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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 Operaõs 
2011-12 season, which will begin with our first-ever pro-
duction of a zarzuela, Federico Moreno Torrobaõs Luisa 
Fernanda.  The season will also include Florida Grand 
Operaõs first-ever production of Pucciniõs La rondine and 
productions of Verdiõs Rigoletto and Gounodõs Rom®o 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 back-
ground information on the history of  the opera, a syn-
opsis and musical examples from our 2011-12 season. 
 
Florida Grand Opera believes that music is vital and es-
sential to a well-rounded education and a life that is cul-
turally fulfilling   We hope that the Dress Rehearsals and 
these guides develop and support the teaching skills of  
musicians and teachers so that studentsõ 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 òtotal art work.ó  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 òBravo!ó for a male 
singer, òBrava!ó for a female singer, or 
òBravi!ó 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  

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 
 

 M-DCPS Passport to the Arts at the Cyrano 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 
Leoncavalloõs 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, Pl§cido 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 companyõs production of Lucia 
di Lammermoor. 

 

In April, 2007, Florida Grand Opera presented the critically acclaimed world premiere of David Carlsonõs 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 Mar²a Irene Forn®s. 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 Wardõs Minutes Till Midnight in 1982. American premieres include Gioachino 
Rossiniõs Bianca e Falliero and the final revised version of Alberto Franchettiõs Cristoforo Colombo. 
 

At the core of Florida Grand Operaõs 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 companyõs education festivals ex-
pose thousands of children and students to operaõs many facets. Florida Grand Operaõs 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 Torrobaõs 
Luisa Fernanda, Pucciniõs La rondine, Verdiõs Rigoletto, and Gounodõs Rom®o & Juliette. Luisa Fernanda is the Florida Grand 
Operaõs 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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BECO A SUBSCRIBER 
INVEST IN  THE  FLORIDA  GRAND OPERA! 
 

Many adults have trouble understanding charts and graphs, which are used in daily life. Study the information and then see 

if you can answer the questions below.  
 

We want you to join our family of donors. In fact, we need you, as only 50% of our costs are met through ticket sales. Your 

contribution is critical to our success!                                                        

of the Florida Grand Operaôs performance season and 

prices. Then 

answer the 

q u e s t i o n s 

below. 
Benefits of Giving 
 

1. Inside Peek behind-the-scenes production updates. 
 

2. Season program book recognition. 
 

3. Invitation to Family Day education program. 
 

4. One pass to one final dress rehearsal. 
 

5. All ticketing fees waived. 
 

6. Photograph in the season program book alongside donor listing. 
 

7. Invitation for two to backstage tour. 
 

8. Special meeting with FGO General Director. 
 

9. Additional opportunities to engage with FGO artists and fellow opera-goers following performances. 
 

10. Specially tailored benefits designed to enhance the opera-going experience. 
 

11. Opportunity to meet artists upon their arrival. 
 

12. Post-performance artist introduction and photo opportunity.  
 

13. Special introduction to guest artist by FGO General Director 
 

14. Customized in-theater rehearsal pass package. 
 

15. Exclusive backstage tour with introductions to designer/director team.te,  a parquet subscription over four individual tickets? 

 
 

 
 
 
 
 

ACTIVITY ALERT!   

DONOR BENEFITS 

 

 

  

Gift Level 1 2 3 4 5 6 7 8 9 10 11 12 13 14 15 

$100-249 Donor x                            

$250-499 Sponsor x x                          

$500-999 Contributor x x x                        

$1000-1499 Grand  
Contributor 

x x x x                      

$1500-2999 Benefactor x x x x x                    

$3000-4999 Grand Bene-
factor 

x x x x x x                  

$5000-9999 Diamond 
Horseshoe 

x x x x x x x                

$10,000-14,999 Impresa-
rio 

x x x x x x x x              

$15,000-24,999 Grand 
Patron 

x x x x x x x x x            

$25,000-49,999 Crown 
Jewel 

x x x x x x x x x x          

$50,000-74,999 Golden 
Circle 

x x x x x x x x x x x        

$75,000-99,999 Sapphire 
Circle 

x x x x x x x x x x x x x     

$100,000 + Platinum 
Circle 

x x x x x x x x x x x x x x  x 

How many benefits 

would you receive if 

you donated $10,000? 

What is your gift level? 

