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: Dear Educator
 
Thank you for your participation in San Francisco Opera Guild’s 2007-2008 education programs!  The 
Opera Guild’s Teacher’s Guides for the 2007 Student Dress Rehearsals are publications that you can use as 
a tool to assist you in preparing your students for their exposure to opera. 
 
Opera is a complete art form and expression of culture.  It encompasses music, theatre, dance, design, 
literature, history, and social movement in one sweep.  This guide will provide you with the background on 
the composer, the history of the source material for the opera, a synopsis of the story, a bit about the 
political climate of the time, and extension exercises that can be incorporated into your curriculum. 
 
A table of contents in the front will guide you to the information on areas you wish to cover with your 
students.  In addition there is a guide for opera etiquette so your classes will be familiar with the 
expectations of an audience member.  You will find a collection of assignments and activities that will 
engage your students in the world of the play and we hope this involvement will excite them further about 
seeing The Magic Flute! 
 
We are eager to hear your feedback on your opera experience with your students.  Please fill out the 
evaluation form in the back of this guide after your trip to the opera.  Please feel free to include suggestions 
for future guides, activities that were particularly successful, and especially any student work you would 
like to share.  If you have any questions please do not hesitate to contact us.  We hope you and your students 
enjoy your experiences at the opera! 
 
 
 
 
Caroline Altman       Juanita Kizor 
Director of Education        Vice President, Education                            
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A Short Introduction to Opera 
 

An opera, like a play, is a dramatic form of theatre that includes scenery, props, and costumes.  However, in 
opera, the actors are trained singers who sing their lines instead of speaking them.  An orchestra 
accompanies the singers.  A conductor coordinates both the singers on stage and the musicians in the pit. 
 
Opera consists of many dimensions that are combined to make it a unique whole:  the human voice, 
orchestral music, the visual arts (scenery, costumes, and special effects), drama (tragedy or comedy), and 
occasionally dance.  The melding of these elements can make you cry tears of joy or sadness, produce 
laughter or anger, but most importantly transport you to a magical land of music and song. 
 
Opera originated in Florence, Italy, in the late 1500’s, with a small group of men who were members of a 
Camerata (Italian for society).  They called them selves the Camerati Baldi or Camerati Fiorentini.  The 
intellectuals, poets, and musicians of the Camerata decided they wanted words to be a featured aspect of 
music to coordinate thought with emotion.  They used ancient Greek drama as their inspiration, including 
the use of a chorus to comment on the action.  The Camerata laid down three principles for their new art 
form: 
 
1.  The text must be understood; the accompaniment must be very simple and should not distract from the 
words. 
2.  The words must be sung with correct and natural declamation, as if they were spoken and not rhyme like 
songs. 
3.  The melody must interpret the feeling of the text. 
 
The first significant composer to fully develop the ideas of the Camerata was Jacapo Peri (1561-1633), 
whose opera Dafne was performed in 1594 and was regarded as the first opera.  Some purists regard the 
later L’Orfeo, written in 1607 by Claudio Monteverdi as the first real contribution to the art form.   
 
Operas are divided into scenes and acts that contain different types of vocal pieces for one or many singers.  
An aria is a vocal solo that focuses on a character’s emotions rather than actions.  A recitative is sung 
dialogue or speech that occurs between arias and ensembles. 
Composers write the score or the music for the opera.  Sometimes the composer will also write the text for 
the opera, but most often they work with a librettist.  The story of the opera is written as a libretto, a text 
that is easily set to music.  In the past, the libretto was also bound and sold to the audience.  Today, the 
audience can easily follow the plot with the use of supertitles.  Supertitles are the English translation of the 
libretto, which are projected on the screen above the stage.     
 
Many question the difference between an opera and a musical like Les Miserables or Phantom of the Opera.   
There are many differences.  One, most operas are through-composed, meaning there is no spoken dialogue 
while musicals tend to alternate between spoken scenes and songs, using the music to comment upon and 
augment the dialogue.  There are of course exceptions.  Many present day musicals are indeed through-
composed and are often referred to as rock operas.  Examples include Rent and Jesus Christ Superstar.  
There are musical differences between the two as well.  Operas require classically trained singers who must 
be able to sing in a distinct style while there is more variety in the voice of a musical theatre performer. 
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Opera Glossary 
 

Accompaniment - An instrumental or vocal part designed to support or complement a principal voice, 
instrument, or group of voices or instruments.  In an aria, the voice is the primary focus and the orchestra is 
the accompaniment. 
 
