
have included the world premiere of Shadowboxer by John 
Chenault and Frank Proto for the Maryland Opera Studio, Le 
Nozze di Figaro at Boston Lyric Opera, Cosi fan tutte at 
Shreveport Opera, Jake Heggie’s Dead Man Walking at the 
University of Colorado at Boulder, Madame Butterfly at Opera 
Theatre of St. Louis, Ariadne auf Naxos at Wolf Trap Opera, 
Conrad Susa’s Transformations for the Maryland Opera 
Studio, Don Giovanni at the Théâtre Municipal de Castres in 
France; and The Music Teacher, an off-broadway play/opera 
by Wallace Shawn and Allen Shawn for The New Group, 

which ran at the Minetta Lane Theater for seven weeks. 
As a pianist, his performances have been described as 
“dramatic, fiery” and  “dazzlingly forceful” (Rochester 
Democrat and Chronicle). He has performed throughout the 
world at venues such as the Aspen Music Festival, the 
National Museum of the American Indian, the Kennedy 
Center, Weill Recital Hall and Zankel Hall at Carnegie Hall, 
the Kyoto International Music Festival, and the Castell de Sant 
Marçal in Barcelona, Spain.  His collaborations with singers 
include recitals with Jennifer Aylmer, William Sharp, Susanne 
Mentzer, Thomas Meglioranza, Christopheren Nomura and an 
appearance on NBC’s Today Show with Salvatore Licitra. His 
chamber music partners have included the Pacifica, Euclid and 
Chester string quartets. Bridge Records released Mr. Long’s 
recording as conductor and pianist, The Music Teacher, a 
play/opera featuring Parker Posey and Wallace Shawn in the 
leading roles. Mr. Long was formerly an Associate Conductor 
at New York City Opera and the Assistant Conductor for 
Robert Spano at the Brooklyn Philharmonic. He has held 
faculty positions at the Yale School of Music, The Juilliard 
School, the University of Maryland and the Aspen Music 
Festival and School.  
 
  --------------------------

	  
Timothy	  Long,	  conductor	  and	  music	  
director	  
	  
 1. David Lawton (hereafter DL): When you conducted Act III 
of La Bohème  as part of our opera scenes gala in the Fall of 
2014, I so admired your approach to rhythm and tempo. You 
observed all of Puccini’s careful markings about tempo 
changes, lingering at some points, pushing ahead at others, but 
always in relation to a clearly felt pulse. This is in sharp  
contrast to the self-indulgence of star singers that one so often 
hears in performances of this opera today. What led you to this 
approach, which I find so refreshing and so convincing? 
 

Timothy Long (hereafter TL): Thank you for the 
compliments! My approach to Puccini is comprised of my 
fascination with structure and tempo. If you have these as the 
guideposts, they will lead to almost everything else. There are 
SO many musical markings in this score, that if you arbitrarily 
follow them too strongly, the entire piece can fall apart. 
Structure helps you to see where the piece is leading and you 
will therefore not do anything to inhibit that course. Tempo 
has to do with awareness of relations throughout the score. He 
does have some metronome markings, some of which are 
shocking. Rather than listening to favorite recordings, I study 
the Italian word setting obsessively. In this case, it is not so 
much about structure (since the music has set that), but it is 
about Italian rhythm and the inherent drama of the statements. 
That is the ultimate guide to tempo! 
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2. DL: Early on we decided to use the standard reduced 
orchestration for our production, as opposed to the full 
orchestration as Puccini originally wrote it. What are the 
artistic advantages of using this reduced orchestration in a 
semi-staged concert performance such as this one? 
 
 
TL: If we were in a pit in an acoustically well-balanced opera 
house, then the full orchestration would be wonderful. In this 
case, our orchestra will be upstage of the singers with nothing 
to balance the sound with the singers. The reduced 
orchestration will give us much more flexibility so that the 
orchestra will not have to stay pianissimo for the entire 
evening. We'll be able to explore the slightly different colors 
of this particular group.  
 
