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MESSAGE FROM THE  
GENERAL DIRECTOR 

  

Florida Grand Opera is pleased to present the magical 
world of  opera to people of  all ages in South Florida.  We 
are delighted to invite you to join us for the Opera’s 2011-
12 season, which will begin with our first-ever production 
of  a zarzuela, Federico Moreno Torroba’s Luisa Fernanda.  
The season will also include Florida Grand Opera’s first-
ever production of  Puccini’s La rondine and productions of  
Verdi’s Rigoletto and Gounod’s Roméo et Juliette. 
 
As part of  our Student Dress Rehearsal program, we have 
developed comprehensive study guides to be used in the 
classroom, at home, for academic learning, and for personal 
enjoyment.  Each guide is filled with background informa-
tion on the history of  the opera, a synopsis and musical ex-
amples from our 2011-12 season. 
 
Florida Grand Opera believes that music is vital and essen-
tial to a well-rounded education and a life that is culturally 
fulfilling   We hope that the Dress Rehearsals and these 
guides develop and support the teaching skills of  musicians 
and teachers so that students’ music learning is deepened. 
 
I look forward to seeing you at the Opera! 

 
 
 
 
 

Robert M. Heuer 
General Director and CEO 
Florida Grand Opera 

Robert Heuer, General Director and CEO 
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WHAT WILL YOU SEE IN AN OPERA? 
Opera combines colorful sets and costumes, dynamic staging, passionate stories, and poetic words with beautiful 
music.  Richard Wagner referred to it as Gesamkunstwerk, or a “total art work.”  You might watch dancing, sword 
fighting, characters dressing in disguises, the tenor wooing the soprano, or unfurling schemes against another char-
acter.  Operas can be romantic, comedic, tragic, dramatic, or all of the above.  Primarily, opera is entertaining!  
 
WHAT WILL YOU HEAR IN AN OPERA? 
Operas are sung in many different languages, the most common of which are Italian, French, German, and Eng-
lish.  Luisa Fernanda, however, is sung in Spanish.  Florida Grand Opera provides supertitles (translations of the 
text projected on a screen above the stage) in English and Spanish. Singers are accompanied by the orchestra 
which can consist of string instruments like violins, violas, cellos, and double basses, woodwinds like flutes, clari-
nets, oboes, and bassoons, and brass instruments like trumpets, french horns, trombones, and tubas.   
 
OPERA ETIQUETTE: 

Attending an opera is an exciting occasion!  You should dress comfortably, but presentably.  Many audience 
members use an opera as an opportunity to dress in formal attire. 
Arrive early.  Audience members who arrive after the start of the performance are prevented from entering 
until there is a change of scene. 
It is customary to show your appreciation at various times in the performance with  
applause.  The audience will applaud at the beginning of each act as the conductor enters the orchestra pit, at 
the ends of particularly well-sung arias or 
choruses, at the close of each scene or act, 
and during the final curtain call as the per-
formers bow.   
If you want to show your admiration even 
more, you can call out “Bravo!” for a male 
singer, “Brava!” for a female singer, or 
“Bravi!” for an ensemble.  If you enjoyed 
the entire production, stand and clap during 
the curtain call to join in a standing ovation.  
Audience members are expected to turn off 
all cell phones and refrain from using cam-
eras with or without flash during the per-
formance. 
While concessions are sold in the lobby be-
fore the performance and during intermis-
sions, no food or drink is allowed inside of 
the theatre. 
Be respectful of the musicians and your fel-
low audience members and do not talk during the performance 

 

Most importantly, enjoy the opera! 

 
 
 

  ATTENDING AN OPERA 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 
 

    Richmond Heights Middle  School at The Tales of Hoffmann Dress Rehearsal 
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Florida Grand Opera stands as one of the oldest performing arts 
organizations in Florida and in the nation. Florida Grand Opera is 
one of the resident companies of The Adrienne Arsht Center for the 
Performing Arts of Miami-Dade County where it presents its Miami 
performances in the Sanford and Dolores Ziff Ballet Opera House. Fort 
Lauderdale performances are given at the Broward Center for the 
Performing Arts. Florida Grand Opera was formed in June 1994 by 
the merger of Greater Miami Opera, founded in 1941, and The Op-
era Guild Inc. of Fort Lauderdale, founded in 1945. 

 

The Greater Miami Opera was founded by Dr. Arturo di Filippi, a 
voice teacher at the University of Miami. The first production, held 
at Miami Senior High School in 1942, was a single performance of 
Leoncavallo’s Pagliacci, performed in English, with Dr. di Filippi 
singing the role of Canio. In 1945, Dr. di Filippi appeared in a pro-
duction of Il trovatore at Ft. Lauderdale Central High School, repre-
senting the first production of the The Opera Guild, Inc. Florida 
Grand Opera has a rich history of presenting internationally ac-
claimed artists such as Robert Merrill, Dorothy Kirsten, Richard 
Tucker, Renata Tebaldi, Roberta Peters, Franco Corelli, Renata 
Scotto, Montserrat Caballe, Jon Vickers, Sherrill Milnes, Nicolai 
Gedda, Birgit Nilsson, Anna Moffo, Plácido Domingo, Beverly Sills, 
Joan Sutherland, Evelyn Lear, James Morris, Thomas Stewart, Diana 
Soviero, Justino Diaz, Simon Estes, Elizabeth Futral, Helen Donath, 
Deborah Voigt, and Fernando de la Mora. Luciano Pavarotti made 
his American debut in 1965 with the company’s production of Lucia 
di Lammermoor. 

 

In April, 2007, Florida Grand Opera presented the critically acclaimed world premiere of David Carlson’s Anna Karenina 
with libretto by Colin Graham. Anna Karenina was commissioned as a co-production by Florida Grand Opera, Michigan 
Opera Theatre, and Opera Theatre of Saint Louis. In May 1997, the Company presented the world premiere of Balseros, 
an opera by Robert Ashley with libretto by world renowned Cuban writer María Irene Fornés. Balseros was commissioned 
as a co-production by Florida Grand Opera, Miami-Dade Community College and the South Florida Composers Alli-
ance. Another world premiere was Robert Ward’s Minutes Till Midnight in 1982. American premieres include Gioachino 
Rossini’s Bianca e Falliero and the final revised version of Alberto Franchetti’s Cristoforo Colombo. 
 

At the core of Florida Grand Opera’s mission is a commitment to training emerging opera professionals and educating 
young people about opera while embracing the diverse cultural heritage of the South Florida community. Each year, es-
tablished education programs, including the School Dress Rehearsal Program and the company’s education festivals ex-
pose thousands of children and students to opera’s many facets. Florida Grand Opera’s renowned artist training pro-
gram, the Young Artist Studio, nurtures gifted young singers and provides them with the skills and experiences necessary 
to move beyond their training at universities and music conservatories into successful careers in the professional opera 
world. 
 

Florida Grand Opera will present four main-stage productions for the 2011-2012 season: Federico Moreno Torroba’s 
Luisa Fernanda, Puccini’s La rondine, Verdi’s Rigoletto, and Gounod’s Roméo & Juliette. Luisa Fernanda is the Florida Grand 
Opera’s first production of a zarzuela, a Spanish lyric-drama that is based in the operatic tradition, but also incorporates 
popular song and dance. 

 
 
    

FLORIDA GRAND OPERA: A HISTORY 

 

Dr. Arturo di Filippi in Pagliacci 
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PURCHASE YOUR TICKET! 

Review the charts of the Florida Grand Opera‟s performance season and prices. Then answer the questions below.    

 
 

 
 

 

 

 

 

 

 

 

 

 

 
 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 
 

 
 
 
 

ACTIVITY ALERT!   

Arsht Center Series in Miami 

 
Opening 

Night 
Tuesday 

Night 
Wednesday 

Night 
Friday 

Night 
Saturday 

Night 
Sunday 

Matinee 

OPERAS 
Saturday  

at 7 pm at 8 pm at 8 pm at 8 pm at 8 pm at 2 pm 

Luisa Fernanda Nov 12 Nov 15 Nov 23 Nov 18 Nov 26 Nov 20 

La rondine Jan 21 Jan 24 Feb 1 Jan 27 Feb 4 Jan 29 

Rigoletto Jan 28 Jan 31 Feb 8 Feb 3 Feb 11 Feb 5 

Romeo et Juliette Apr 21 Apr 24 May 2 Apr 27 May 5 Apr 29 

Premium Seating  

Grand Tier Box $250 $175 $175 $225 $225 $175 

Prime Orchestra/Orch Box $225 $129 $129 $175 $175 $129 

Standard Seating  

Front Orchestra $175 $96 $96 $129 $129 $96 

Orchestra Circle $129 $78 $78 $96 $96 $78 
       

Mezzanine Box/Mezz Row A $129 $78 $78 $96 $96 $78 

Mezzanine rows B-G $78 $61 $61 $67 $67 $61 
       

Lower Balc Box/Lower Balc 

Row A $78 $61 $61 $67 $67 $61 

Lower Balcony Rows B-H $49 $28 $28 $37 $37 $28 
       

Upper Balc Box/Upper Balc 

Row A $35 $21 $21 $28 $28 $21 

Upper Balcony Rows B-N $21 $11 $11 $19 $19 $11 

Broward Center Series in Fort Lauderdale 

 
Thursday 

Night Saturday Night 

OPERAS at 8 pm at 8 pm 

Luisa Fernanda Dec 1 Dec 3 

Rigoletto Feb 16 Feb 18 

Romeo et Juliette May 10 May 12 

Premium Seating     

Prime Orchestra $200 $200 

Orchestra Box $200 $200 

Standard Seating     

Front Orchestra $125 $125 

Upper Orchestra $89 $89 

Side/Rear Upper Orch $60 $60 
   

Front Mezzanine/Mezz 

Box $125 $125 

Mezzanine $79 $79 

Side/Rear Mezzanine $55 $55 
   

Lower Balcony/Balc Box $46 $46 

Upper Balcony $21 $21 

1. La rondine will be per-

formed on what day, date, and 

time in the Wednesday Series? 

1. 

2. If a new subscriber buys 4 

tickets for the Friday Series in 

the Orchestra Circle, what 

does he/she pay?  

 

3. Which performance occurs 

closest to Thanksgiving?  

 

4. What sets of series have  

the same curtain time?  

 

5. On Sundays, what is the 

cost of the tickets for seating 

in the Second Tier, Front Or-

chestra?  

 

6. How much more does a 

person pay when buying 

Opening Night tickets in the 

Front Orchestra than the  
person  who buys a ticket for 

Mezzanine Row E? 
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W H E R E  D I D  O P E R A  C O M E  F R O M?  W H A T 
PROMPTED COMPOSERS TO CREATE IT?   
Poets, musicians, architects, artists, philosophers,  
mathematicians, and many other thinkers had become 
obsessed with a recreation of the Greek culture dur-
ing the Italian Renaissance.  In the 1500’s, a certain 
group of composers from the Camerata Fiorentina, or 
Florentine Academy, began to focus on the reproduc-
tion of Greek Drama.  The Camerata believed that 
several factors were extremely important in recreating 
these dramas: the sung text must be understood, the 
music should reflect the cadences of speech rather 

than dance, and 
most importantly, 
the music should 
explore and en-
hance the emo-
tions being ex-
pressed.   
 