 

List the benefits of 

someone who is at the 

Golden Circle level. 

 

Which giving level is 

the first to receive their 

name in the opera pro-

gram book? 

 

At which giving levels 

would you get a private 

backstage tour for you 

and your guests? 
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What do you get for joining? 
Some benefits are listed below. Plus you will benefit by being a part of our success ïknowing when the curtain 

goes up that you have made it possible. Your gift, at whatever level, is greatly appreciated. 
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WHE RE  D ID  OPE RA COME  FROM ? WHA 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 1500õs, 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 musicõs earli-
est operas, the 
most well-known 
b e i n g  M o n t e -
verdiõs LõOrfeo. 
Following LõOr-
feoõs 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 1700õs, operas fit into very specific clas-
sifications: opera seria, the noble and òseriousó genre, 
and opera buffa, the comic and low brow genre.  Mo-
zart revolutionized opera as he began to blend these 
genres in his later works.  In The Marriage of Figaro, 
buffo, or comic, servant characters like Figaro were 
portrayed alongside seria noblemen like Count Al-
maviva.  Furthermore, the buffo characters often dis-
played more admirable qualities than the nobles.  Mo-
zartõs Don Giovanni is classified as a dramma giocoso, or 
comic drama.  It features lighthearted moments and 
comic scenes such as Giovanniõs servant displaying 
the catalogue of his masterõs conquests to a jilted 
lover, but ends quite dramatically with the womanizer 
being dragged to Hell for his terrible debauchery.  
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
         
 
      Florida Grand Operaôs production of Don Giovanni 

 
 
 

 
 
 
 
 

OPERAõS 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 abili-

ties.  The 

o r c h es t ra 

accompani-

ment is 

usually sec-

ondary to 

the vocal 

line, and as 

such, these 

operas are 

t e r m e d 

ñSingerôs 

Opera.ò  

C o n -

versely, the 

German School of Opera, which crystallized itself 

through the works of Carl Maria von Weber, Beetho-

ven, and Wagner, emphasizes the power of the music 

as a whole instead of displays by the vocalist.  We-

berôs opera Der Freischütz (The Marksman) is con-

sidered the first important German Romantic opera, 

and is particularly well known for its unearthly 

Wolfôs Glen scene.  Weberôs opera Euryanthe fol-

lowed Der Freischütz and was through-composed, 

blurring the distinctions between recitative and aria.  

This melding of recitative and aria was enhanced and 

expanded by Richard Wagner, who wrote in flowing 

and endless melodies.  Wagnerôs operas like Tristan 

und Isolde, Parsifal, and The Ring Cycle best exem-

plify the German focus on the effectiveness of the 

orchestra, vocalists, and poetry as a total production 

to create the drama.  The French School, founded by 

Lully and developed by composers such as Meyer-

beer, Bizet, Gounod, and Massenet, is a balancing 

point between the Italian and German ideologies.  In-

strumental support for the vocal line was more com-

plex 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 

 

 
            Richard 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 musicalôs inspiration 

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

cifically opera buffa, lies at its heart. 
 

Opera buffa, or ócomic opera,ô was a response to op-

era seria, or óserious opera,ô 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. ñMusical come-

diesò such as Cohanôs Little Johnny Jones (1904) and 

Kernôs 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 ñmusical comedyò (like opera buffa) and 

established itself as a òmusical playò (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 70ôs, composers have taken the modern musi-

cal in many different directions. Because the music 

from a ñmusicalò is no longer popular music, compos-

ers have often brought ñpopò 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 ñtypicalò 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 ñAmerican Opera.ò 

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 otherõs successes. And though they are learning and growing from each 
other today, we must not forget the musicalõs 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 

 

 

LôElisir dôAmore      The Pretty Druidess 

 

 

Wie einst im Mai      Rent 

 

 

La figlia del regimento     West Side Story    
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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 Fªcher), which means òsubjectó or òspecialty.ó  A singerõs fach determines what roles they are most likely to per-
form. 
  
Womenõs voices are grouped (from high to low) into soprano and mezzo-soprano ranges.  Menõs voices are grouped 
into tenor, baritone, and bass by range.  Common additional descriptive words include coloratura, lyric, and dramatic. 