 
3. DL: Act II is notoriously difficult to stage, even in a full 
production. Brenda has come up with some interesting ways to 
involve some members of the chorus in the actual staging, 
rather than only singing from the risers. You have also made a 
few small cuts in this act that address some of these same 
concerns, also in the choral sections at the beginning of Act 
III. Tell us what you have done in this regard, and what the 
advantages are to the way we are presenting the opera in this 
production. 
 
 
TL: If you've ever seen the famous Zeffirelli production at the 
Met, you'll remember that Act 2 is covered with hundreds of 
principals, choristers, and supers---not to mention the horse. 
It's an extremely active scene with principals interacting with 
the crowd in a visually arresting start. In a semi-staged version 
such as ours, the chorus is stationary. So it would be extremely 
difficult to create the same sense of drama. I've kept much of 
the chorus music intact, but have cut where the action of the 
principals would be awkward as they waited for the stationary 
chorus to finish. When you take a close look at the score, there 
are some rather obvious places for the cuts to happen and I 
think they sound pretty terrific! 
 
 
4. DL: I understand that rehearsals are going very well. In 
your view, what are the main challenges for our cast, most of 
whom are performing these roles for the first time? Tell us 
something about the musical rehearsal process with them. 
 
 
TL: First of all, we have a very smart and talented cast! They 
each bring something unique to their parts and the musical 
process is different with each of them. I began with individual 
coachings for notes and rhythms. For solos, it's then about 
imbuing each phrase with personal meaning. With a famous 
opera like La Bohème, it's too easy to simply hear a favorite 
recording in your ear and to try and replicate that. But, if those 
musical and dramatic choices don't begin from a more 
personal place, they will never have the deep meaning of the 
original performers. Our cast is very fun and very smart so 

we're having a great time exploring and learning how to listen 
to each other.  
 

 

 
 

American soprano Brenda Harris (stage director), 
Performing Artist in Residence at Stony Brook University, has 
appeared with opera companies and orchestras throughout the 
world.  In North America, she has been heard in leading roles 
at the Metropolitan Opera, Washington National Opera, 
Minnesota Opera, New York City Opera, Austin Lyric Opera, 
Atlanta Opera, Michigan Opera Theatre, Arizona Opera, 
Opera Theatre of St. Louis, Opera Pacific, Utah Opera and 
Washington Concert Opera among others. In Canada, she has 
sung leading roles with The Canadian Opera Company 
(Toronto), L’Opera de Montreal, Edmonton Opera, Opera de 
Quebec, Opera Lyra (Ottawa) and Vancouver Opera.  In 
Europe, Miss Harris has appeared at the Spoletto Festival, 
Opera du Rhin (Strasbourg), and Teatro Massimo (Palermo). 
The current season includes the role of Eleanor Iselin in the 
world premiere of The Manchurian Candidate by Pulitzer 
prize winning composer Kevin Puts, and Kostelniĉka in 
Jánaĉek’s Jenůfa.  Ms. Harris has directed scenes for the Des 
Moines Metro Opera, Opera Neo Young Artist Training 
Program and the Stony Brook Opera.  She has recorded 
leading roles on the Newport Classic, Vox, and Naxos labels. 

 
 
 
	  
	  

Brenda	  Harris,	  stage	  director 
 
 
1. DL: You and I have been discussing the particular 
difficulties of mounting La Bohème as a semi-staged concert 
performance, the way we did with Lucia di Lammermoor last 



 
Long Island Opera Guild Newsletter 

 

8 

year. What do you see as the challenges of staging La Bohème 
in this way, as opposed to an opera like Lucia? 
 
Brenda Harris (hereafter BH): Without question, the challenge 
is the lack of interaction between the principals and chorus 
given that there's an orchestra between them!  We faced some 
of that in Lucia and we managed so I'm hopeful we'll find 
solutions here, too! 
 
2. DL: The chorus (or better, the choruses) have a much more 
important role in Bohème than they did in Lucia. Much of the 
time they will sing from risers behind the orchestra, as they 
did last year. But you have some interesting ideas about 
having some of them actually take part in the staging this year. 
Tell us what you have in mind. 
 