The Camerata  
developed West-
ern music’s earli-
est operas,  the 
most well-known 
b e i n g  M o n t e -
verdi ’s L’Orfeo . 
Following L’Or-
feo’s success, the 
art form spread 

rapidly amongst composers, artists, and poets.  The 
Baroque form consisted of sung recitatives by solo-
ists which would move the plot or story line, arias 
in which the soloist would explore an emotion, and 
choruses where the rest of the characters com-
mented on the action.  Composers began to create 
duets, trios, and other ensemble numbers with multi-
ple soloists, allowing for more character interaction 
and more dynamic plot lines.  As the Classical pe-
riod began, the chorus of an opera became more 
integral to the story, rather than merely providing 
commentary.  Arias began to express multiple  

emotions and more complex ideas and main char-
acters took on more human attributes.  All of these 
developments are present in the works of Wolf-
gang Amadeus Mozart. 

 

Until the late 1700’s, operas fit into very specific clas-
sifications: opera seria, the noble and “serious” genre, 
and opera buffa, the comic and working-class genre.  
Mozart revolutionized opera as he began to blend 
these genres in his later works.  In The Marriage of Fi-
garo, buffo, or comic, servant characters like Figaro 
were portrayed alongside seria noblemen like Count 
Almaviva.  Furthermore, the buffo characters often 
displayed more admirable qualities than the nobles.  
Mozart’s Don Giovanni is classified as a dramma giocoso, 
or comic drama.  It features lighthearted moments 
and comic scenes such as Giovanni’s servant display-
ing the catalogue of his master’s conquests to a jilted 
lover, but ends quite dramatically with the womanizer 
being dragged to Hell for his terrible debauchery.  
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
         
 
      Florida Grand Opera’s production of Don Giovanni 

 
 
 

 
 
 
 
 

OPERA’S ROOTS ... 

       

  Wolfgang Amadeus Mozart 
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Giuseppe Verdi composed operas during the Roman-

tic period as harmonic language became more varied 

and effective.  Due to the concurrent developments in 

literary style, plots explored a greater depth of emo-

tion and action, and provided commentary on current 

events with more frequency.  As more regions 

chaffed under the oppressive rule of foreign empires, 

composers sought to express nationalistic themes with 

their art.  Verdi endured many struggles with govern-

ment and church censors over his operas, because of 

their political overtones.  
 

As opera developed even further, national styles di-

versified and developed their own canons. Verdi, Mo-

zart, and Rossini, among others, are considered by 

scholars to be members of the Italian School of oper-

atic composition.  Italian School composers created 

highly melodic music which displays the singers to  

the best of their abilities.  The orchestra accompani-

ment is usually secondary to the vocal line, and as 

such, these operas are termed “Singer‟s Opera.”  Con-

versely, the German School of Opera, which crystal-

lized itself through the works of Carl Maria von We-

ber, Beethoven, and Wagner, emphasizes the power 

of the music as a whole instead of displays by the vo-

calist.  Weber‟s opera Der Freischütz (The Marks-

man) is considered the first important German Ro-

mantic opera, and is particularly well known for its 

unearthly Wolf‟s Glen scene.  Weber‟s opera Euryan-

the followed Der Freischütz and was through-

composed, blurring the distinctions between recitative 

and aria.  This melding of recitative and aria was en-

h a n c e d  a n d  e x -

panded by Richard 

Wagner, who wrote 

in flowing and end-

l e s s  m e l o d i e s .  

Wagner‟s operas 

l ike Tristan und 

Isolde, Parsifal, and 

the Ring Cycle best 

exemplify the Ger-

man focus on the 

effectiveness of the 

orchestra, vocalists, 

and poetry as a total 

production to create 

the drama.   The 

F r e n c h  S c h o o l , 

founded by Lully 

and developed by composers such as Meyerbeer, 

Bizet, Gounod, and Massenet, is a balancing point 

between the Italian and German ideologies.  Instru-

mental support for the vocal line was more complex 

and rich, while the vocal line was less florid. The 

voice was always well displayed while still doing its 

part to evoke and progress the dramatic plot. 

 
 
 

 
 
 
 
 

...AND DEVELOPMENT 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

Carl Maria von Weber 

 

 

      Ruchard Wagner 
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NAMES LIKE SOUTH PACIFIC, OKLAHOMA!, PHAN-

TOM OF THE OPERA, WICKED, AND RENT ARE OFTEN 

MORE FAMILIAR TO US THAN THE VAST MAJORITY 

OF THE OPERATIC REPERTORY. These musical dra-

mas are heavily integrated into pop culture and are 

usually synonymous with Broadway and New York 

City. Have you ever wondered what inspired the crea-

tion of this unique art form full of drama, music, and 

dance? Though the modern musical‟s inspiration 

comes from a variety of sources, the opera, more spe-

cifically opera buffa, lies at its heart. 
 

Opera buffa, or „comic opera,‟ was a response to op-

era seria, or „serious opera,‟ during the 18th century. 

During this time, audiences wanted a plot that they 

could relate to and have fun watching. In response to 

this demand, composers began creating works that in-

corporated domestic characters in funny situations. 

The music was lighthearted and characters relatable, 

leaving audiences happy and upbeat by the end of the 

performance. Some of the most well known opera 

buffa are The Marriage of Figaro by Mozart and The 

Barber of Seville by Rossini. 

  
 

 

 

 

 

 

 

In the late 19th century, British and American compos-

ers sought to create new comedic works that mixed 

many genres of music, dance, and drama. These com-

posers drew musical ideas from the opera buffa idiom, 

but also included dance numbers and parody elements 

that were typical of burlesque shows. “Musical come-

dies” such as Cohan‟s Little Johnny Jones (1904) and 

Kern‟s Nobody Home (1915) typified this genre. As in 

opera buffa, ordinary, average characters were empha-

sized and brought to life. The plots were simple and 

easy to understand. Unlike opera, however, dancing and 

acting played a major role in these productions in order 

to bring the variety show to life. 
 

In 1927, Oscar Hammerstein II and Jerome Kern deliv-

ered a musical dealing with prejudice, and tragic, undy-

ing love: Showboat. This musical was revolutionary for 

a number of reasons. Showboat was clearly distinguish-

able from the “musical comedy” (like opera buffa) and 

established itself as a ”musical play” (like opera seria). 

All of the elements were subservient to the play; the 

story was cohesive and the integrated songs that con-

tributed to the action by establishing moods, unveiling 

characters, or advancing the plot. Showboat dealt with 

heavy emotions and was like nothing that had come 

before it. It paved the way for musicals by allowing 

them to deal with new subject matter. A few years later, 

Strike Up the Band (1930) included social commentary 

on war, capitalism, and American politics. 
 

Since the 70‟s, composers have taken the modern musi-

cal in many different directions. Because the music 

from a “musical” is no longer popular music, compos-

ers have often brought “pop” music back to the stage. 

Andrew Lloyd Weber has done so numerous times in 

Jesus Christ Superstar (1971), Cats (1982), and Phan-

tom of the Opera (1986) by incorporating rock beats 

and electric instruments in the orchestra. Some com-

posers, such as Jonathan Larson, have even created en-

tire musicals (Rent (1994)) using rock band instrumen-

tation. There is no longer a “typical” sound for a musi-

cal, as the repertory is as diverse as the composers who 

have created it. New musicals explore all facets of the 

human experience, social injustice, and worldly prob-

lems, as well as science fiction and fantasy. Though 

there is dancing, over the top acting, and rock and roll 

music in our modern musical, the themes of love, loss, 

and longing are not unlike its operatic ancestor. 
 

Many call the Broadway musical “American Opera.” 

The musical, though primarily drawing from operatic 

arts, was created through a conglomeration of many 

different elements, much like our American culture. 

Opera made use of drama, music, costumes, and art to 

 

 
 
 
 
 

ON BROADWAY... 

ACTIVITY ALERT! 
 

Search the internet to find out how an 

operatic voice is different from a  

musical theater voice!  
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tell timeless stories that resound deep within our souls, as many musicals aim to do today. Many parallels can also be 
drawn between subject matter of opera buffa and the musical comedy, as well as opera seria and the musical play. Songs 
are used to create drama, move the story forward, and hopefully teach us something about our own lives. The orches-
tra is used in both art forms to support the singers and add depth to their words. And though the acting and dancing 
used to be quite different between and an opera and a musical, current trends on Broadway and in opera houses are 
showing that they are learning from each other’s successes. And though they are learning and growing from each 
other today, we must not forget the musical’s roots. Without opera, the modern musical would never have come to 
be. 

 

 
 
 
 
 

...THE MODERN AMERICAN OPERA 

ACTIVITY ALERT! 
 

Draw a line connecting the following operas to their musical adaptations. 

 

 

OPERAS       MUSICALS 

 

 

Norma        The Blue Paradise 

 

 

La boheme       Maytime 

 

 

Romeo et Juliette      Miss Saigon 

 

 

Madame Butterfly      Little Duck and the Great Quack 

 

 

Ein Tag im Paradies      La Vivandiere 

 

 

L’Elisir d’Amore      The Pretty Druidess 

 

 

Wie einst im Mai      Rent 

 

 

La figlia del regimento     West Side Story    

     



 

FLORIDA GRAND OPERA                                                12                                                  LUISA FERNANDA   

 

  

ZARZUELA (PRONOUNCED ZAR ZWAY’ LA) IS THE MOST 
POPULAR FORM OF SPANISH OPERA.   
In zarzuela, the story often involves some sort of social 
commentary, working-class characters, and music full of 
emotion and passion.  It differs from typical opera be-
cause it includes spoken dialogue between the musical 
numbers to help tell the story.  Throughout history, this 
combination of singing and speaking has had many coun-
terparts all over the world: Gilbert and Sullivan’s British 
operetta masterpieces like The Pirates of Penzance or The 
Mikado, Viennese operetta such as Mozart’s Die Zauberflöte 
or J. Strauss’ Die Fledermaus, or even contemporary Ameri-
can musicals that intersperse spoken dialogue with song 
and dance. 
 
During the middle of the 17th century, the King and 
Queen of Spain attended performances of Hidalgo’s El 
Laurel de Apolo at a Royal Palace in the countryside out-
side of Madrid.  This work represented a new art form 
that included elaborate scenery, ballets, and popular 
dances accompanied by the guitar and castanets.  This 
entertainment became known as La Zarzuela because the 
Palace was located in an area thick with zarzas, or bram-
bles, from the rose family. 
 
