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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 pro-
duction 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 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 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 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 
 

 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 
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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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 Opera‟s 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 –knowing when the curtain 

goes up that you have made it possible. Your gift, at whatever level, is greatly appreciated. 
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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 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-
zart’s Don Giovanni is classified as a dramma giocoso, or 
comic drama.  It features lighthearted moments and 
comic scenes such as Giovanni’s servant displaying 
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 
 



 

FLORIDA GRAND OPERA                                                9        ROMEO ET JULIETTE   

 

  

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 e s t r a 

accompani-

ment is 

usually sec-

ondary to 

the vocal 

line, and as 

such, these 

operas are 

t e r m e d 

“S i n ge r ‟ s 

O p e r a . ”  

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-

ber‟s opera Der Freischütz (The Marksman) is con-

sidered the first important German Romantic opera, 

and is particularly well known for its unearthly 

Wolf‟s Glen scene.  Weber‟s 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.  Wagner‟s 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 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    
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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 



 

FLORIDA GRAND OPERA                                                13        ROMEO ET JULIETTE   

 

   
 
 

 
 
 
 
 

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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NEWCOMERS TO OPERA MAY BE SURPRISED WHEN 
THEY FIRST HEAR STEPHANO’S 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 “pants role.”  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 boy’s 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 Mozart’s 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 Verdi’s Un Ballo in Maschera, or Gounod’s 
own Stephano.  A lyric mezzo-soprano’s 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 Shakespeare’s Romeo and 
Juliet.  When the librettists Barbier and Carré 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. 
“Non so píu, cosa son cosa faccio” 
 
Isabel Leonard as Stephano in Romeo et Juliette.  
“Que fais-tu, blanche tourterelle” 
 
Janet Baker as Orfeo in Orfeo ed Eurydice.  
“Ché faro senza Eurydice” 
 
 
 

 
 
 

 
 
 
 
 

STEPHANO AND THE PANTS ROLE 

ACTIVITY ALERT! 

 
There is also a type of role known as a “skirt 

role”.   

 

Who do you think plays these roles?   

 

Research  what these roles are used for. 
 

 



 

FLORIDA GRAND OPERA                                                16        ROMEO ET JULIETTE   

 

  

“Two 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 parents’ strife.” 
 -William Shakespeare, Romeo and Juliet 

 
 
 
 

 
Act I 

 
Gounod’s opera is most recognized for its four duets between the lovers, as well as Juliette’s waltz.  Additional 
arias of note are: Mercutio’s Ballad of Queen Mab, Stephano’s “Que fais-tu, blanche tourterelle,” and Juliette’s 
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 Mercutio’s 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), Juliette’s maid.   
Tybalt (tenor), Juliette’s cousin. 
Capulet (lyric bass-baritone), Juliette’s 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), Romeo’s  young page. 
Benvolio (tenor), Romeo’s cousin and best friend. 
Mercutio (baritone), another of Romeo’s 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, 
“O treasure worthy of heaven!  I did not know true beauty.  Have I loved until now?” 
  
Mercutio leads the lovestruck Romeo away and Juliette enters with her nurse, who wishes to gossip about Paris, the 
girl’s 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 “If I profane with 
my unworthiest hand” interchange of Shakespeare’s 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 Capulet’s 
palace, Tybalt declares punishment for the traitor while Juliette is left think that she has fallen in love with her family’s 
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 Romeo’s “What light through yonder window 
breaks” 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 
Juliette’s window, Romeo marvels at Juliette’s 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 

 
Stephano’s Act III aria, taking place after the marriage at the Friar’s 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 “Gardez bien la belle qui vivrà vedrà! Votre tourterelle vous echappera!” is particularly well matched 
with a line filled with laughing triplets.  Stephano’s 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, naïvely 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 Stephano’s 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 Mercutio’s 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 “A curse on both your houses!”   
  
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 
Juliette’s 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 lark’s 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., 
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Act V 
 
The final scene in the tomb occupies nearly seventeen minutes of music, beginning with Romeo observing 
his lover, radiant in her death-like state.  The theme of the Act IV duet has returned underneath Romeo’s de-
scriptive parlante, reminding the audience of that happier evening which was not without its own bitter-
sweetness.  This recurring melody is unique in French opera because it is never sung in full by the voice.  
Romeo quotes the melody in the Act IV duet, but it truly belongs to the orchestra.  Meyerbeer and other 
great French composers had never composed a parlante section above a recurring melody that was not as-
cribed to the vocal line.  
 