BH: Because the adult chorus will not be costumed or 
memorized, I believe they'll stay put.  But, I'm hoping the 
children (big and small) will be able to interact a little with the 
principals.  Our chorus master has assured me that the children 
can memorize their parts so I think it will be fun to have them 
do a little acting, as well.  It will all be determined next week 
as that's when we'll face the mountain of Act Two! 
 
 
3. DL: I find it interesting that three of our principal singers 
(soprano Jen Sung, tenor David Guzman, and baritone Joseph 
Han) are the same who sang the leading roles of Lucia, 
Edgardo and Enrico in Lucia last year. All three had a great 
success in the Donizetti, yet it is not often that one would 
think of casting three singers who are well suited to Donizetti 
to these Puccini roles. Yet I completely agree that we have 
made the right choice in casting them again for the roles of 
Mimì, Rodolfo, and Marcello. What particular vocal, musical, 
and dramatic qualities did you perceive that convinced you 
that they would also excel in these roles? 
 
BH: You are quite right!  They're all three excellent in both 
operas.  Each of them has strengths that allow them to sing 
both periods and styles.  One may be better in one style than 
another but they all are completely equipped to do 
both.  Because of our work together in last year's production, 
we're also able to cut right to the chase here as we already 
have a good working relationship.  That's been a pleasure.  Jen 
and David have lovely chemistry and Joseph is probably even 
more suited to Marcello than Enrico and he was excellent in 
that role!  So I expect our audience to really enjoy their 
singing and portrayal of these great characters! 
 
4. DL. Since we will have no sets, only some furniture, a lot of 
hand props, and only a suggestion of costuming, what do you 
see in terms of lighting in enhancing the theatrical experience 
for our audience? 
 
BH: As in Lucia, we'll rely heavily on lighting to indicate 
interior/exterior scenes, windows, room differentiation, 
etc.  We'll probably use the psych and templates to make 
things more clear, too.  I think it will be a lot of fun! 
 

	  
	  

	  
	  
Tomas Del Valle (Lighting Designer) is a senior Theatre Arts 
major at Stony Brook University. He has designed many 
shows for Pocket Theatre, a student driven theatre club.  Some 
of their recent productions include Kroetz Concert, The 
Picture of Dorian Gray, and Madama Butterfly.  On campus, 
he has also done lighting design for the Theatre Department 
production of Hedda Gabler. In New York he has assisted 
designers with shows from Company XIV and Great Small 
Works. 
 
Tomas	  Del	  Valle,	  lighting	  designer	  
 
 
DL: 1. Tomas, you have been Jeanette Yew’s assistant in the 
Theater Arts Department for many years, and this past year 
you also designed the lighting for the Theater Arts Department 
production of Hedda Gabler. When Jeanette was not available 
for this opera, she recommended you. Tell us something about 
your background, and about your career aspirations after you 
graduate. 
 
 
Tomas Del Valle (hereafter TDV): I am very thankful to 
Jeanette for being such an amazing mentor, I've been able to 
learn so much from her over the last two years. For my 
background, I actually grew up with a large focus on fine 
woodworking. I started out making small trinkets for my 
friends like toy trains and small figurines. From there I moved 
to music boxes and some black lacquer boxes at a friend's 
shop. Black lacquer was especially interesting because of how 
mirror-like the surface became and how little it transferred 
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color in an image's reflection. That's probably where my 
interest in what lighting could achieve first started. 
After I graduate I'll continue with lighting design as my main 
career path. I've also been wanting to explore puppetry more, 
in performance and design.     
 
 
DL: 2. This production is a semi-staged concert performance, 
with three groups of performers taking part: the cast, the 
chorus, and the orchestra. How do you plan to use lighting to 
help clarify the roles of these three groups in a production of 
this sort? 
 