 
 
 
 
 

 

 

 

 

 

 

 

 

 

 

 

 

 

WHAT MAKES A ZARZUELA?   
FIVE GUIDELINES: 
1.  A zarzuela normally has two acts.  Yes, there is an ex-
ception!  Luisa Fernanda comes very late in the develop-
ment of zarzuela and is considered a zarzuela grande.  It has 
three acts. 
2.  Almost all zarzuelas alternate spoken dialogue with sung 
portions.  The musical numbers include various styles of 
Italian opera including recitatives, arias, duets, ensembles 
and choruses as well as indigenous Spanish forms such as 
coplas, jotas, and seguidillas. 
3.  The musical numbers of a zarzuela are usually rather 
long.   
4.  Zarzuelas tend to be very elaborate productions.  They 
usually feature intricate machinery, expensive sets, and 
large casts.  It is perhaps the lavishness of these perform-
ances that attracted audiences so consistently. 
5.  The subject matter of the zarzuela tended to be more 
specific than that of a comedia.  Beginning in the late 1760s, 
the zarzuela began increasingly to deal with popular cul-
ture. 

 
 
 

 
 
 

 
 
 
 
 

THE EVOLUTION OF ZARZUELA 

 

ZARZUELA CAN BE PLACED INTO TWO CATEGORIES:  

Zarzuela grande (grand or large scale zarzuela) and 

género chico or zarzuelita (small scale musical plays).   

 

Zarzuela grande is usually in three acts and  

deals with serious dramatic plots.   

 

Género chico or zarzuelita is usually short  

comic operas in one or two acts, much like those 

 of the opera buffa genre.  Torroba‟s Luisa  

Fernanda represents one of the most famous  

Zarzuela grande of the 20th century. 

Luisa Fernanda by Armin Bardel for Theater an der Wien  
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THE OPERATIC VOICE 

OPERA SINGERS ARE CLASSIFIED IN TWO DIFFERENT WAYS.   
First, they are identified as soprano, mezzo-soprano, tenor, etc., based upon their singing range.  Secondly, they are  
categorized based on characteristics of their sound.  Type of voice is often referred to with the German word Fach 
(plural Fächer), which means “subject” or “specialty.”  A singer’s fach determines what roles they are most likely to per-
form. 
  
Women’s voices are grouped (from high to low) into soprano and mezzo-soprano ranges.  Men’s voices are grouped 
into tenor, baritone, and bass by range.  Common additional descriptive words include coloratura, lyric, and dramatic. 

 
 

Soprano Fächer  

Soubrette Soprano:  This soprano has a voice with the lightest weight and enough agility to handle coloratura passages (vocal runs of 
many fast notes).  She will not typically sing above a high C.  A soubrette is also referred to in German as a 
“Character Soprano.”  Her roles are frequently the maid or comic relief of the opera. 

Coloratura Soprano:   A coloratura soprano is marked with great agility and a much higher range than a soubrette.  Depending on the 
weight of her voice, the soprano may be additionally described as a lyric coloratura with medium weight and depth, 
or a dramatic coloratura with the fullest sound and a brassy, ringing quality.   

Lyric Soprano:  Lyric sopranos are typified by an ability to sing legato (in a smooth and connected line) with a pure and beautiful 
sound.  Many of a lyric soprano’s roles are the love interests of their opera, so a soprano of this voice type must 
encompass the innocence and vulnerability written into their music. Lyric sopranos may also grow into a classifica-
tion known as spinto, which in Italian means “pushed.”  This sound is larger than a standard lyric soprano and can 
cut across a larger orchestra. 

Dramatic Soprano:   A dramatic soprano has a full and rich sound with power that can carry across the largest opera orchestras.  Their 
tone is often darker than other sopranos.  Dramatic sopranos are also marked with great stamina and endurance. 

Mezzo-Soprano Fächer  

Coloratura, Lyric, and dramatic mezzo-sopranos have similar vocal characteristics to their soprano counterparts, but spend more of their 
time singing in a lower tessitura or range of their voice.  Mezzo-soprano voices are typically more mellow and rich in their sound than so-
prano voices.  

Contralto:  The contralto fach features a significantly lower range and a very dark, rich tone.  A contralto is one of the rarer 
female voice types due to its range and color. 

Soprano range Contralto range Mezzo-Soprano range 
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THE OPERATIC VOICE CONT. 

 
 

Tenor Fächer 

Comic Tenor:  The comic tenor sings roles that require acting rather than exquisitely beautiful singing.  His arias may be written in 
a patter or speech-like style and do not feature the demands of a full lyric melody. 

Lyric Tenor:  Similar to the other lyric voices, a lyric tenor must sing with beauty and command both flexibility of coloratura pas-
sages and musical phrasing of a legato line. 

Heldentenor:  Meaning “heroic tenor” in German, a Heldentenor features a richer and more robust sound than the lyric tenor.  In 
his middle range, a heldentenor may sound very similar to a baritone in color and weight. 

Baritone Fächer  

Lyric baritones and dramatic bass-baritones feature the same characteristics of lyric and dramatic voices.  A lyric baritone has a sweeter, 
mellower sound, while a dramatic bass-baritone has more comfort and strength in his lower range as well as enough power to sing over a 
large orchestra. 

Cavalier Baritone:  The cavalier baritone has a brassy quality to his voice and is capable of singing both lyric and dramatic passages.  
This voice is very similar to the Verdi Baritone, discussed more in-depth in the next section, but the Verdi Baritone 
usually sings a much higher tessitura than the cavalier baritone. 

Bass Fächer  

Basses are also classified as lyric or dramatic, as well as comic, based upon weight and beauty of the voice.   

This bass voice is marked by an extreme low range.  The basso profundo (Italian for “Profound” or “Low Bass”) 
has an enormously resonant and full-bodied sound. 

  

  

  

  

Tenor range 

  Basso Profundo:  

Bass range Baritone range 
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Fach Role Opera Composer 

Soubrette Soprano Susanna Le Nozze di Figaro Mozart 

Coloratura Soprano Gilda Rigoletto Verdi 

Dramatic Coloratura Soprano Queen of the Night Die Zauberflöte Mozart 

Lyric Soprano Mimi La Boheme Puccini 

Spinto Lyric Soprano Butterfly Madama Butterfly Puccini 

Coloratura Mezzo-Soprano Rosina Il Barbieri di Siviglia Rossini 

Lyric Mezzo-Soprano Carmen Carmen Bizet 

Contralto Erda The Ring Cycle Wagner 

Comic Tenor Monastatos Die Zauberflöte Mozart 

Lyric Tenor Don Ottavio Don Giovanni Mozart 

Heldentenor Parsifal Parsifal Wagner 

Lyric Baritone Papageno Die Zauberflöte Mozart 

Cavalier Baritone Don Giovanni Don Giovanni Mozart 

Lyric Bass-Baritone Don Pizarro Fidelio Beethoven 

Dramatic Bass-Baritone Scarpia Tosca Puccini 

Lyric Bass Don Basilio Il Barbieri di Siviglia Rossini 

Basso Profundo Sparafucile Rigoletto Verdi 

ACTIVITY ALERT! 
 

Think about some of your favorite superheroes or TV characters.  
 

What voice types would they be and why?  
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THE ZARZUELA REQUIRES SINGING STYLES AND  
TECHNIQUES THAT DIFFER FROM OTHER OPERATIC 
STYLES.   
The Spanish composers of this period were surrounded 
by influences of folk music, both rustic and cultured, by 
regional styles as disparate as flamenco and fado, and 
European classical music.  From this concoction, we 
hear singing that is as delightful as it is unpredictable. 
 
Most of the vocal technique implied by the zarzuela is 
rooted in the Italian style.  The aesthetic values of Italian 
opera could not help but rub off on a populace so often 
treated to examples of it.  The basic bel canto technique is 
shaded in style by the musical demands of the time and 
place of the zarzuela.  If the show is set in the Basque 
region, expect the musical vocabulary of the show to 
reflect the regionalism.  Shading, or styling, if you will, 
can range from small to rather significant. 
 
The composers of zarzuela did not know about the Fach 
system; roles fall very unevenly into voice types.  For 
example, sources list Luisa in Luisa Fernanda as a so-
prano.  She has plenty of high notes, but the role has 
some important low tessitura singing as well.  Her char-
acter is warm and vulnerable with more traits associated 
with a mezzo-soprano persona than a soprano one.  
Vidal is also described as a baritone even though much 
of his role is high tessitura. 
 
The first variation from bel canto that singers will notice 
is how very often the vocal line is doubled in the accom-
paniment.  It is not a surprising feature if one considers 
the prominence of dance-songs in the folk music of 
Spain. The standard mode of performing a dance-song is 
to have the singing doubled by the accompanying instru-
ments.  It is a way to keep everybody together while they 
are singing and dancing.  But, for the singer, doubling in 
the accompaniment is a competitive annoyance more 
than a hazard.  Singers unaccustomed to this style find it 
difficult to sing perfectly in tune and in time with the 
accompaniment.   

 

Agility and facility with language are major components 
of zarzuela singing.  Unlike Italian bel canto, which may 
feature agility (melismas and ornaments) without fast 
words, agility and facility are bound together in the zar-
zuela.  Coupled with  
 
the syllabic settings for fast passages in zarzuela is the ex-
pected use of Castilian Spanish.  Although there are zar-
zuelas that originated or are set in areas outside Castile, 
the bulk of the words are Madrilenian; hence, they should 
be performed in Castilian.   
 
Two other areas requiring various degrees of research are 
language use and figures of speech.  Because many zarzue-
las are based on historical or political events, performers 
and directors will find references and figures of speech 
that have long since disappeared from the vernacular.   
 
One of the most striking features of zarzuela singing is its 
nearly omnipresent reference to dance.  In folk culture, 
one never danced without singing, or sang without danc-
ing.  Most zarzuela singing is related to the “big three” 
dance forms – jota, fandango, and seguidillas.  What is im-
portant for singers is to duplicate through the voice the 
phrasing, articulation, and rhythmic stress of the dance 
being referenced. 
 
The last element of articulation and style, and one that 
adds character to the singing of zarzuela, is the grito (cry).  
Anyone who has ever attended a mariachi concert knows 
that the shouting is an integral part of the performance.  
In zarzuela, the musical equivalents of cries of exultation 
or sadness in the form of “Ay!” or “Ah!” are just as im-
portant. 
 
 
 
 
 
 
 

 
 
 

 
 
 
 
 

SINGING IN ZARZUELA 
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“For most of you, zarzuela is merely a difficult word 
to pronounce.  We Spaniards have zarzuela in the 
blood.  It is a very precious part of our heritage, and 
it is a joy to find that an increasing number of music 
and theatre lovers around the world respond to zar-
zuela, and wish to learn more about the stories, the 
composers, writers and singers who created these 
unique works. 
 

  For me, especially, zarzuela holds so many memories: 
 of my parents, my early life and my career.  My 
 mother and father toured America in December 
 1946 with Torroba’s zarzuela company, and the tour 
 was so successful that when it was over they decided 
 to remain in Mexico and form their own.  My 
 mother enjoyed a long and distinguished stage ca
 reer; and though by 1949, when I joined them in 
 Mexico, my father had lost his voice prematurely, he 
 too had been a fine singer.  By then he was the pro-
 ducer and first actor of the company.  Maestro Tor
 roba, when we were working together on rehearsals 
 for his opera El poeta (1980) told me that no one had 
ever sung Vidal’s lines “Ay mi morena, morena clara” in 

Luisa Fernanda so well and meaningfully as my father, and that my mother was the perfect Luisa. 
 