A short scene between Friar Lawrence and Friar John transpires where Lawrence learns that Romeo has not received 
word of his plan to reunite the two lovers.  It seems Romeo is unaware that Juliette still lives. 
  
Romeo enters the Capulet crypt and observes the still sleeping Juliette, mourning how Death could take his beloved 
and still render her so beautiful.  He embraces her once more before drinking a flask of poison.  Juliette awakes slowly 
to the great surprise of Romeo and they embrace joyfully.  As the two think to flee the tomb, Romeo begins to feel the 
poison and explains what he has done.  They sing a heartbreaking duet of farewell and Romeo falls.  Desperately, Juli-
ette searches the flask for one drop of poison, but none is left.  She then discovers the dagger she had hidden in her 
clothing and plunges it into her breast.  With her final breath, Juliette proclaims her love for Romeo and they beg God 
for forgiveness. 

 
 
 

THE CHARACTERS, MUSIC  
& STORY CONT., 
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CHARLES GOUNOD WAS BORN IN PARIS ON THE 17TH OF JUNE, 1818 TO EXTREMELY ARTISTIC PARENTS.  His 
father was an engraver and painter who worked for the Court, while his mother had studied piano and visual arts.  
Gounod’s father died in 1823 and his mother created a piano studio in order to support the family.  The future com-
poser displayed talent in both musical and visual art fields and was soon sent to boarding school in the city.  He studied 
musical theory with Antoine Reiche once a week and devoted himself to composition above performance. 
  
After Reiche’s death, Gounod entered the Paris Conservatoire and studied composition with teachers of various musical 
styles.  At nineteen, he entered the 1837 Prix de Rome, a prestigious 
artistic competition in Paris whose grand prize was a stipend to study 
at the French Academy in Rome.  Charles won second place on his 
first entry, did not place the second year, but took the Grand Prize in 
his third year of competition.  In Rome, the music of Rossini and 
Palestrina, cultural legacy of art, and religious draw of the Church 
shaped Gounod as a young man and composer.   
  
Part of his third year of study through the Prix de Rome was spent in 
Austria and Germany, particularly in Vienna.  Though previously de-
termined to revive sacred music in France, Gounod was deeply inter-
ested in the work of the German Romanticists.  His First and Second 
Symphonies both display the influence of Mendelssohn and Beetho-
ven. 
 
In 1843, Gounod returned to Paris and began a position as maître de 
chapelle for one of the Parisian churches, Séminaire des Missions 
Etrangères.  He used this opportunity to write a cappella sacred mu-
sic for the choir and service music, hoping to transform the Missions 
Etrangères into the epicenter of a sacred music revival in Paris.  After 
fifteen months at this post, Gounod seriously considered entering the priesthood. By 1847, he enrolled at St. Suplice 
seminary.  Though he abandoned those studies in 1848, his faith remained an important part of both his personal and 
artistic life. 
  
Over the next two years Gounod developed his professional contacts in Paris.  Most importantly, he met the singer 
Pauline Viardot and her husband Louis, a critic and impresario.  This led to his first operatic commission on the Greek 
subject of Sapho.  The opera was written to display Pauline’s talents, and her fame allowed for performances at Covent 
Garden in London and Paris.  Unfortunately, neither productions fared well at the box offices, though several of 
Gounod’s contemporaries, including Hector Berlioz, were supportive of his composition. 

 
 
 

 
 
 
 
 

CHARLES FRANÇOIS GOUNOD 

Charles François Gounod 
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FRANCESCO MARIA PIAVE (MAY 18, 1810- MARCH 5, 1876) WAS 
A PROLIFIC LIBRETTIST FOR NINETEENTH CENTURY OPERA 
COMPOSERS. He is most well known his partnership with Giuseppe 
Verdi and authored ten libretti for the composer.  Piave and Verdi 
were very dear friends, though the composer was merciless in his 
demands for his libretti. 
  