 
 
TDV: Having the three groups on stage definitely makes it a 
bit hard to tell who's who since there are so many bodies. 
When it comes to lighting there are a few aspects that I feel 
are greatly effective at clarification, namely the abilities to 
frame and draw focus. I've been thinking about framing for 
this production more as a sense of dead space between the 
groups, keeping close within the areas dedicated to each of the 
three. The concept behind this is the separation of the action, 
intention, and outside forces sharing the same space yet being 
so divided. As for drawing the attention of the audience, one 
of the main methods I want to employ is the use of color. 
Creating slight contrasts and compliments between different 
groups allows for visual relationships to be made by the 
audience so they can further understand the dynamics of the 
separation.  
 
 
DL: 3. As you know, we will have no sets, but there will be all 
essential furniture on the playing area for the cast, and all the 
small hand props. The singers will also have some minimal 
costuming over their basic black clothing. In what ways do 
you think that you can use lighting  to enhance the theatrical 
experience for our audience? 
 
 
TDV: I think that one of the most important ways to further 
enhance the experience would be to create an ambiance for the 
characters to build upon: whatever it may be, through color, 
templates, effects. So long as those on stage feel that they are 
inhabiting the world they imagine, the audience will not only 
enjoy the spectacle, but even more so the actors. 
 
 
 

	  
	  
	  
	  
	  
	  

	  
	  
	  

Meet	  our	  cast 
	  
	  
	  
	  

 
	  

 
 
Collin Champagne (Parpignol) is a Brooklyn native and 
current third year undergrad at Stony Brook University 
studying voice.  A member of the Stony Brook Vocalists a 
cappella group and University Chorale, he started out singing 
as a member of the Brooklyn Youth Chorus where he 
performed with Il Volo, Chris Botti, and Barbra Streisand.  In 
addition, Collin has starred in Sweeney Todd, Into the Woods, 
Grease, and Kiss me, Kate! while attending Brooklyn 
Technical High School.  He is honored to be playing the role 
of Parpignol in La Bohème as his first operatic role. 
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David Guzman (tenor: Rodolfo) is quickly rising in the large 
arena of opera and oratorio. With reviewers praising his 
exquisite beauty of tone and impeccable musicianship, 
audiences are keeping their eye on the up and coming 
Colombian tenor as he recently thrilled them in his portrayal 
of Il Duca di Mantova in Verdi’s Rigoletto with Tampa Opera 
and Rafael of Foglia/Martinez's To cross the face of the moon 
with Arizona Opera, Lyric Opera of San Diego, Lyric Opera 
of Chicago, Houston Grand Opera and performances at the 
famed Theatre du Chatelet in Paris. Mr. Guzman made his 
Carnegie Hall debut as a soloist in Misa Azteca by Gonzalez 
with Mid-America Productions followed by performances of 
Mozart's Coronation Mass at Alice Tully Hall and Mozart’s 
Vespers at Avery Fisher Hall with DCINY in New York City.  
Other credits include The Duke in Rigoletto with North Shore 
Opera Festival in New York, Rodolfo in La Bohème with 
Opera in the Heights in Houston, Don Jose in Carmen with 
Long Island Opera, Nemorino in L’elisir d’amore with Divaria 
Productions, Alfredo in La Traviata with Bronx Opera and 
Rinuccio in Gianni Schicchi with Salt Marsh Opera. Mr. 
Guzman is currently a student of Brenda Harris in the DMA 
program in Voice at Stony Brook University.  
 
 
 
     
 