Then I think of the many great colleagues with whom I have had the privilege of singing zarzuela in concert halls and 
theatres around the world.  For all of us, this music means so much.  My sister and I, for example, knew certain zar-
zuelas as well as we knew our paternosters – we could recite the whole of them by heart.   Zarzuela is a very emotional 
matter for all my family because my parents dedicated their lives to bringing the best of this wonderful music not only 
to Spain, but also the to the American continent.” 
          

 
-Plácido Domingo 

 
 
 

 
 
 
 
 

PLACIDO DOMINGO ON ZARZUELA 
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Luisa Fernanda (soprano), Don Florito Fernández’s daughter, referred to as the 
morena (dark beauty).  

Duchess Carolina (soprano), Duchess to Queen Isabel II, a member of the reign-
ing monarchy. 
Mariana (mezzo-soprano), a chatty, observant innkeeper and Luisa’s friend. 
Javier Moreno (tenor), Luisa’s fiancé and newly appointed army colonel. 
Aníbal (tenor), Vidal’s enthusiastic servant. 
Luis Nogales (baritone), a member of the opposing revolutionary Republican 
movement. 
Vidal Hernando (baritone), a rich country landowner looking for a wife. 
 
 

ACT I 
Outside a tavern in Madrid (1868). The innkeeper, Mariana, is outside in the sun carry-
ing on a conversation with her guests, Rosita, Luis Nogales, and Aníbal.  While they 
chat, a wandering performer entertains them with a sad song about a girl and an un-
faithful soldier. 
Florito Fernández (an old man who used to work at the Queen of Spain’s palace) and 
his daughter, Luisa, join Mariana and her group.  Shortly, Luisa leaves the group to 
pray for her fiancé, Javier Moreno, who has recently become a colonel in the army.  
The plot begins to unfold as we discover that Nogales is involved in dangerous activity.  Javier (who you remember is a 
new colonel in the army) is now invited to join Nogales in a revolutionary movement opposing the Queen.  Vidal Her-
nando, who has come to Madrid to find a wife, offers his hand to Luisa.  She politely tells him she is in love with Javier.  
Jealous, Vidal vows to win Luisa.  
Javier returns looking for Luisa, but sees the Duchess Carolina.  Luisa enters in time to see her beloved Javier wandering 
away arm in arm with the Duchess.  Realizing that Javier decided to remain with the monarchists in order to be with the 
Duchess, Luisa faints into the arms of Vidal. 
 

ACT II 
The Paseo de la Florida in Madrid. Outside the church of San Antonio, Mariana and Rosita lead a festive gathering to col-
lect money for the church.  Street vendors, musicians, and elegant women and men are joined by the Duchess and Javier.  
Luisa and her father enter.  Luisa appears content with her new lover, Vidal.  The Duchess tries to convince Vidal to join 
her political movement and leave the revolutionaries, but he vows to remain with Luisa. 
Later in the act, the revolutionaries engage in a battle with Duchess Carolina’s monarchists, and Javier (who is fighting for 
the monarchists) is taken prisoner by Nogales.  As Nogales leads Javier into the town square, the people shout for his 
death.  Luisa steps in to defend Javier just as the police arrive to arrest Nogales for causing this turmoil.  At the end of the 
act, Javier leaves with the Duchess, and Luisa remains with Vidal whom she promises to marry. 
 

ACT III 
La Frondosa – Vidal’s country estate. The revolutionaries have succeeded, and Duchess Carolina has been exiled to Por-
tugal.  Javier is missing and Queen Isabel II has lost her throne.  Mariana, Luisa, and her father have joined Vidal at his 
estate to prepare for the upcoming wedding.  Vidal sent Aníbal to Portugal to purchase a wedding dress, but Aníbal finds 
Javier and returns with him to Vidal’s estate (completely forgetting about a wedding dress). 
Javier asks to meet with Luisa to convince her to marry him.  When Luisa insists that she honor her promise to marry 
Vidal, he overhears her and realizes that she truly loves Javier.  Vidal releases her from her obligation to marry him, and 
sends her off with Javier.  Vidal remains alone at his estate to grieve the loss of his beloved Luisa, comforted only by his 
memories. 

 
 
 

 
 
 
 
 

THE CHARACTERS & STORY 

 LuisaFernanda by Javier de Real for Teatro Real   
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THE HABANERA IS A GENRE OF CUBAN POPULAR DANCE MUSIC OF THE 19TH CENTURY.  It has a characteristic 
“habanera” rhythm, and was the first dance music from Cuba to be exported all over the world. The habanera is the 
simplest and most common of Latin rhythms constructed from multiples of a basic durational unit, and grouped un-
equally so that the accents fall irregularly in a one or two bar pattern.  The upbeat on the AND of 2 in the middle of 
the bar, is the power of the habanera, especially when it is in the bass. 
 
The habanera developed from the contradanza, but unlike the contradanza, the habanera was sung as well as danced.  The 
habanera is also slower and, as a dance, more graceful in style than the contradanza. The music, written in 2/4 time, 
features an introduction followed by two parts of 8 to 16 bars each. 
It is thought that sailors brought the habanera back to Spain, where it became popular for a while before the turn of 
the twentieth century. The habanera was danced by all classes of society, and had its moment of glory in English and 
French salons. The habanera from Bizet's Carmen (1875) is the definitive example, but Jules Massenet also included 
one in the ballet music to his opera Le Cid (1885), to lend atmospheric color.  The habanera has enjoyed many settings 
by other famous composers such as Maurice Ravel, Camille Saint-Saëns, and Emmanuel Chabrier.   
 
The second notable dance scene occurs as Vidal prepares for the wedding by providing entertainment for all of his and 
Luisa’s guests. This scene features what is considered bomba.  Bomba is one of the folk musical styles of Puerto Rico, 
largely derived from Africa.  The rhythm and beat are played by a set of hand drums and a maraca. Dance is an integral 
part of the music: the dancers move their bodies to every beat of the drum, making bomba a very wild and rich dance. 
Bomba is described to be a challenge between the drummer and the dancer. The dancer produces a series of gestures 
to which the primo drummer provides a synchronized beat. Thus, it is the drummer who attempts to follow the 
dancer and not the other way around. The dancer must be in great physical shape and the challenge usually continues 
until either the dancer or drummer discontinues.  
 
The basic music style was brought to Puerto Rico during the colonial slave trade. It originates in Kongo, although the 
majority of slaves can be traced back to many different areas of West and Central Africa. The dance was mostly prac-
ticed at the northern, southern and western coasts of the island where the majority of Africa's descendants lived. It is 
said by most bomba practitioners around the island that the town of Mayagüez is considered the birthplace of bomba 
in Puerto Rico.  
 
 

 
 
 

 
 
 
 
 

THE DANCE MUSIC 

 

                                        Clarita Filgueiras & Flamenco Puro Dance Company in FGO’s  production of Carmen 
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FEDERICO MORENO TORROBA (1891-1982) IS ONE OF THE MOST IMPORTANT COMPOSERS IN THE  
SPANISH ZARZUELA TRADITION.   
He was born in Madrid on March 3, 1891 into a family of musicians.  His father was a famous organist and Moreno 
Torroba  became an exceptional student of the Spanish nationalistic composer, Felipe Pedrell. It was under Pedrell’s 
guidance that he learned to compose zarzuelas.  Moreno Torroba composed many zarzuelas, the most famous of which 
is Luisa Fernanda. 
 

Moreno Torroba was prolific as an opera and ballet composer before succeeding in zarzuela.  He also made a major 
contribution to the concert hall with a series of fine works for 
the guitar - with and without orchestra.  His philosophy of 
composition is often described as “castizo” (“authentic”), signi-
fying a blend of folk elements drawing on the traditions of Ibe-
rian culture, combined with conventional forms and evocative 
works celebrating dance genres, specific places, or moods.  His 
music is particularly rich in its use of color, melody, and lively 
rhythms to transport the listener into an essentially Spanish 
expression of a poetic and romantic sensibility.  
 
Moreno Torroba was also a conductor, and created a touring 
company, which brought zarzuela to the United States and Cen-
tral America during the 1930s and 1940s.  Among the singers 
who worked in Moreno Torroba’s touring company were the 
parents of the world famous singer, Plácido Domingo.  After a 
long and successful career as a composer and conductor, Fede-
rico Moreno Torroba died in September 1982. 

 
 
 

 
 
 
 
 

FEDERICO MORENO TORROBA 

Federico Moreno Torroba  
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FEDERICO ROMERO WAS BORN ON NOVEMBER 15, 1886 
IN OVIEDO, SPAIN. He trained and practiced for a while as a 
mining engineer, a calling that adversely affected his health, 
before becoming a telegrapher. He was involved in the foun-
dation of the National Telephone service in 1917 shortly be-
fore resigning to pursue his writing career.   
Guillermo Fernández Shaw was born on February 26, 1893 in 
Cadiz, Spain, of Scottish and Irish ancestry. He was a son of 
Carlos Fernández Shaw, the author of several of the greatest 
zarzuela from “the Golden Age.” Shaw trained as a lawyer but 
quickly gravitated into journalism, eventually becoming editor 
of the newspaper La Epoca, in addition to publishing poetry in 
the periodical Blanco y Negro. He eventually became Director 
General of the Sociedad de Autores, and died in Madrid on Au-
gust 17, 1965.  
 
Romero and Shaw wrote over 70 libretti together. From their 
very first work, their supreme merit was recognized. Soon 
they were in demand from all the leading theatre composers. 
In addition to zarzuelas, they produced stage versions of dra-
mas by literary giants like Goethe and Schiller.  The practical 
influence of their work with verse drama gives many of their 
libretti a sophisticated literary quality that continues to stand 
the test of time. Their structures are taut, their dialogue is 
sleek and richly characterized, and their finest lyrics have a 
density and imaginative depth that is rarely found in any 
words specially written for music. 

 

    
 
 

Most of their texts are original and range far and wide in time and space. Their works include both Spanish regional and 
madrileño settings. For the range and consistent quality of their work, Romero and Shaw stand as the most successful 
and imaginative literary collaborators not just in the 20th century, but in the history of zarzuela. 

 
 
 
 

 
 
 

ROMERO AND FERNANDEZ SHAW 

Romero and Shaw  
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MADRID IS THE CAPITAL AND LARGEST CITY IN SPAIN.  Ma-
drid is located on the Manzanares River in the center of the 
country and serves as Spain’s political center.  It is one of the 
world’s major global cities and is considered the major financial 
center of Southern Europe and the Iberian Peninsula. 
 