Piave faced many challenges in adapting Le Roi s’amuse to suit the 
government censors of Italy.  In one letter, Verdi placed additional 
pressure upon the man, saying, “If I were the poet, I would be very, 
very concerned, all the more because you would have a great deal of 
responsibility if by chance (may the Devil not make it happen) they 
should not allow this drama.”  Back and forth Verdi and Piave went 
with the censors, changing the location, the title, the ruler, until 
Verdi almost gave up on setting the story to music.  Fortunately, an 
agreement was reached and Piave admirably maintained the dra-
matic integrity of Hugo’s original play, satisfied the censors, and, 
perhaps most importantly, gave Maestro Verdi a libretto worthy of 
his music. 
  
Verdi held his librettists to exacting standards.  He constantly asked 
for lines to be rewritten in order to suit the music he envisioned.  At 
times, Verdi would even write entire paragraphs describing what 
needed to occur in a scene.  Piave was one of the few librettists who 
not only tolerated this, but obeyed Verdi’s demands, and returned 
poetry full of exquisite beauty and never possessing more words than necessary. 
  
When Piave had a stroke in 1867 which rendered him unable to speak, Verdi provided financial support for his good 
friend and Piave’s family.  Upon his death in 1876, Verdi paid for the funeral of his good friend.  Piave provided the lib-
retti for some of Verdi’s most successful operas which are still performed to this day.  One can only guess what Romeo et 
Juliette, La Traviata, and Simon Boccanegra would have been like without the patient and long-suffering pen of Francesco 
Maria Piave. 

 
 
 
 

 
 
 

FRANCESCO MARIA PIAVE 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

         Francesco Maria Piave 
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ALTHOUGH GOUNOD WROTE NUMEROUS OPERAS, HE IS MOST REMEM-

BERED FOR TWO: FAUST AND ROMEO ET JULIETTE.  Both were successful due 
to the strength of their source material and libretti.  Gounod’s librettists, Jules Bar-
bier (1825-1901) and Michel Carré (1821-1872), were careful to honor the poetic 
words of Johann von Goethe and William Shakespeare in both of these adapta-
tions. 
  
Due to the longer dramatic pacing of an opera, Barbier and Carré had to consoli-
date Shakespeare’s plot line.  As they did with Faust, the two focused upon the ro-
mance element of the story and removed much of the feuding history.  Shake-
speare’s concise prologue yielded enough exposition to make the play’s opening 
brawl between the Montague and Capulet servants unnecessary.  Instead, the opera 
audience is placed immediately into the action surrounding the Capulet ball where 
Romeo falls in love with the fair Juliette.  
  
Barbier and Carré selected all of Shakespeare’s most powerful moments to include 
in their libretto.  The first eight lines of the Prologue, Mercutio’s Queen Mab monologue, the lovers’ “Holy palmers kiss” 
conversation, the balcony scene, and Juliette’s poison monologue, among other moments, are all translated nearly verbatim 
for the opera.  A Shakespeare aficionado might take exception to the lack of Juliette’s “Gallop apace, you fiery-footed 
steads” monologue or an equivalent, but Barbier and Carré omitted this for good reason.  Juliette’s act three, scene two 
monologue occurs after the duel and before she has learned of the day’s events.  She is wondering at how slowly the day 
passes while she waits for her husband to come and impatiently demands the chariots that draw the sun to hasten on to-
ward the west. Shakespeare’s striking monologue would have taken much too long to establish musically and would have 
interrupted the dramatic action. 
  

Since the librettists chose to exclude the initial Act 1 fight, there was less escalation of tension 
between the houses of Montague and Capulet.  In order to bring about the climactic duel in a 
less abrupt way, Barbier and Carré added the character of Stephano.  His aria “Que fais-tu, 
blanche tourterelle” provides a much-needed moment of comic relief before the heavy turn-
ing point of the drama, as well as an understandably vexing stimulus for Gregorio’s rage.  The 
text of the aria, completely non-existent in Shakespeare’s play, can be played so jeeringly and 
vulgarly that Stephano could not hope to escape the consequences. 
 
One other major departure from Shakespeare’s play occurs in the final act.  Barbier and Carré 
called for Juliette to awake before Romeo died from the poison.  This allowed one last duet 
between the lovers as well as some sort of resolution for the audience.  As was their duty, the 
two men crafted another stellar opportunity to showcase Gounod’s sumptuous music.   
  
While some of these departures may seem too great to a Shakespeare purist, this opera’s 
strength lies in how loyal Barbier and Carré were to the Shakespeare’s immortal words.  They 
tailored the libretto to include Romeo and Juliet’s most poignant moments while compressing 
the dramatic action to mitigate the typically slower pace of the operatic genre.  The result is 
an adaptation that does incredible justice to the world’s most famous love story. 