 
 

Soprano Fªcher  

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 
òCharacter Soprano.ó  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 sopranoõs 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 òpushed.ó  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 Fªcher  

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 Fªcher 

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 òheroic tenoró 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 Fªcher  

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 Fªcher  

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 òProfoundó or òLow Bassó) 
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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NEWCOMERS TO OPERA MAY BE SURPRISED WHEN  
THEY  FIRST HEAR  STEPHANOõS VOICE  IN  ROMEO  ET  
JULIETTE .  Stephano, a male character, is actually per-
formed by a female singer. This unique performance prac-
tice has been dubbed a òpants role.ó  Most pants roles are 
written by the composer for mezzo-soprano, but are 
sometimes written for soprano voices as well.  Some pants 
roles were originally written for a castrato, or male singer 
who was castrated before puberty. This somewhat grue-
some procedure would cause the boyõs light and bright 
soprano voice to develop into a strong and agile soprano 
instrument as he aged. The vocal quality of a grown cas-
trato was very distinct from his female counterpart, and 
was noted by many to be quite beautiful.  Castrati were 
first used in the Church because of a desire for higher 
voices and a ban on female singers during services.  They 
were popular during the Baroque and Classical musical 
periods before changing operatic styles and social attitudes 
put an end to the practice.  In modern times, originally 
castrato roles are performed as pants roles, transposed for 
the natural male voice, or sung by a countertenor, or male 
singer who has concentrated on developing his falsetto 
range. 
  
Pants roles were used in the Baroque and Classical periods 
as an alternative to castrati, but modern composers con-
tinue to write pants roles for good reason.  A pants role 
character is typically an adolescent boy who is often ex-
periencing the first strains of love.  The quintessential ex-
ample of this is Cherubino in Mozartõs Le Nozze di Fi-
garo, who believes he is falling in love with every woman 
he sees.  Pants roles can also be impetuous troublemakers, 
like Oscar in Verdiõs Un Ballo in Maschera, or Gounodõs 
own Stephano.  A lyric mezzo-sopranoõs range indicates 
the youth of an adolescent male, while her characteristic 
richness of tone captures his amorous or passionate na-
ture. 
 
Stephano is not original to Shakespeareõs Romeo and 
Juliet.  When the librettists Barbier and Carr® were adapt-
ing the play, they compacted the dramatic action by elimi-
nating much of the exposition that set up the feud.  There-

fore, they needed a device to properly incite the deadly 
duel.  Stephano, a rash young boy, taunts the Capulets and 
hints that Juliet will abandon them to join her Montague 
love, thus starting the clash between families once more.  
Composing Stephano for a fully developed male singer 
might have made this action less believable.  An adult male 
voice indicates an adult male character; this would be at 
odds with his necessary childish actions.  The adult mezzo-
soprano can mimic the range of a boy singer while giving 
Stephano all the energy and nuance the character demands. 

 
 
 
 
Listening examples found online: 
Frederica Von Stade as Cherubino in Le Nozze di Figaro. 
òNon so p²u, cosa son cosa faccioó 
 
Isabel Leonard as Stephano in Romeo et Juliette.  
òQue fais-tu, blanche tourterelleó 
 
Janet Baker as Orfeo in Orfeo ed Eurydice.  
òCh® faro senza Eurydiceó 
 
 
 

 
 
 

 
 
 
 
 

STEPHANO AND THE PAN TS ROLE 

ACTIVITY ALERT!  

 
There is also a type of role known as a ñskirt 

roleò.   

 

Who do you think plays these roles?   

 

Research  what these roles are used for. 
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òTwo households, both alike in dignity, 
In fair Verona where we lay our scene, 
From ancient grudge break to new mutiny, 
Where civil blood makes civil hands unclean. 
From forth the fatal loins of these two foes 
A pair of star-crossed lovers take their life; 
Whose misadventured piteous overthrows 
Doth with their death bury their parentsõ strife.ó 
 -William Shakespeare, Romeo and Juliet 

 
 
 
 

 
Act I 

 
Gounodõs opera is most recognized for its four duets between the lovers, as well as Julietteõs waltz.  Additional 
arias of note are: Mercutioõs Ballad of Queen Mab, Stephanoõs òQue fais-tu, blanche tourterelle,ó and Julietteõs 
Poison Aria, which was excluded from the original production.  
The opera opens with an overture featuring a bombastic melody, accompanied by tremolo strings.  This over-
ture connects directly into the prologue, which is homophonic in nature with almost no orchestral accompani-
ment.  
In contrast, the opening chorus at the Capulet Ball is a cheerful and appropriately dance-like scene. The ma-
jority of the Mab aria is a rollicking laugh upon the mischievous fairy, which Gounod portrays through a 6/8 
time signature, brisk tempo, and patter-like rhythm.  The violins tremble under Mercutioõs words in chro-
matic, scalar figures of rushing sixteenth-notes.   
  