Madrid’s fortunes have closely mirrored those of Spain.  During      
the Siglo de Oro (Golden Century), or the 16th and 17th century,  
Madrid knew its ultimate glory.  Madrid drew the attention of  
some of Europe’s greatest architects, writers, and painters.  This  
continued until May 2, 1808 (Dos de Mayo), when the people of  
Madrid rebelled against Napoleon’s occupation of the city. The  
Spanish rebellion provoked a repression by the French Imperial  
Forces and triggered the Spanish War of Independence.  After 

the war of independence (1814), Ferdinand VII returned to the throne, but was required to swear respect to the Con-
stitution.  This would start a period where liberal and conservative governments alternated, eventually ending with the 
enthronement of Isabella II (who reigns during Luisa Fernanda).  Isabella II was not able to suppress the political ten-
sion throughout the country, resulting in revolts that lead to the First Spanish Republic.  This was later followed by the 
return of the monarchy to Madrid, the creation of the Second Spanish Republic, and finally, the Spanish Civil War.   

 

Madrid was one of the most heavily affected cities in Spain during the Civil War (1936-1939).  The city was a major 
stronghold of the Republicans. During the first few months of the war, its western suburbs were the site of a bloody 
battle; citizens were bombed by airplanes and many buildings were destroyed. It was during the Civil War that Madrid 
became the first European city to be bombed by airplanes specifically targeting civilians! 
 

But, since the 1960s, Madrid has experi-
enced unprecedented, extraordinary devel-
opment in terms of population, wealth, and 
prosperity.  Madrid is one of Spain’s most 
popular destinations and is renowned for its 
large quantity of cultural attractions.  Ma-
drid is considered one of the top European 
destinations for art enthusiasts.  Best known 
is the Golden Triangle of Art, comprised of 
the Prado Museum, the Thyssen Borne-
misza Museum and the Reina Sofia Mu-
seum.  Madrid is also considered by many to 
be the world center of bullfighting and nu-
merous other sporting events.  Go explore 
Madrid’s rich history! 

 
 
 
 
 
 
 

WHAT DO YOU KNOW ABOUT MADRID? 

Cibeles Fountain, Spain 
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THE PASTORAL MODE HAS TRADITIONALLY BEEN UNDERSTOOD TO SENTIMENTALIZE, EVEN MYTHOLOGIZE, 
IDEAS, OBJECTS, AND PHENOMENA ASSOCIATED WITH THE RURAL LANDSCAPE, OFTEN CONTRASTING THE 
CONCEPT OF “URBAN.”  Pastoral formulations generally evoke nostalgia for the lost or better times and places 
(whether real or imagined), where innocence and prosperity, harmony and virtue, were the rule.  The typical zarzuela am-
biance conveys the particulars of the folksy, village-like space of the big-city neighborhood. 
 

Given nineteenth-century Spain’s experience of tensions arising among rural oligarchies, emergent mercantilism, and the 
expanding urban middle class, the explosion of pastoral forms in Spanish art and entertainment during this time is per-
haps not surprising.  The zarzuelas produced in Spain during the last twenty years of the nineteenth century culminate a 
long period of increasing interest in themes and stories centered on common folk, adding new dimensions of sentimen-
talization for rural characters.  Zarzuelas adapt the ancient pretense that natural man has much, if only by example, to 
teach civilized man.  This theme manifests most explicitly in the recurrent pastoral characterization by which the simple 
man functions as the voice of wisdom. 
 
Zarzuelas tend to have a tone of gentle condescension to discourage the pursuit of rational philosophy among simple 
folk, recommending instead that they follow their hearts.  Despite the great variety of settings of zarzuelas, the praise of 
simplicity is the fundamental characterization and strikingly formulaic.  Zarzuelas celebrate decent, colorful folk who lo-
cate the blessings of rusticity not in a past golden age, but in the rural present. 

 
 
 
 
 
 
 

ZARZUELA AND THE PASTORAL 

Rural Spain 



 

FLORIDA GRAND OPERA                                                24                                                  LUISA FERNANDA   

 

 

MANY CONSIDER LUISA FERNANDA TO BE THE LAST GREAT ZARZUELA EVER COMPOSED.  WHAT HAPPENED 
TO ZARZUELA AS A MUSICAL TRADITION AFTER LUISA FERNANDA? 
 
Moreno Torroba’s Luisa Fernanda premiered in 1932 - very late in the zarzuela tradition.  When the Spanish Civil War 
erupted in 1936, it served as a coup d’grace that helped to deliver the death-blow to an already ailing tradition.  The Civil 
War destroyed theatres and killed performers; it disrupted theatrical life in Spain, and zarzuela never recovered from it.  
Although there were new zarzuelas written and performed in the 1940s and early 1950s, these efforts seem weak and 
anemic.  The main theatrical centers in Spain, Madrid and Barcelona, had been the strongholds of the Republic and it 
is not surprising that lyric theatre was not high on the regime’s priorities. 
 
Zarzuela became more important when the regime turned to positive nation-building strategies in the mid-1950s and 
1960s. The genre was already recognized as quintessentially Spanish, and the regime helped to cement its role as an ar-
tifact of the past and not a living art form. The Franco regime was, of course, interested in a national identity built em-
phatically on the Spanish past, and the establishment and preservation of a zarzuela canon helped to support this: zar-
zuela was enshrined as a glorious and important part of Spain’s cultural heritage. No longer an integral part of the theat-
rical scene, zarzuela was preserved with the help of two new technological mediums: the long-playing record and televi-
sion. 
 
Spanish record companies like Alhambra and Hispavox set about recording zarzuela scores in the 1950s using tradi-
tional zarzuela performers as well as up-and-coming singers like Plácido Domingo, Monserrat Caballé, and Teresa Ber-
ganza. In the 1960s, Televisión Española filmed versions of the central works of the zarzuela canon for telecast. How 
much these efforts assisted the regime’s nation building may be debated. What is certain, however, is that any claim zar-
zuela might have had to being a living art form was effectively ended as it was enshrined on vinyl and on celluloid. 

 

 
 
 
 
 
 
 

ZARZUELA AFTER ... 

ACTIVITY ALERT! 

 

Most wars have some sort of propaganda  

associated with it. Conduct some research to find 

out what other wars throughout the world used 

propaganda and what it looked like. 
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... LUISA FERNANDA 

Spanish Civil War poster 
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A ZARZUELA ...  

 1658 

 Hidalgo,  

El Laurel de Apolo 

 Nebra,  

Viento es la dicha de 

Amor 

 Boccherini, La 

Clementina 

Barbieri,  

El barberillo de Lavapiès  

Caballero,  

Los sobrinos del capitan Grant 

 1743 

1786 

1874 

1877 

1886 

Chueca,  

La Gran Vía 
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... TIMELINE  

1897 

1914 

 1918 

 1923 

1923 

1932 

1943 

 Chapí,  

La Revoltosa 

 Usandizaga,  

Las golondrinas 

   Luna, El niño judio 

 Guerrero,  

Los Gavilanes 

 Vives,  

Doña Francisquita 

Moreno Torroba, 

Luisa Fernanda 

 Sorozábal, Don 

Manolito 
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LUISA FERNANDA IS SET IN 1868. WHAT ELSE HAPPENED THAT YEAR? 

 
History, Politics 

U.S. President Johnson impeached for violating Tenure-of-Office Act, but acquitted by Senate 
Prussia confiscates territory of King of Hanover 
Russians occupy Samarkand 
King Michael III of Serbia assassinated; succeeded by Milan IV (-1889) 
Revolution in Spain; Queen Isabella II is deposed and flees to France 
Ulysses S. Grant elected President of the U.S. 

 

Literature, Theater 
L.M. Alcott: “Little Women” 
Georg Brandes: “Aesthetic Studies” 
Robert Browning: “The Ring and the Book” 
Stefan George, German poet, born (died 1933) 
Maxim Gorki, Russian author, born (died 1936) 
Edmond Rostand, French dramatist, born (died 1918) 

 

Religion, Philosophy, Learning 
Charles Darwin: “The Variation of Animals and Plants under Domestication” 
Ernst Haeckel: “Natural History of Creation” 

 

Visual Arts 
Degas: “L’Orchestre,” painting 
Development of French impressionist style 
Renoir: “The Skaters,” painting 

 

Music 
Brahms: “Ein deutsches Requiem,” op. 45 
Moussorgsky begins work on “Boris Godunov” (-1874) 
Rossini dies (born 1792) 
Wagner: “Die Meistersinger von Nürnberg,” Munich 
Tchaikovsky: Symphony No. 1 

 

Science, Technology, Growth 
Skeleton of Cro-Magnon man from Upper Paleolithic age (first homo sapiens in Europe, successor of 
Neanderthal man) found in France by Louis Lartet 
Fritz Haber, German chemist, 1918 Nobel Prize, born (dies 1934) 
Robert A. Millikan, U.S. physicist, 1923 Nobel Prize, born (dies 1953) 

 

Daily Life 
The game of badminton devised at the Duke of Beaufort’s residence, Badminton Hall, Gloucestershire 
Earliest recorded bicycle race (over two kilometers) at the Parc de St. Cloud, Paris 
The first professional U.S. Baseball Club, The Cincinnati Red Stockings was founded 

 
 
 
 
 
 
 

THE WORLD IN 1868 
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LUISA FERNANDA WAS COMPOSED IN 1932. WHAT ELSE HAPPENED THAT YEAR? 
 

History, Politics 
Indian Congress declared illegal; Gandhi arrested 
André Tardieu, elected Prime Minister of France 
Presidential elections in Germany: Hindenbeurg 18 million votes, Hitler 11 million, Communists 5  

        million; Hindenburg elected in second election 
German Reichstag elections: Nazis 230 seats, Socialists 133, Center 97, Communists 89 
Hitler refuses Hindenburg’s offer to become Vice Chancellor 
Franklin D. Roosevelt wins U.S. presidential election in Democratic landslide; 472 electoral votes over 
Herbert Hoover’s 59 
Ibn Saud renames his kingdom Saudi Arabia 

 

Literature, Theater 
Bertolt Brecht: “St. Joan of the Slaughter Houses” 
The centenary of Goethe’s death is celebrated throughout the world 
Ernest Hemingway: “Death in the Afternoon” 
Lady Gregory, Irish poet and playwright, dies (born 1852) 

 

Religion, Philosophy, Learning 
Irving Babbitt: “On Being Creative” 
V.F. Calverton: “The Liberation of American Literature” 
The Methodist Churches in England reunify 

 

Visual Arts 
Pablo Picasso: “Head of a Woman,” sculpture 

 

Music 
Samuel Barber: “Overture to School for Scandal” 
Sir Thomas Beecham founds the London Philharmonic Orchestra 
Sergei Prokofiev: Piano Concerto No. 5 in G major, op. 55 
Maurice Ravel: Piano Concerto in G major 
John Philip Sousa, the American “March King,” dies (born 1854) 

 

Science, Technology, Growth 
Nobel Prize for Physics: Werner Heisenberg (German) for the creation of the matrix theory of  

       quantum mechanics 
Vitamin D discovered 

 

Daily Life 
Amelia Earhart is first woman to fly solo across the Atlantic: Newfoundland to Londonderry, Ireland, 
in 13.5 hours 
Japan begins its conquest of world markets by undercutting prices 
Expression “New Deal,” used in Roosevelt’s speech accepting the Democratic nomination for  

       president 
Julius Rosenwald, American merchant (Sears Roebuck) and philanthropist, dies (born 1862) 

 

 
 
 
 
 
 
 

THE WORLD IN 1932 
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THE LUISA FERNANDA THAT YOU WILL SEE IS THE FINISHED PRODUCT.  BUT, ASIDE FROM THE PERFORM-

ANCES OF THE SOLOISTS, WHAT TYPE OF WORK WAS DONE TO REACH THIS POINT, AND WHO DID THIS 
WORK?   
THIS SECTION WILL TELL YOU ABOUT ALL OF THE PUZZLE PIECES WHICH MAKE AN OPERA A COMPLETE 
AND BEAUTIFUL PICTURE. 
 