 
 
 
 
 
 
 
 

FROM ONE STAGE TO ANOTHER 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

     Jules Barbier 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 
      

 

  

 

 

 

 
 

 

  Michel Carré  
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BUILT ALONG A CURVE OF THE ADIGE RIVER, VERONA BECAME VERY IMPORTANT IN THE ROMAN EMPIRE 
DURING THE LAST CENTURY B.C.E. AS AN INTERSECTION OF SEVERAL MAJOR ROADS.  The city frequently had to 
withstand attacks from invading armies, as it was located in the northern part of Italy.  Verona finally fell to the Gothic 
invasions in 489 C.E.  For several hundred years, various foreign kingdoms took control of Verona: the Lombards, 
Charlemagne, the Duchy of Carinthia, the Duchy of Bavaria.  By 1100, the wealthy inhabitants of Verona had become 
powerful enough to establish themselves as a free commune. This political development led to the feuding houses of 
Guelph and Ghibelline.  These factions provided the inspiration for Shakespeare’s Romeo and Juliet. 
  
There are many beautiful sites in Verona.  Due to its architecture, Verona was declared a World Heritage site by 
UNESCO, the United Nations Educational, Scientific and Cultural Organization.  Verona is filled with Roman build-
ings, including its Arena, the third largest Roman Ampitheatre, the Roman theatre of Verona, and the Porta Borsari, a 
gateway from the original Roman city walls.  The Basilica di San Zeno Maggiore was built from 1125 to 1135 and is 
dedicated to Verona’s first Bishop, San Zeno, who is buried in the cathedral’s crypt.  The bridge Ponte Scaligero was 
constructed in 1356 and featured the largest bridge arch of its time. 
  
Among the tourist attractions in Verona is the supposed location of the Romeo and Juliet balcony scene.  While there is 
very little historic evidence to support the claim that this house is the actual location of the love affair, the building dates 
to the 13th century and was owned by the Cappello family.  In the picture at left, one can see Juliet’s balcony.  The wall 
beneath is covered in love notes and letters left by tourists. 

 

 

 
 
 
 
 
 
 

VERONA: THE HISTORIC LOCATION 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 
 
 

 

                                

 
 

 

        

                                      Julliette’s Balcony, Verona 
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WILLIAM SHAKESPEARE (APRIL, 1564- APRIL 23, 1616) IS OFTEN KNOWN AS 
THE GREATEST AUTHOR OF THE ENGLISH LANGUAGE.  In his lifetime, he 
wrote approximately 38 plays, 154 sonnets, and numerous other poems.  Of those 
plays, sixteen are comedies, ten are historical plays based upon the kings of Eng-
land, and twelve are tragedies, including Romeo and Juliet. 
  
Shakespeare is associated with his use of iambic pentameter, a rhythmic structure 
where his text is placed in lines of five groupings of two syllables where the first 
syllable is unstressed and the second syllable stressed.  These lines were also placed 
in rhyming couplets, wherein every two lines rhymed with each other.  Shake-
speare’s sonnets overwhelmingly follow the same structure of fourteen lines of 
iambic pentameter.  The sonnets’ rhyme structure is abab cdcd efef gg, with three 
four-line stanzas, or quatrains, followed by a final rhyming couplet.  Typically, the 
sonnet will contain a shift of mood at the beginning of the third quatrain and the 
second half of the poem will contain the poet’s revelation. 
  
Shakespeare made another important contribution to the English language through 
the practice of neologizing.  A neologism is a newly coined word or phrase that did 

not previously exist in the language.  Shakespeare would take words of Latin, Greek, French, or any other linguistic 
origin and anglicize them in order to achieve exactly the meaning he desired.  Words like “assassination,” “dislocate,” 
and even “gloomy” are a part of our language thanks to William Shakespeare.  A more modern example of a neologism 
would be the word “normalcy.”  Many believe that President Warren G. Harding introduced “normalcy” over the 
more accepted form “normality” during a stump speech in 1920 while running for the Presidency.   
 