Lord Capulet is throwing a party for his daughter Juliette.  As the revelers dance in masks and disguises, Tybalt and Paris 
discuss the scene.  Tybalt asks the nobleman if he has seen the fair Juliette, whom he is destined to marry.  Capulet es-
corts his winsome daughter into the fete and welcomes his guests.  The characters disperse when Romeo and his friends 

 
 
 

 
 
 
 
 

THE CHARACTERS...  

The Capulets 
Juliette (soprano), young daughter of Lord Capulet.   
Gertrude (mezzo-soprano), Julietteõs maid.   
Tybalt (tenor), Julietteõs cousin. 
Capulet (lyric bass-baritone), Julietteõs father and head of 
the Capulet family. 
Gregorio (baritone), servant of the Capulets. 
 
 
 
 

The Montagues 
Romeo (tenor), son of the Lord Montague.   
Stephano (mezzo-soprano), Romeoõs  young page. 
Benvolio (tenor), Romeoõs cousin and best friend. 
Mercutio (baritone), another of Romeoõs close friends. 
Paris (baritone), a nobleman of Verona. 
Friar Lawrence (bass), a priest.   
Friar John (bass), another priest.  
The Duke (bass), ruler of Verona. 
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appear. 
  
Mercutio begins to take off his mask, but Romeo cautions him and expresses his unease for coming to the party. The 
young Montague begins to explain he has had a premonition in a dream when Mercutio laughingly interrupts him, ex-
plaining that Mab, the fairy queen of liars and dreams has visited Romeo. Romeo is uncertain, but his friend assures 
him that the beautiful girls at the ball will make him forget his sadness. Romeo spies Juliette off-stage and proclaims, 
òO treasure worthy of heaven!  I did not know true beauty.  Have I loved until now?ó 
  
Mercutio leads the lovestruck Romeo away and Juliette enters with her nurse, who wishes to gossip about Paris, the 
girlõs intended husband.  Juliette youthfully explains that she is not thinking of marriage and wishes to enjoy her youth. 
 
Romeo returns to ascertain whom this enchanting girl is.  Gregorio arrives to fetch Gertrude the nurse, and as the two 
Capulet servants exit, Romeo detains Juliette and they begin the first of their duets, following the òIf I profane with 
my unworthiest handó interchange of Shakespeareõs play. 
 
Tybalt interrupts the couple.  Shocked, Romeo realizes she is a Capulet.  He is forced to speak a greeting to Tybalt as 
he exits, and in spite of the mask, Tybalt recognizes him.  Angry that one of his enemies would dare come to Capuletõs 
palace, Tybalt declares punishment for the traitor while Juliette is left think that she has fallen in love with her familyõs 
bitterest rival. 
  
Tybalt confronts the members of the Montague clan in the main hall of the party, but Capulet, in a good humor, calms 
his nephew while Romeo and his friends leave. 
 

Act II  
 

Act II encompasses the iconic balcony scene.  Gounod sets Romeoõs òWhat light through yonder window 
breaksó monologue in a simple cavatina, or short aria with no repetition.  His orchestration mirrors the dra-
matic development with elegantly soaring melodic figures and shimmering harmonic language.   
  
Stephano helps Romeo scale the wall of the Capulet garden while Mercutio searches for him.  Once safely beneath 
Julietteõs window, Romeo marvels at Julietteõs beauty and the change that has taken hold of him. Juliette appears on 
her balcony, wondering aloud how she can love the man and hate the name Romeo.   
  
Romeo makes himself known to her and offers to give up the cursed name of Montague if she will love him.  They 
pledge themselves to each other, but hear someone approaching.  Gregorio and other servants are searching the 
grounds for Romeo, after having discovered Stephano.  Gertrude enters and assures Gregorio that should she discover 
the scoundrel, she would teach him a lesson that he would not forget.  
  