  Joseph Kyungjin Han (baritone: Marcello) is an active 
performer in New York, New Jersey and Pennsylvania. He has 
sung in many master classes with Dalton Baldwin, William 
Stone, and Maestro Maurizio Arena. Joseph was awarded first 
prize in the advanced division of the National Association of 
Teachers of Singing Competition (NATS) in 2011. He sang 
some title roles, such as Figaro, Escamillo, and Count, with 
professional opera companies in Pittsburgh while he pursued 
his masters' degree at Carnegie Mellon University. Mr. Han 
has appeared in several concerts at Heinz Hall as a member of 
the Mendelssohn choir of Pittsburgh with the Pittsburgh 
Symphony Orchestra under the baton of Manfred Honeck. He 
has participated in the following summer programs: Academie 
Internationale d'Ete de Nice (2005), and the Ezio Pinza 
Council for American Singers of Opera (2012). Last summer 
he sang the title role in Tchaikovsky's Eugene Onegin at the 
AVA Russian Opera Workshop. This year, he appeared as 
Wagner in Faust with ConcertOPERA Philadelphia where he 
also covered the role of Valentin. Mr. Han received his B.A at 
Seoul National University studying with Sungkil Kim. He 
completed his M.M at Carnegie Mellon University where he 
studied with Douglas Ahlstedt and Maria Spacagna., and is 
currently pursuing his doctoral studies at SUNY Stony Brook 
University with Randall Scarlata. 
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Zen Kuriyama (Benoit, Alcindoro) is currently a Master of 
Music student in Voice Performance, studying under Randall 
Scarlata. He received his BA in Music, summa cum laude, 
from the University of Hawaii at Mānoa, under the tutelage of 
Maya Hoover. Other primary teachers include Rachel Schutz, 
Faith Esham, and Ron Cappon. Zen is the recipient of the 
2014 Presser Scholar Award, the Clarence and Doris Glick 
Classical Music Foundation Grant, and was the winner of the 
2014 Morning Music Club of Honolulu Competition. As a 
lyric baritone, Zen is a frequent concert soloist, with highlights 
including Duruflé’s Requiem, Herbert Howells’s Collegium 
Regale, and Zachary Wadsworth’s The Passion According to 
St. John. An avid chamber musician, Zen has appeared in 
chamber performances with the Lutheran Church of Honolulu 
Bach Orchestra, the Hawaii Performing Arts Festival, and the 
Stony Brook Baroque Ensemble. Uniquely, Zen has also done 
graduate-level work in Musicology, with research focusing on 
the English Musical Renaissance, Ralph Vaughan Williams, 
and the English Sound.  

 
 
 
 
 
 

“When he sang it, the foundations of the Warsaw 
Philharmonic trembled. It was truly an amazing voice!” 
(Wielkanocny Festiwal LvB Czasopismo). Bass-Baritone 
Alexander Hahn’s (Colline) recent performances include 
Pietro in Simon Boccanegra with the Beethoven Easter 
Festival of Warsaw, the title role in Le Nozze di Figaro with 
Bronx Opera, Monterone in Rigoletto with Opera Theater of 
Connecticut, Zuniga in Carmen with New Rochelle Opera, 
and the bass-baritone soloist in Beethoven’s Symphony No. 9 
with EOS Orchestra of Beijing.  Other engagements have 
included performances of Le Baille in Werther with Opera 
Company of Brooklyn, Leporello in Don Giovanni, Don 
Alfonso in Così fan tutte, King René in Iolanta as well as 
many others with Chautauqua Opera, Yale Opera, and Mannes 
Opera. Equally at home in art song, Mr. Hahn has performed 
as a soloist in Chautauqua Opera’s young artist recital series, 
Yale Opera’s Liederabend concerts, and the Montreal 
International Vocal Arts Institute recital series. 
Mr. Hahn is a graduate of the Yale School of Music, where he 
earned both a Master’s degree in Music and an Artist 
Diploma. Mr. Hahn earned his Bachelor’s degree in Music 
from Mannes College of Music. 
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Hailed for her “diamantine high notes… and giddily delirious 
coloratura” Welsh-born soprano, Rachel Schutz (Musetta) is 
increasingly in demand for her evocative performances and 
wide range of repertoire. She is active both in the opera house 
and on the concert stage, having appeared extensively around 
the United States, Europe and Asia. Notable performances 
include the Ravinia Festival, Zankel Hall, Santa Fe Opera, 
Tanglewood Music Center, Ojai Festival, Hawai'i Symphony 
Orchestra, Hawai'i Opera Theatre, Opera Parallèle, Stockton 
Opera, Dame Myra Hess Concert Series and the Boston Pops 
Orchestra. Ms. Schutz is also an avid supporter of new music, 
having worked with composers Augusta Read-Thomas, John 
Harbison, Libby Larsen, John Musto, and William Bolcom. 
Rachel Schutz received her AB degree in Music at Stony 
Brook University in 2003, and has returned this year to pursue 
her DMA degree in Voice performance. 