Due to the individuality of his language, and the power of his dramatic stories, Shakespeare has been the inspiration of 
many operatic composers.  Giuseppe Verdi adapted Macbeth, Otello, and The Merry Wives of Windsor.  Verdi had been 
drawn to the Bard’s compelling main characters in Macbeth and Otello (Rossini also wrote an Otello), as well as Falstaff 
in The Merry Wives of Windsor.  
 
Romeo and Juliet has served numerous composers, including Gounod, Berlioz, and Bellini, as well as a ballet by Proko-
fiev and a symphonic tone-poem by Tchaikovsky.  One modern adaptation of this great love story is the American mu-
sical/opera West Side Story by Leonard Bernstein.  Richard Wagner composed Das Liebesverbot (The Ban on Love) 
after Measure for Measure.  The two most important British opera composers, Henry Purcell and Benjamin Britten, both 
adapted A Midsummer Night’s Dream nearly three centuries apart.  Purcell re-titled his opera The Fairy Queen while Brit-
ten kept Shakespeare’s title.  Mendelssohn also wrote a suite of incidental music based upon the play, from which the 
wedding march is frequently used as a recessional in Western weddings. 
  
Shakespeare’s mark on literature, drama, and music will always be visible.  He was one of the true geniuses whose work 
is universal in its appeal.  He has earned his title of “the Immortal Bard.” 

 
 
 
 

 
 

WILLIAM SHAKESPEARE: THE IMMORTAL BARD 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 
 
 
 

William Shakespear 
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1818   Jan 1   The White House opens after restoration from fire damage during the     
    War of  1812 
 Oct 24    Felix Mendelssohn performs his first public concert at age 9 in Berlin 
 Dec 24   “Silent Night” is composed in Austria by Franz Joseph Gruber 
 Dec 25   Handel’s “Messiah” has its US premiere in Boston, MA. 
 
1821 Mar 25 Greece gains independence from Turkey 
 Jun 18     Carl Maria von Weber’s Der Freischütz is produced in Berlin 
 
1822 Sep 27     Jean-François Champollion announces that he has deciphered the       
                            Rosetta Stone 
 
1827 Mar 26  Ludwig van Beethoven dies 
 
1829 Aug 3     Gioacchino Rossini’s Guillaume Tell premiers in Paris 
 
1830 Dec 5     Berlioz’ “Symphonie Fantastique” premiers in Paris 
 
1835 Jan 8     The United States national debt is $0 for the first and only time 
 
1839 Jan 2     The first photograph of  the moon is taken by French photographer        
     Louis Daguerre 
 
1843 Jan 2    Wagner’s The Flying Dutchman premiers in Dresden 
 
1847 Nov 4    Felix Mendelssohn dies 
 
1848 Feb 24 King Louis-Phillipe abdicates the thrown, the 2nd French  
   Republic forms 
 
 

 
 
 
 
 

EVENTS IN ... 
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1849     The California Gold Rush of  ’49 
 
1851 Dec 2     Louis Napoleon Bonaparte (Napoleon’s nephew) overthrows the                   

       2nd French Republic and declares himself  emperor 
 
1853       Bleak House by Charles Dickens is the first English novel to  
       feature a detective 
 
1860 Nov 6      Abraham Lincoln elected 16th President of  the United States,         
       leading to the secession of  South Carolina and the beginning of   
                              the Civil War 
 
1868      Little Women by Louisa May Alcott published 
 
1870 Jul 1     Franco-Prussian War begins 
 
1871 Oct 8     The Great Fire of  Chicago 
       Third Republic of  France established 
 
1877      Anna Karenina by Leo Tolstoy published 
 
1881 Aug 31    Jack the Ripper’s first victim discovered 
 
1890 Nov 23    King William III of  Netherlands dies without a male heir, special law       
      passed to allow Princess Wilhelmina to become the heir to the throne 
 
1892 Dec 18 Tchaikovsky’s “Nutcracker Suite” premiers 
  

 
 
 
 
 

... GOUNOD’S LIFETIME 
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THE ROMEO ET JULIETTE THAT YOU WILL SEE IS THE FINISHED PRODUCT.  BUT, ASIDE FROM THE 
PERFORMANCES 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. 
 
Props Master: The Properties 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 ac-
tion.  A Props Master must procure all of these props, ensure that they are period appropriate, and organize 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 Romeo et Juliette?   