Romeo reappears, begging heaven that the night has not tricked him with a dream.  Juliette enters the garden and they 
begin their second duet.  Juliette proclaims that he must only name the date and she will marry him.  They bid each 
other an elegant farewell as the act ends. 

 
 
 

 
 
 
 
 

...MUSIC & STORY 
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Act III  

 
Stephanoõs Act III aria, taking place after the marriage at the Friarõs cell, brilliantly provides the impetus for 
the duel.  Orchestrally, Gounod alternates between the bravado and timidity of an audacious youth pressing 
the limits of the object of his barbs.  Stephano receives another charming melody for his cheeky love story, 
and the òGardez bien la belle qui vivr¨ vedr¨! Votre tourterelle vous echappera!ó is particularly well matched 
with a line filled with laughing triplets.  Stephanoõs final cadenza reaching to high C, a rare note for a mezzo 
soprano, creates an additional impression of bombastic machismo. 

 
Scene I 

 
The next morning, Romeo arrives at the cell of Friar Lawrence and explains that he has come, bewitched by love for 
Juliette of the House of Capulet.  She enters, followed by Gertrude, explaining that she views Romeo as her husband 
and wishes the priest to marry them.  He agrees, naµvely hoping that their tender union will be able to extinguish the 
bitter hatred between their families.  The ceremony begins while Gertrude keeps watch outside. They take their vows 
and Lawrence prays for God to bless the happy couple. 
 

Scene II 
 

Stephano has appeared in the street outside of the Capulet house and has been searching for his master since the pre-
vious evening.  Mischievously, he taunts the Capulet servants about Juliette leaving. 
  
Gregorio enters, incensed by Stephanoõs allegations.  They exchange heated words and Gregorio draws his sword. 
Mercutio leaps to the aid of Stephano, furious that Gregorio would attack a child.  Drawn by the commotion, Paris 
and Tybalt arrive. Tybalt entices Mercutioõs ire, eager to fight the Montague sympathizer. 
  
Romeo appears in time to see his dear friend and Tybalt, newly his cousin, squaring off to fight.  He rushes in, at-
tempting to stop the fight and explain why his hate for Tybalt and all things Capulet is gone.  Tybalt refuses the news 
and mortally injures Mercutio. Mercutio dies crying out òA curse on both your houses!ó   
  
Blind with grief and rage, Romeo duels Tybalt to avenge his friend, and gravely wounds the Capulet.  Lord Capulet 
enters to hold his dying nephew and swear vengeance.  The Duke arrives on the scene. Upon learning that Romeo was 
not the aggressor, he bypasses the death sentence and instead banishes Romeo while demanding that both families 
swear to obey the laws of God and the Prince.  The act finishes with all participants ruing the dreadful day and the de-
cree that was too late to prevent this bloodshed. 
 

 
 
 

 
 
 
 
 

THE CHARACTERS...  
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Act IV  

Scene 1 

 
As the duet proper of Act IV begins, the lovers sing to-
gether in parallel sixths. Romeo begins to echo each of 
Julietteõs phrases and eventually creates his own mel-
ody in complement to her.  They enter a period of har-
monic development around the Circle of Fifths before 
reaching a musical climax and softly repeating the 
opening strophe.  
 
That evening, Romeo has gone to see Juliette one last time 
and explain the events of the afternoon.  She forgives him, 
for if Tybalt had not died, he would have killed the Monta-
gue.  They reiterate their love and share their wedding night.  
Dawn approaches and Romeo is awakened by a larkõs song.  
The lovers sing of their grief in parting and bid tender fare-
wells.  
  
Romeo leaves as Lord Capulet arrives, followed by the Friar.  
Tybalt had expressed his dying wish that Juliette marry Paris.  
All has been prepared for an immediate ceremony.  Capulet 
leaves to attend to arriving guests and Juliette begs the Friar 
for some remedy to her desperate situation. The priest pre-
sents her with a potion that will place her in a death-like 
sleep until she awakes in the presence of Romeo and Law-
rence.  Juliette bravely takes the draught and sings the Poi-
son Aria, where she imagines awaking in the crypt of her 
ancestors. 

 

Scene 2 

 
Juliette enters the chapel where her wedding to Paris has begun.  As the nobleman is about to place a ring upon her 
finger, she collapses and Lord Capulet pronounces her dead. 

 

 
 
 

 
 
 
 
 

...MUSIC & STORY CONT.,  

 