The Production Team 
 
The Stage Director:  A staging director is responsible for what the actors and performers do on stage.   They also 
work with the opera singers on acting, characterization, and believability of performance. 
 
The Costume Designer: This person designs each character’s costume.  They research the production’s chosen 
period meticulously and determine what each character will wear, and why they will wear it.  This designer and a 
crew of seamstresses will then build each costume to fit the performers, or alter costumes the company already has 
in stock. 
 
The Set Designer: A scenic designer is responsible for the furniture, buildings, and other sets seen on the stage.  
He or she will also research architectural details of the chosen period and location, furniture of the period, even gar-
dening of the time.  The set may be very minimal and modern, or it could be sumptuous and complex.   
 
The Lighting Designer: This designer must focus lighting equipment on the areas of the stage which will be used 
in the Stage Director’s blocking.  He or she also has to know exactly what is going on in each scene to set the light-
ing levels and colors. 
 
Properties Master: The Properties (Props) Master is in charge of all objects the performers use onstage.  Swords, 
guns, flowers, knives, wine bottles, lanterns, food, and just about anything else imaginable may be needed as part of 
the stage action.  A Props Master must procure all of these props, ensure that they are period appropriate, and or-
ganize them backstage so the performers can easily find their individual props before each scene. 

 
 
 
 

 
 
 

CREATING AN ... 

ACTIVITY ALERT! 
 

The Production Team decides in which period they want to place an opera. 

 

1. How would you set Luisa Fernanda?   

 

2. What specific area of the production team interests you the most? 
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The Musical Team 
 
The Conductor: The Conductor, or Maestro, is responsible for all elements of the musical aspect of the opera.  
He or she determines tempos and interpretations of the music, and rehearses with the orchestra, choral ensemble, 
and soloists to achieve the effects he desires.  The conductor possesses an intimate knowledge of the entire opera 
score as well as appropriate musical style for each particular composer.  
 
Rehearsal Accompanist and Coach:  When the staging director is blocking a scene of only soloists, or a choral 
number early in the rehearsal process, it is unnecessary to require the entire orchestra.  Instead, the cast members 
rehearse with a pianist, who must also know the score exceptionally well and understand the conductor’s musical 
approach. 
 
Chorus Master:  A Chorus Master is responsible for preparing the opera chorus for rehearsals with the Maestro 
and the soloists.  Chorus members are always expected to be musically prepared, but the Chorus Master instructs 
them on phrasing (when to breath in a musical line), dynamics (volume levels), uniform vowels and diction, and 
interpretation of the music. 
 

The Technical Team 
 
The Stage Manager:  An audience may never see the production’s Stage Manager, but their responsibilities ex-
tend far and wide.  They coordinate all of the efforts of the stage director, lighting designer, set designer, and props 
master.  Every change of lighting, curtain open and close, set movement, and stage entrance is done at a cue from 
the Stage Manager.  Additionally, they are responsible for the safety conditions of the stage.  Stage Managers must 
be exceedingly organized from start to finish. He or she oversees: 
  
Fly Master: Many theatres have a system of pulleys and ropes called a Fly System from which flat set pieces hang.  
The Fly Master operates the fly system to change scenery. 
 
Stage Hands: The stage hands help safely move large set pieces in order to create seamless scene changes.  They 
may also clear props and furniture from the stage during a black out.  
  
Master Electrician: The Master Electrician is the Lighting Designer’s primary assistant in creating all lighting 
cues.  He or she helps set up the lighting instruments and focus them for the most effective look onstage.  
 
Sound Technician: If the opera requires any non-instrumental sound effects, such as a cannon shot during a bat-
tle scene, the production will make use of a Sound Technician to be responsible for these effects, as well as con-
trolling microphones for curtain speeches and other announcements. 
 
As you can see, there are many, many roles in an opera production beyond the costumed characters you see on-
stage.  What you will see in Luisa Fernanda is a labor of love undertaken by easily hundreds of men and women who 
care passionately about this craft. 

 
 
 
 
 
 
 

... OPERA PRODUCTION  
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KEVIN MYNATT IS THE MANAGING & PRODUCTION 
DIRECTOR  FOR THE FLORIDA GRAND OPERA. 

Kevin Mynatt grew up in Kansas City, Missouri. At the 
age of 8, he started playing the violin, but was eventually 
switch to bass. In junior high school, Kevin sang in talent 
showcases that were composed and created by the drama 
and music teachers at his school. Even though he was not 
formally trained in voice, Kevin was still able to snag 
some of the lead roles throughout his teens in school pro-
ductions. During this time, he also had several opportuni-
ties to work on some basic lighting work and stage man-
aging. At 15, Kevin saw Camelot. He loved the production 
so much that he decided that he wanted to sing and per-
form on stage. The same year, he also saw Don Giovanni. 
It did not have the same impact on his aspirations as 
Camelot, but his introduction to opera made a strong im-
pression; he enjoyed the performance immensely. 
 

When Kevin enrolled at University of Central Missouri 
State, he auditioned for the Freshman Chorale. Because 
Kevin was not classically trained in voice, he was not ac-
cepted and realized that singing was not going to be his 
career choice. Within a couple of months, however, a 
couple of Kevin’s friends had convinced him to come 
down and work on a production with them. At this point 
in time, he did some more lighting work and constructed 
some scenery for their production. After his sophomore 

year Kevin left college for a couple of years to work and 
to serve in the National Guard. When he finally returned 
to finish his degree, Kevin had a moment where it 
“clicked.” The responsibility of lighting a show unexpect-
edly fell on his shoulders. Though he had only done basic 
lighting work before, he gave the whole show a shot and 
succeeded with flying colors. Kevin enjoyed working on 
the show and was quite good at it, so he decided that he 
would make his career working in production. 
 

In 1990, Kevin started working at Des Moines Metro Op-
era. Though he had seen Don Giovanni when he was 
younger, he was not intimately acquainted with the art 
form. After his first production in Des Moines, Kevin 
was certain that opera was what he wanted to be involved 
in. The grand scale productions, music, costumes, staging, 
and lighting convinced him to make this specific art form 
his career. After three years of working in Des Moines, he 
attended Brandeis University to earn his M.F.A. in Thea-
ter with an Emphasis in Lighting. At Brandeis he also 
worked with other aspects of production, such as cos-
tumes and scenery. Within the next several years, Kevin 
worked at several opera companies and eventually landed 
in Portland.  
 

At the Portland Opera, Kevin served as Director of Pro-
duction. This is the same position that he currently holds 
with Florida Grand Opera. His responsibilities there were 
very similar to those he would have at FGO. Seven years 
later, Kevin changed jobs and accepted the position as 
Managing Director at Central City Opera.  This position 
was quite different from anything he had done before. 
Rather than working in and with the production team, he 
oversaw many parts of the organization. He was not as 
hands on in the creation of the production and realized 
that he missed his old position and the creative process. 
Because of this, Kevin applied to the Florida Grand  
Opera in 2010 and has been Director of Production ever 
since. 
 

As Director of Production, Kevin has several responsi-
bilities. He is responsible for creating the budget and 
overseeing production staff for each opera. He also serves   

 

 

 
 
 

 
 
 

SPOTLIGHT ON PRODUCTION... 
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as a Technical Director and creates basic drawings for 
each production, detailing the layout of the stage and 
movement of props/scenery.  A lot of planning and time 
management is involved, as well as controlling various 
technical and personnel crises as they arise. Ultimately, 
Kevin manages everyone and everything that goes on at 
the theater, either directly or through delegation. These 
wonderful operas would not be possible without the tire-
less efforts of Kevin and the whole production team. 
 

 
 

FAST FACTS 
Favorites: 

 

Food: Braised short ribs 

 

Color: Blue 

 

Movie: Blade Runner 

 

Band/artist: Bruce Springsteen 

 

Operas: Don Giovanni, Peter Grimes  

 

Books: Good to Great, The Story of Edgar Sawtelle 
 

Education: 

 

B.F.A. in Theater, 
University of Central Missouri State 

 

M.F.A.  in Theater with an Emphasis in Lighting, 
Brandeis University 
 
 
 

 
 
 
 

 
 
 

...KEVIN MYNATT 

 

 

Accompanist 

Artist 

Artistic Director 

Arts Administrator 

Arts Ed. Curriculum Writer 

Box Office Director 

Business Manager 

Choir Director 

Choreographer 

Composer 

Conductor 

 

 

 

CAREERS IN THE ARTS:  
 

Costume Designer 

Cutter (costumes) 

Dancer 

Draper (costumes) 

Dresser (theater) 

Fundraiser (Development) 

Instrumentalist 

Lighting Designer 

Makeup Artist 

Manager (arts organizations) 

Music Librarian 

 

 

 

 

Musician 

Props Designer 

Public Relations Specialist 

Publicist 

Shop Foreman (stage) 

Singer 

Stage Carpenter 

Stage Director 

Stage Manager 

Wardrobe Mistress 

Wigmaker 

 

 

 

 

ACTIVITY ALERT! 
 

 

What career would you consider interesting?  
 

Where do you think you could go to learn more 

about it? 
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Pablo Menvielle has long been a familiar face on the Florida 
Grand Opera stage.  He began performing as a supernumerary in 
FGO’s 2001 production of Jules Massenet’s Manon at ten years 
old.  Since then, Pablo has participated in seventeen operas.  He is 
now twenty years old and is pictured at left with his younger 
brother Lucas and his father Gabriel after a 2010 performance of 
Offenbach’s The Tales of Hoffman. In this section, he has answered 
some questions about what it is like to be involved in this aspect 
of the production. 
 

***** 
 

 

What is a Supernumerary and what might they do in an opera? 
A supernumerary is an actor of actress in an opera that has a minor role based on relevance to the libretto of the opera 
in question. Supers portray characters like soldiers, servants, pages, city people, and in some cases, nobles. However, 
supers almost never have speaking or singing roles. 
 

What is the audition process like to become a Supernumerary? 
The audition process highly varies from opera to opera. Sometimes the director trusts the discretion of the manage-
ment and simply takes supers that are called by management. Other times there are auditions in which the director asks 
for specific attributes and then selects people based on demographics and how they physically fit the part being cast. 
 

What has been your favorite memory as a Super? 
Bizet’s Carmen is my favorite memory as a super. It was truly a fantastic opera. We got to wear real "torero" outfits that 
had once been used in a real bullfight! It just adds to the experience. Not to mention that thanks to that experience, I 
found an irresistible appeal to flamenco. Now I'm crazy for it, and the way that Bizet incorporates that style and taste 
of Seville to a French opera is great! We were also soldiers, and village people... And smugglers! It was an all-around 
incredible production. Great music, great people, great singers, great dancers, great production! 
 