 
 
 

                
	  
	  
	  
	  
	  
	  
	  
Jennifer	  H.	  Sung	  (Mimì)	  is	  a	  third-‐year	  doctoral	  student	  at	  
SUNY,	  Stony	  Brook,	  having	  earned	  her	  previous	  degrees	  at	  
the	  Eastman	  School	  of	  Music	  and	  the	  Manhattan	  School	  of	  
Music.	   She	   grew	   up	   in	   Baltimore,	   Maryland,	   where	   she	  
began	  her	  vocal	  studies,	  and	  has	  been	  actively	  performing	  
around	  the	  East	  Coast	  Metropolitan	  areas.	  Miss	  Sung	  sang	  
in	   numerous	   operas	   and	   scenes,	   such	   as	   Cendrillon	   (La 
Fée), Hansel	   and	   Gretel	   (Gretel),	   I	   Capuleti	   ed	   i	  Montecchi	  
(Giulietta),	  The	   Turn	   of	   the	   Screw	   (Flora),	  L’elisir	   d’amore	  
(Adina),	  Die	  Zauberflöte	  (Königin	  der	  Nacht),	  Don	  Pasquale	  
(Norina),	   Die	   Entführung	   aus	   dem	   Serail	   (Blonde),	   Die	  
Fledermaus	   (Adele),	   and	  Roméo	  et	   Juliette	   (Juliette),	  while	  
also	  appearing	  as	  a	  concert	  soloist	  in	  Bach's	  B	  Minor	  Mass,	  
Haydn's	   Creation, Saint-Saëns’ Oratorio de Noël, and 
Handel's	   Messiah.	   She	   was	   recognized	   as	   a	   finalist	   in	  
National	  Opera	  Association	  Competition,	  and	  as	  first	  place	  
winner	   in	   the	   Emerging	   Artist	   Competition,	   LISMA	  
International	  Competition,	  Maryland	  Distinguished	  Talent	  
in	   Arts	   Competition,	   and	   Asian	   American	   International	  
Competition.	   

 

 



 
 

Stony Brook Opera 
Final Performances for 2015-2016 

Save the dates! 
 
 
 
Love at First Sight in Puccini’s La Bohème: A Closer Look at Act I: Lecture/preview by 
David Lawton with live performances by Stony Brook Opera cast members.  
 --Wednesday, April 13, 2016 at 7:30 p.m. Center for Italian Studies, Frank Melville 
Memorial Library, Room E4340 
 
 
Semi-staged concert performance of Puccini’s La Bohème  

(Three performances) 
 --Wednesday, April 27, 2016 at 12 noon, preview performance, Berkner Hall, 
Brookhaven National Laboratory 
 --Saturday, April 30, 2016 at 8 p.m., Staller Center Main Stage, Stony Brook 
 --Sunday, May 1, 2016 at 3 p.m.: Staller Center Main Stage, Stony Brook 
 
Tickets for the Staller Center performances are $20 general, $15 students and seniors, and are 
available at the Staller Center Box Office: (631) 632-ARTS or online at www.stallercenter.com 
 

Support Stony Brook Opera 
 

As we approach the end of our 2015-2016 season, we would like to thank members of the Long 
Island Opera Guild for your generous support of Stony Brook Opera. As in any performing 
organization, income from ticket sales covers less that half of Stony Brook Opera’s production 
expenses. Your continued support is vital in making it possible to achieve and maintain the 
excellence to which we aspire. 
 
If you are reading this Newsletter and would like to become a member of the Long Island Opera 
Guild and help support Stony Brook Opera productions, it is not too late for this season! Please 
send a check for your tax-deductible contribution, payable to the Stony Brook Foundation, and 
send it to David Lawton, Department of Music, Stony Brook University, Stony Brook, NY 
11794-5475. Your contribution will be acknowledged in the program for La Bohème. 