 

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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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 op-
eras.  He is now twenty years old and is pictured at left with his 
younger brother Lucas and his father Gabriel after a 2010 per-
formance of Offenbach’s The Tales of Hoffman.    In this section, 
he has answered some questions about what it is like to be in-
volved 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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TRUE LOVE.  BURNING JEALOUSY.  BETRAYAL.  MURDER MOST FOUL.  Sounds like the evening news, 

right?  But these experiences are nothing new.  Human nature remains the same throughout time - since before 

people could even write about it.  All these emotions were recorded by one of the best authors to write in the    

English language: William Shakespeare. 

Shakespeare is a poet of great depth and beauty.  His  work has survived the test of time -  it is still popular almost 

four hundred years after his death.  For some people, however, Shakespeare is a chore to read.  They have diffi-

culty understanding the Old English style that was used in his time, or they don't think his work is relevant to to-

day - some even think Shakespeare's plays are boring!  They are truly missing out. 

It will be your job to prove these doubters wrong!  Show them that Shakespeare's stories can be transferred to al-

most any time period, including the Wild West, Mob-ridden Chicago, 50s Suburbia, and the 1960 Counterculture.  

 

 

 
 
 
 
 

REWRITING…  
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The Task 
"All the world's a stage"  

~William Shakespeare 

 

Imagine that you work for a big Holly-

wood studio and you are going to pitch 

them your idea for a brand new rendition 

of William Shakespeare's Romeo and 

Juliet.  It will be your job, over the next 

several weeks, to update one scene from 

the play into a more current time pe-

riod.  A good example of this task is the 

film West Side Story. You are not being 

asked to write a line by line 'translation' 

of the text, but rather to adapt the story 

and its themes for an audience of the era 

that you choose. 

 

You must modernize your scene AND 

adapt the language. 

After your group has completed the rewrite, you will then have to 'pitch' you idea to the class (or the 'studio 

heads'!).  Try to convince them why they should produce your version by explaining what you have done and 

performing your scene.  Your pitch will be centered around a Theatrical Portfolio which you will create in con-

junction with the research you do. 

Each member of the group will be responsible for completing one section of the Theatrical Portfolio, which will 

correspond to whatever role he or she takes on within the group.  But remember that this is a group endeavor, 

and so you will also be called upon to work cooperatively.  Your group's portfolio will include: 

The script of your rewrite (which you will write together!). 

A dictionary of tough Shakespearean terms you found in your original scene. 

Drawings and descriptions of costumes, sets, and props that could be used in performing both your play and 

Shakespeare's. 

An essay discussing theatric conventions of Shakespeare's time, and how they are different from today. 

A cultural overview of the time period in which Shakespeare wrote. 

A cultural overview of the time period within which your scene takes place. 

 

 
 
 
 
 

… ROMEO ET JULIETTE 
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The Process 

Step One 

You will be divided into groups of four students for the duration of the project. The very first job you will have as 

group will be to pick the scene from Romeo and Juliet that you will be working with over the next several 

weeks.  You can choose any of the following scenes.  Think carefully before you make your decision! 

Complete Scene’s can be accessed here: http://shakespeare.mit.edu/romeo_juliet/romeo_juliet.1.1.html 

Act I, Scene i - Verona. A public place. 

Act I, Scene v - A hall in Capulet's house. 

Act III, Scene i - A public place. 

Act V, Scene iii - A churchyard; in a tomb belonging to the Capulets. 

 

Step Two 

Once you have decided which scene you will be concentrating on, you must pick a time period in which to set the 

scene.  Choose from these four:  

  

The Wild West  |  1920's Chicago  |  1950's Suburbia  |  1960's Counterculture  

 

The Wild West  

The American West in the late nineteenth century was 

a rough place.  Gangs of cowboys roamed the often 

lawless territory robbing banks and trains, stealing 

horses and cattle.  There are many interesting figures: 

both crooks and lawmen.  Some that you might have 

heard of include Butch Cassidy and the Sundance Kid, 

Wyatt Earp, the James brothers - the list goes on.  Find 

out more about these, and use what you learn about 

their escapades to turn the Montegues and Capulets 

into true frontiersmen! 