What advice would you give to other young people who want to get involved in opera? 
My advice to young people who want to be in the opera is, what are you waiting for?! Audition as soon as possible! 
The longer you wait, the less operas you can be in. It's a fantastic feeling to be part of something so big like an opera. 
Just to know that you're part of something huge with lights, costumes, staging, singing, it's just overwhelming. Hearing 
the roar of the crowd is the most rewarding feeling you can get for this effort, never mind the pay of a super; I don't 
know of any super that wouldn't do it for free! If you like opera, singing, or just want to try something new, you should 
audition. The opera is not stereotypically associated with the youth, but there's no reason why it shouldn't be. We can 
change that! We're young, and active, and the arts only belong to the present and the future. Past generations have 
handed us down this gift, and it's up to us to open it and use it wisely. 
 
 

 

YOU TOO CAN BE ON STAGE 
If  you are interested in becoming a supernumerary please contact  

FGO Production Stage Manager, LisaMichelle Eigler at: leigler@fgo.org 

 
 
 
 
 
 
 

THE ROLE OF A SUPERNUMERARY  
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THE FOLLOWING ACTIVITIES AND LESSONS ARE MADE TO SUPPLEMENT AND  
REINFORCE CLASSROOM CURRICULUM.   
 

TEACHING OBJECTIVES 
We recommend that prior to the performance students should be able to: 

 Pronounce the title of  the opera 
 Pronounce the name of  the composer 
 Recognize major character names 
 Recall major plot points in their own words 

  
Students who demonstrate strength in art, music and / or language arts should be  
encouraged to explore: 
 

 How language and music combine to tell a story 
 How opera reflects real human situations and emotions 
 How music can be used to create a mood 
 How the many elements combine to create an opera 

 
    

 
 
 
 
 
 
 

LESSON PLANS & ACTIVITIES 
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THE SPANISH NATIONAL ANTHEM IS CALLED "LA MARCHA REAL" (THE ROYAL MARCH). Unlike many  
national anthems, it is one of only a few in the world that have no official lyrics. Although one of the oldest in the 
world, the origins of the Spanish national anthem are unknown: i.e. nobody is certain when and by whom it was  
written. 
 

OVERVIEW: 
      Students will consider the role of national anthems in preserving a nation's identity in changing times.  

The students will write lyrics to the Spanish National Anthem, “La Marcha Real”. 

 

OBJECTIVES: 

Students will be able to discuss how a cultures traditions are reflected through its music. 

Students will be able to create musical phrases to incorporate in a new musical example. 

 

MATERIALS:` 

       Students will need:  

1. Piano part to “Marcha Real de España”. 

2. Words to The Star Spangled Banner 
         

The Star Spangled Banner 
O say! can you see, by the dawn's early light, 

What so proudly we hail'd at the twilight's last gleaming? 
Whose broad stripes and bright stars, thro' the perilous fight, 
O'er the ramparts we watched, were so gallantly streaming! 

And the rockets' red glare, the bombs bursting in air, 
Gave proof through the night that our flag was still there. 

O say, does that Star-Spangled Banner yet wave 
O'er the land of the free and the home of the brave? 

 

PROCEDURES: 

The teacher will explain the social impact of music during the Spanish Civil War. 

The teacher will explain what a national anthem is and why countries have them. 

The teacher will explain the history of Spain's national anthem. 

The teacher will explain the history of The Star Spangled Banner. 

Students will discuss major themes used in The Star Spangled Banner. 

Students will then write lyrics to “Marcha Real de España”, using the melody line as a rhythmic guide. 
 

 

SUNSHINE STATE STANDARDS: 

SS.912.A.1.4    SS.912.H.2.4    MU.912.C.2.3   

SS.912.W.6.1    MU.912.S.1.1 

SS.912.H.1.2     MU.912.H.1.1 

 
 
 

SPAIN’S NATIONAL ANTHEM  

                         

http://www.thenationalanthems.net
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FLORIDA GRAND OPERA                                                38                                                  LUISA FERNANDA   

 

 
 

 

The opera Luisa Fernanda is sung in Spanish, which is one of the Romance Languages derived from several languages and 
dialects during the 9th century in Iberia. By the year 2050, it is estimated that nearly 10 percent of the worlds population 
will speak Spanish.  Below is a list of phrases and words that will familiarize you with this important global language. 
 

 
 
 
 
 
 
 
 
 
 
 
 
 
 

 

Using the phrases above, practice speaking Spanish with a friend. Try to put new sentences together using the extra 

vocabulary words. Write two new sentences that you have created. 

______________________________________________________________________________________________

______________________________________________________________________________________________ 

 

COUNT TO 20 IN SPANISH 

 

one : uno    two : dos  three : tres  four : cuatro   five : cinco   

six : seis  seven : siete  eight : ocho  nine : nueve   ten : diez  

eleven : once  twelve : doce  thirteen : trece  fourteen : catorce fifteen : quince  

sixteen : dieciséis seventeen : diecisiete   eighteen : dieciocho   nineteen : diecinueve     twenty : veinte 

 

There are many Spanish words that are used commonly in English (aficionado, bronco, cafeteria, key, patio). List below  

several English words that you think come from the Spanish language. 

______________________________________________________________________________________________

______________________________________________________________________________________________

_______________________________________________________________________________________________________ 

 

SUNSHINE STATE STANDARDS: 

WL.K12.NM.2.1   WL.K12.NM.5.1     

WL.K12.NM.5.3   WL.K12.NM.8.1     

 
 
 

¿HABLA ESPAÑOL? 

Phrases 
 
¡Hola! .   Hello. 
¿Cómo está usted?  How are you? 
Bien gracias .   Very well, thank you. 
Adiós     Good bye. 
¿Cómo te llamas?   What's your name?  
Me llamo ...    My name is ...  
Mucho gusto Encantado   Pleased to meet you  
Buenos días    Good morning  
Buenas noches   Good night/evening  
¡Que pase un buen día!  Have a nice day  

Words 
 
las botas    boots  
la pulsera    bracelet  
la tía     aunt  
industria    industry  
cacerola    pan  
delgado    thin  
arriba     upstairs  
la camiseta    undershirt  
la cintura    waist  
bailar     dance  

http://www.omniglot.com/soundfiles/spanish/name1_es.mp3
http://www.omniglot.com/language/phrases/name.htm
http://www.omniglot.com/soundfiles/spanish/mynameis2_es.mp3
http://www.omniglot.com/soundfiles/spanish/meet1_es.mp3
http://www.omniglot.com/soundfiles/spanish/meet2_es.mp3
http://www.omniglot.com/language/phrases/meet.htm
http://www.omniglot.com/soundfiles/spanish/goodmorning_es.mp3
http://www.omniglot.com/language/phrases/goodmorning.htm
http://www.omniglot.com/soundfiles/spanish/goodnight_es.mp3
http://www.omniglot.com/language/phrases/goodnight.htm
http://www.omniglot.com/language/phrases/goodevening.htm
http://www.omniglot.com/soundfiles/spanish/haveaniceday_es.mp3
http://www.omniglot.com/language/phrases/haveaniceday.htm


 

FLORIDA GRAND OPERA                                                39                                                  LUISA FERNANDA   

 

 

El jueves, 10 de noviembre mi clase fue al Centro de Adrienne Arsht para ver la producción de la gran ópera de Flor-
ida de Luisa Fernanda. Fue la primera vez que yo asistí a la ópera. La música fue fantástica y los disfraces y el paisaje 
me transportaron recto al 1868, en España.  
 
La soprano que cantó Luisa fue conmovedora. Ella realmente fue una belleza oscura. La historia fue puesta durante la 
Guerra civil española y Luisa es supuesta a casarse a curso, Javier. Javier es cprohibido a guerrear y otro hombre, Vidal, 
pide la mano de Luisa en el casamiento. Javier regresa y busca a Luisa, pero es enviado lejos por una Duquesa. Luisa ve 
esto, y decide casarse con Vidal. Al fin, Vidal se da cuenta de que Luisa sólo adora a Javier, y se entrega a él.  
 
Disfruté realmente de la ópera, especialmente desde que fue una historia de amor con una conclusión feliz. Volveré 
definitivamente a ver otra ópera.  
 
 

Even if you do not know Spanish, you will be able to fill in the line by finding the Spanish word in the text above. 

All the words are in bold. ¡Buena Suerte! (Good luck!) 

 

1. Thursday     __________________________________ 

2. Moving      __________________________________ 

3. November      __________________________________ 

4. A dark beauty     __________________________________ 

5. Opera      __________________________________ 

6. Costumes      __________________________________ 

7. Duchess     __________________________________ 

8. Returns      __________________________________ 

9. Happy ending    __________________________________ 

10. Another     __________________________________ 

11. Production     __________________________________ 

12. Scenery     __________________________________ 

13. Straight     __________________________________ 

14. Love      __________________________________ 

15. Marry     __________________________________ 

16. Sings      __________________________________ 

 

 

 

 

 

 

SUNSHINE STATE STANDARDS: 

WL.K12.NM.2.2   WL.K12.NM.7.1     

WL.K12.NM.2.4    

 
 
 

¿LEES TÚ ESPAÑOL? 



 

FLORIDA GRAND OPERA                                                40                                                  LUISA FERNANDA   

 

 

LIKE THE COLORFUL AND KITSCH FOLKLORIC OPERETTAS CALLED ZARZUELAS, THE VARIETY OF ELEMENTS 

IN THIS SEAFOOD STEW CAN BE A LITTLE OVER THE TOP, BUT THE RESULT IS SPECTACULAR.  

A typical zarzuela de mariscos (sometimes called Spanish bouillabaisse) can  

include shrimp, clams, mussels, squid, ham, and whatever white fish is available.   

 

This excellent seafood stew comes from the Catalan coast of northeast Spain. Zarzuela means "operetta," or 

"variety show," and perfectly describes the sing-song versatility of this dish. The greater the variety of seafood you 

add to this dish, the better its flavor will be. 
 

 
 
 

COOKING UP ... 

 

http://www.foodrepublic.com/2011/06/22/simple-salt-and-pepper-shrimp-recipe
http://www.foodrepublic.com/2011/03/11/mussels-blt-recipe
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Ingredients 
1/2 cup Spanish olive oil 

2 large onions, finely chopped 

4 large cloves garlic, finely chopped 

2 red bell peppers, cored, seeded, and cut into 1/4 inch 

strips 

2 ounce prosciutto, cut into strips 

3 pounds ripe tomatoes, peeled, seeded, and chopped (or 

use canned tomatoes) 

1/2 cup ground almonds (see Note) 

1/2 teaspoon saffron threads or 1/8 teaspoon ground saf-

fron 

1 teaspoon dried thyme 

2 sprigs fresh rosemary, leaves only, finely chopped 

2 teaspoons salt, or to taste 

1/2 teaspoon freshly ground black pepper 

1/2 teaspoon red pepper flakes 

1 cup dry white wine 

2 1/2 cups fish stock, or half clam juice, half water 

Juice of 1/2 lemon 

12 clams, well scrubbed 

12 mussels, well scrubbed 

6 jumbo shrimp in their shells 

1 pound scallops 

1 1/2 pounds squid, cleaned and cut into rings 

6 lemon wedges, for garnish 

Wedges of grilled country bread, for serving 

 

 

 

SUNSHINE STATE STANDARDS: 

LA.1112.1.5.1   

 
 
 

... ZARZUELA 

 

 

Directions 
In a large enameled cast iron or other flameproof 

casserole, heat the olive oil over medium heat. Add 

the onions, garlic, and peppers and cook for 5 min-

utes, or until softened. Stir in the prosciutto and 

cook for 3 minutes more, stirring occasionally. Add 

the tomatoes and increase the heat to medium high. 

Stirring frequently to prevent the mixture from 

scorching, cook until the liquid from the tomatoes 

has evaporated. Stir in the ground almonds, saffron, 

thyme, rosemary, salt, black pepper, and red pepper 

flakes, and wine. Reduce the mixture until the wine 

has almost all evaporated. Add the fish stock and 

lemon juice, bring the mixture to a boil and add the 

clams and mussels. Reduce the heat to medium, 

cover the pan and cook for 10 minutes. Add the 

shrimp, scallops, and squid and cook for 5 minutes 

more, by which time all of the shellfish should have 

opened. Remove and discard any that have not. 

Taste and adjust seasoning, if necessary, and serve 

straight from the casserole into heated soup bowls, 

garnished with a wedges of lemon and toasted 

bread. 

Note: To grind almonds, freeze 2 ounces of 

blanched, slivered almonds and then pulse them in a 

food processor only until finely ground. Do not over 

process or they can become oily. 

http://www.foodterms.com/encyclopedia/garlic/index.html
http://www.foodterms.com/encyclopedia/tomato/index.html
http://www.foodterms.com/encyclopedia/saffron/index.html
http://www.foodterms.com/encyclopedia/rosemary/index.html
http://www.foodterms.com/encyclopedia/clam/index.html
http://www.foodterms.com/encyclopedia/lemon/index.html
http://www.foodterms.com/encyclopedia/squid/index.html
http://www.foodterms.com/encyclopedia/garnish/index.html
http://www.foodterms.com/encyclopedia/casserole/index.html
http://www.foodterms.com/encyclopedia/prosciutto/index.html
http://www.foodterms.com/encyclopedia/thyme/index.html
http://www.foodterms.com/encyclopedia/wine/index.html
http://www.foodterms.com/encyclopedia/stock/index.html
http://www.foodterms.com/encyclopedia/boil/index.html
http://www.foodterms.com/encyclopedia/shrimp/index.html
http://www.foodterms.com/encyclopedia/shellfish/index.html
http://www.foodterms.com/encyclopedia/soup/index.html
http://www.foodterms.com/encyclopedia/pulse/index.html
http://www.foodterms.com/encyclopedia/food-processor/index.html
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A 
ACT: A portion of an opera designated by the composer, which has a dramatic structure of its own. 
ARIA: A solo piece written for a main character, which focuses on the character's emotion. 
 
B 
BANDA: A small group of instrumentalists who play either on the stage or backstage.  
BARITONE: The male singing voice that is higher than bass but lower than tenor. 
BASS: The lowest male singing voice. 
BEL CANTO: An Italian phrase literally meaning "beautiful singing." Also refers to opera written in this style.  
BUFFO: From the Italian for "buffoon." A singer of comic roles (basso-buffo) or a comic opera (opera-buffa). 
BRAVO: Literally, a form of applause when shouted by members of the audience at the end of an especially pleasing 
performance. Strictly speaking, "bravo" is for a single man, "brava" for a woman, and "bravi" for a group of perform-
ers.  
 
C 
CABALETTA : Second part of a two-part aria, always in a faster tempo than the first part. 
CADENZA: A passage of singing, often at the end of an aria, which shows off the singer's vocal ability. 
CANZONE: A folk-like song commonly used in opera buffa. 
CAVATINA : Slow section of a two part aria.  
CHORUS: A group of singers, singing together, who sometimes portray servants, party guests or other unnamed 
characters. 
CHORUS MASTER: The one in charge of choosing chorus members and rehearsing them for performance.  
COLORATURA: Elaborate ornamentation of vocal music written using many fast notes and trills.  
COMMEDIA DELL'ARTE: A type of comic opera popular in Italy in the 16th to 18th centuries that involved im-
provisation using stock characters and gestures.  
COMPRIMARIO: A secondary or supporting role or a person singing such a role.  
CONTRALTO: The lowest female singing voice.  
COUNTERTENOR: The countertenor is a natural tenor (or sometimes baritone) with an elevated range.  
 
D 
DOUBLE ARIA: An aria which consists of two parts. The first part, or cavatina, is usually slow and the second, or 
cabaletta is faster. There is often recitative between the two sections.  
DRAMATIC: The heaviest voice, capable of sustained declamation and a great deal of power, even over the largest 
operatic orchestra of about 80 instruments.  
DRAMATURG: One who suggests repertory, advises on the suitability of competing editions of operas and writes or 
edits material for program books and supertitles. 
DRESS REHEARSAL: A final rehearsal that uses all of the costumes, lights, etc. While sometimes it is necessary to 
stop for corrections, an attempt is made to make it as much like a final performance as possible.  
DUET: An extended musical passage performed by two singers. They may or may not sing simultaneously or on the 
same musical line.  
 
E  
ENCORE: Literally means "again." It used to be the custom for a singer to repeat a popular aria if the audience called 
"encore" loudly enough. This is still done in the middle of an opera in countries such as Italy, but it is rare elsewhere. 
Soloists frequently give encores at the end of a concert but not an opera. 
ENSEMBLE: Two or more people singing at the same time, or the music written for such a group.  
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F 

FALSETTO: A method of singing above the natural range of the male voice. Often used in opera for comic ef-

fects such as a man imitating a woman.  

FINALE: The last musical number of an opera or the last number of an act.  

 

G 
GRAND OPERA: Strictly speaking, opera without spoken dialogue. It is usually used to refer to opera which 

uses a large orchestra and chorus and grand themes. 

 

I 
INTERLUDE: A short piece of instrumental music played between scenes or acts.  
INTERMISSION: A long break, usually about 20 minutes, between the acts of an opera, during which the audience 
is free to move around. 
 
L 
LEITMOTIV: A short, recurring musical phrase associated with a particular character or event.  
LIBRETTO: The text or words of an opera. 
LYRICS: The sung words or text of a musical comedy or operetta song. 
 
M 
MAESTRO: Literally "master;" used as a courtesy title for the conductor.  
MAGIC OPERA: An opera in which there are many magical effects and often animals appearing on stage.  
MARK: To sing very softly or not at full voice.  
MELODRAMA: In a technique which originated with the French; short passages of music alternating with spoken 
words.  
MEZZO-SOPRANO: The middle female singing voice, lower than soprano, but higher than contralto. 
 
N 
NUMBER OPERA: An opera composed of individual numbers such as recitative, arias, duets, ensembles, etc.  
 
O 
OPERA: Italian for "work." A libretto acted and sung by one or more singers to an instrumental accompaniment. 
OPERA BUFFA: An opera about ordinary people, usually, but not always comic, which first developed in the 18th 
century. 
OPERA SERIA : A "serious" opera.  
OPERETTA or MUSICAL COMEDY: A play, some of which is spoken but with many musical numbers.  
ORCHESTRA: The group of instrumentalists or musicians who, led by the conductor, accompany the singers.  
ORCHESTRATION: The art of applying orchestral color to written music by assigning various instruments differ-
ent parts of the music.  
OVERTURE: An orchestral introduction to an opera.  
 
P 
PARLANDO: A style of singing like ordinary speech. It can occur in the middle of an aria.  
PATTER SONG: A song or aria in which the character sings as many words as possible in a short amount of time.  
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PIANO-VOCAL SCORE: Usually a reduction of an opera’s orchestral score.  
PIT: A sunken area in front of the stage where the members of the orchestra play. 
PRELUDE: Usually a short introduction that leads into an act without a break, as opposed to an overture which is 
longer and can be played as a separate piece.  
PRINCIPAL: A major singing role, or the singer who performs such a role. 
PRODUCTION: The combination of sets, costumes, props, lights, etc. 
PROMPT: To help a singer remember lines, some opera houses will place a person (prompter) in a box below and at 
the very front of the stage.  
 
R 
RECITATIVE: Words sung in a conversational style, usually to advance the plot. Not to be confused with aria.  
REDUCTION: In a piano reduction, the orchestra parts are condensed into music which can be played by one per-
son on the piano.  
RÉPERTOIRE: Stock pieces that a singer or company has ready to present. Often refers to a company's current sea-
son. 
RÉPÉTITEUR: A member of the music staff who plays the piano for rehearsals and, if necessary, the piano or harp-
sichord during performances.  
ROULADE or RUN: A quick succession of notes sung on one syllable. 
 
S 
SCENA: Literally "a scene;" a dramatic episode which consists of a variety of numbers with a common theme.  
SCORE: The written music of an opera or other musical work.  
SERENADE: A piece of music honoring someone or something.  
SEXTET: A piece for six singers.  
SINGSPIEL: German opera with spoken dialogue and usually, but not necessarily, a comic or sentimental plot.  
SITZPROBE: Literally, "seated rehearsal," it is the first rehearsal of the singers with the orchestra and no acting.  
SOPRANO: The highest female singing voice. 
SOUBRETTE: A pert, young female character with a light soprano voice.  
SPINTO: A lyric voice that has the power and incisiveness for dramatic climaxes.  
STROPHIC: Describes an aria in which the same music repeats for all stanzas of a text.  
SUPERTITLES: Translations of the words being sung, or the actual words if the libretto is in the native language, 
that are projected on a screen above the stage. 
SYNOPSIS: A written description of an opera’s plot.  
 
T 
TENOR: The highest common adult male singing voice.  
TESSITURA: Literally "texture," it defines the average pitch level of a role.  
THROUGH-SUNG: An opera in which the music is continuous, without divisions into recitative and aria.  
TRAGÉDIE LYRIQUE: Early form of French opera that recognized a distinction between the main scenes and di-
vertissements consisting of choruses, dances, etc. 
TREMOLO: The quick, continuous reiteration of a pitch.  
TRILL: Very quick alternation of pitch between two adjacent notes. See coloratura. 
TRIO: An ensemble of three singers or the music that is written for three singers. 
TROUSER ROLE: A role depicting a young man or boy but sung by a woman.  
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V 
VERISMO: Describes the realistic style of opera that started in Italy at the end of the nineteenth century.  
VIBRATO: A natural wavering of frequency (pitch) while singing a note. It is usually inadvertent as opposed to a trill. 
VOCAL COACH: A member of an opera company who coaches singers, helping them with the pronunciation, sing-
ing and interpretation of a role. 
 
W 
WIG DESIGNER: Designs and oversees the creation of the wigs used in a production. 
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