 

 
 
 
 
 

REWRITING…  

 

http://tech-two.mit.edu/Shakespeare/Tragedy/romeoandjuliet/romeo_juliet.1.1.html
http://tech-two.mit.edu/Shakespeare/Tragedy/romeoandjuliet/romeo_juliet.1.5.html
http://tech-two.mit.edu/Shakespeare/Tragedy/romeoandjuliet/romeo_juliet.3.1.html
http://tech-two.mit.edu/Shakespeare/Tragedy/romeoandjuliet/romeo_juliet.5.3.html
http://chalk.richmond.edu/education/projects/webquests/shakespeare/steptwo.html#The Wild West#The Wild West
http://chalk.richmond.edu/education/projects/webquests/shakespeare/steptwo.html#1920's Chicago#1920's Chicago
http://chalk.richmond.edu/education/projects/webquests/shakespeare/steptwo.html#1950's#1950's
http://chalk.richmond.edu/education/projects/webquests/shakespeare/steptwo.html#1960's#1960's
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1920's Chicago 
 

The Mafia was around for along time 

before the 1920's and existed in al-

most every major city in the United 

States.  But 1920's Chicago is particu-

larly noteworthy because of what was 

going on in American policy at the 

time: Prohibition.  The Mafia got in-

volved in huge bootlegging rackets, 

bringing alcohol to the masses ille-

gally.  This was a risky business in-

volving huge sums of money.  When-

ever such large amounts of money are 

involved, greed, deception, and mur-

der tend to follow.  Learn more about 

the Mafia and use what you learn to bring the play into the Twentieth Century! 

 

1950's Suburbia 
 

Post World War II America was a place of seeming peace and prosperity as thousands of servicemen returned 

home to pick up their young families and move to the suburbs, starting "The Baby Boom" generation.  Children 

played with hula hoops. Teenagers shocked their elders by listening to the new "rock and roll" music.  Televi-

sion began to play a large role in defining society as people began to get not only their daily news from the TV, 

but also their entertainment, from such shows as "I Love Lucy" and "Gunsmoke".  However, there is also a seri-

ous side to this decade.  The Korean War raged, the first hydrogen bomb was detonated, and the U.S. Supreme 

Court declared racial segregation to be unconstitutional, setting off a fight for racial equity that would continue 

for decades to come.  The Cold War began, and the threat of Communism led to a veritable witch hunt for Com-

munists in America.  Do your research and find out more about the 1950s! 

 

1960's Counterculture 

 

The 1960s was one of the most turbulent time periods in American history.  The decade was full of events that 

had a major effect on how people viewed the world: President Kennedy's 

assassination, the Cuban Missile Crisis, the constant threat of nuclear attack, 

racial strife, and especially, the Vietnam War.  Some people saw the war as 

a waste of American money and lives, and protested against it.  This group 

of people, often called "hippies", was unhappy with the state of Amer-

ica.  They marked a new stage of American culture, full of new thoughts 

and ideas, some of them revolutionary, some unremarkable. With its theme 

of "sex, drugs, and rock-n-roll", this "hippie counterculture" upset many 

members of society, and was the source of much conflict.  Research how 

this time period is the perfect setting for your version of Romeo and Juliet! 

 

 
 
 
 
 

… ROMEO ET JULIETTE 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

     

    Al Capone’s mugshot 
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Step Three 

You've chosen the scene.  You've picked the perfect time period.  Now what?  Each  member of your group needs 

to choose a role to play.  Your Theatrical Portfolio is a group effort, but each person will contribute a different sec-

tion which will pertain to the role they have chosen.  Just as every person possesses different talents and interests, 

each of the roles requires the use of different skills. Your group should carefully read the Role Descriptions listed 

below and decide together who is best suited for each. 

| The Linguist | The Artistic Designer | The Director | The Historian | 

 

 
 
 
 
 

REWRITING…  

The Linguist 

You are in charge of being an expert in the Shakespearean language used in the scene your group has chosen, as 

well as developing a familiarity with the language of your chosen era.  

During the rewriting of the scene, it will be your duty to find definitions for these often difficult words.  

You should also be on the lookout to make sure that your team's rewrite is not just a simple line by line 

'translation' of the old text, but rather a modernization of the story.  To do this you should identify some of the 

themes and motifs in your sections and think about how they might translate into the time period you are 

working within. 

In the portfolio, it will be your responsibility to come up with a Dictionary of Terms, listing all the difficult 

words in your scene and their definitions.  Also list in a separate section any slang words you used appropriate 

to the time period you are working with. 

Your role in the presentation of your Theatrical Portfolio will be to explain some of Shakespeare's language 

and how it can be translated in your scene, with an emphasis on period slang.  

The Artistic Designer 

You will be in charge of all things artistic pertaining to  the production of your scene. 

Think about what props, costumes or scenery you may need. 

For the portfolio you must provide drawings and description of the costumes, props and scenery that you 

would use if money and time were no object.  Note: this is not necessarily what you will use when you per-

form your newly written scene for the class.  You should include at least one drawing and description for each 

character's costume, one prop for each character, and one backdrop. 

Also include in your section what you would use in the artistic elements of production if you were going to 

perform the original scene in its original context. 

Your job during the presentation of your Theatrical Portfolio will be to show and explain your ideas for the 

costuming of your scene and how they would differ from costumes originally used by Shakespearean actors. 

http://chalk.richmond.edu/education/projects/webquests/shakespeare/stepthree.html#Linguist#Linguist
http://chalk.richmond.edu/education/projects/webquests/shakespeare/stepthree.html#The Artistic#The Artistic
http://chalk.richmond.edu/education/projects/webquests/shakespeare/stepthree.html#Director#Director
http://chalk.richmond.edu/education/projects/webquests/shakespeare/stepthree.html#Historian#Historian
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… ROMEO ET JULIETTE 

The Director 

You will be in charge of the staging of the scene. 

Think about how the scene should look on the stage - the 'blocking'. 

Become familiar with dramatic terms and conventions of the stage. 

Learn about Shakespearean stage conventions. 

For the Theatrical Portfolio, you must write an essay discussing the theatrical conventions of Shakespeare's 

day and comparing them to today.  Make sure you include some of those dramatic terms you've researched! 

You will be in charge of organizing and overseeing the presentation of your Theatrical Portfolio to the 'studio 

heads'.  You must be very convincing! 

The Historian 

You will be in charge of making sure your scene is historically accurate. 

Read through the web sites listed for your time period carefully.  You should be especially familiar with the 

history of your era.  During the rewriting of your scene it will be your duty to check for accuracy of setting, 

speech, themes, etc. 

For the Theatrical Portfolio, it will be your responsibility to provide a Cultural Overview of both Shakespeare 

lifetime, and the time period in which your updated scene takes place. 

Your job during the presentation of your Theatrical Portfolio will be to explain the correlation between the 

historical context of the original play and you revised scene. 
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Evaluation 
 

Below is a copy of the evaluation rubric that can be used in determining grades.  The first chart is a group 

evaluation that will be used to determine your group's overall grade.  The second chart is an individual evalua-

tion that will be used to determine the grade for your individual section of the portfolio and presentation.  It is 

good to keep the evaluation in mind as you complete this lesson!  

Group Evaluation

 

Individual Evaluation 

 

 Possible Points Points Earned 

 Script of Sample Scene  

 

Demonstrates a clear understanding of general themes 

Themes and language updated in an innovative, creative and well-researched manner 

Script is complete, coherent and cohesive 

20 ? 

 Presentation of Project  

 

Presentation is complete, organized and original 

Scene excerpt is well-rehearsed 

All aspects of the portfolio are explained and justified 

20 ? 

 Theatrical Portfolio  

 

All elements of the portfolio are presented creatively 

Each element of the portfolio has been completed and submitted 

 

50 ? 

 

 
 
 
 
 

REWRITING ROMEO ET JULIETTE 

 Possible Point Points Earned 

Contribution to Portfolio  

 

Contribution is complete, well-organized, well-researched, creative and unique  

 

10 

 

? 

Contribution to Presentation  

 

Contribution was well-rehearsed 

Contribution was presented with confidence and knowledge 

Explanation was logical and thorough  

 

 

10 

 

 

? 

Contribution to Team Atmosphere  

 

Team member contributed to a positive, productive and cooperative working atmos-

phere  

 

 

10 

 

 

? 



 

FLORIDA GRAND OPERA                                                39        ROMEO ET JULIETTE   

 

  

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 performers.  
 
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 charac-
ters. 
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 caba-
letta 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 op-
eratic 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. So-
loists 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 effects 

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 cen-
tury. 
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 different 
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 person 
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 harpsi-
chord 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 diver-
tissements 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, singing 
and interpretation of a role. 
 
W 
WIG DESIGNER: Designs and oversees the creation of the wigs used in a production. 
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