Acoustics - The science of sound. The qualities of sound in an enclosed space. 
 
Aria - An extended musical passage performed by one singer.  It is used to express feelings or comment on 
the action and is accompanied by the orchestra.  The action usually stops while an aria is sung. 
 
Ballet - A form of dance that tells a story. 
 
Banda - A small group of instrumentalists who play either on the stage or backstage, not in the pit. 
 
Bel Canto - Literally “beautiful singing,” bel canto passages are lyrical, and often very florid. 
 
Bravo - Literally “brave, courageous.”  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 more than one performer. 
 
Cabaletta - The final section of an extended aria or duet, generally short and brilliant, to display the voice 
and rouse applause. 
 
Cadenza - An elaborate unaccompanied passage near the end of an aria designed to show off the voice.  
Originally used to close a number and improvised on the spot. 
 
Choreographer - The person who designs the steps of a dance. 
 
Choreography - A dance or the making of a dance. 
 
Chorus - A group of mixed voices, or the musical passage sung by such a group. 
 
Claque - A group of people hired to sit in the audience and either applaud enthusiastically to ensure success 
or whistle or boo to create a disaster.  In past years, leading singers were sometimes blackmailed to pay a 
claque to insure they would not create a disturbance.  Even now, one is sometimes used but rarely 
acknowledged. 
 
Coloratura - A kind of vocal music that requires the singer to execute a variety of technically brilliant and 
difficult passages.  These may be fast runs (scales), trills (rapid alternation of two notes), or other devices 
that embellish the vocal line. 
 
Composer - The person who writes the music of an opera or other musical work. 
 
Comprimario - A secondary role in an opera. 
 
Concertmaster - The “first chair” violinist who plays occasional solos and is responsible for coordinating 
all of the stringed instruments.  The concertmaster decides on the bowing so that all of the bows move in 
unison. 
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Conductor - The person who leads the orchestra and singers. 
 
Cover - A replacement for a role in case of illness, as with an understudy in theater.  
 
Cue - Signal to a singer or orchestra member to start. 
 
Curtain Call - At the end of a performance all of the members of the cast and the conductor take bows.  
Sometimes this is done in front of the main curtain, hence the name.  Often, however, the bows are taken on 
the full stage with the curtain open. 
Diva - Literally “goddess,” it refers to an important female opera star.  The masculine form is divo. 
 
Dress (a wig) - To prepare a wig for wear. 
 
Dresser - A member of the backstage staff who helps the artists dress in their costumes.  While each of the 
principal singers usually has his or her own dresser, supers and chorus members share dressers. 
 
Dress Rehearsal - The final rehearsal(s), using 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 - A song for two voices. 
 
Dynamics - The degree of loudness or softness in the music. 
 
Encore - Literally means “again.”  It used to be the custom for a singer to repeat a particularly popular aria 
if the audience called Encore loud enough.  While this is still done in countries like Italy, it is rare 
elsewhere. 
 
Ensemble - Any extended musical passage performed by more than one player.  Very often they are all 
singing different words and different musical lines.  Duets, trios, and choruses are all ensembles. 
 
Finale - Literally “the end.”  The ending segment/song of an act or scene.  It usually involves many singers 
and is very dramatic. 
 
Fly, or Fly Tower - Sufficient space above the stage, i.e., if there is a fly tower, pieces of the set are often 
raised up or flown when they are not in use. 
 
Forte - Literally “strong.” A dynamic marking meaning loud. 
 
Impresario - The general director of an opera company. 
 
Interlude - An orchestral selection played between scenes in an opera.  It is used to set a mood and even 
advance the story. 
 
Intermission - A break between acts of an opera.  The lights go on and the audience is free to move around.  
Intermissions usually last up to twenty minutes. 
 
Leitmotiv or motif - A short musical phrase associated with a particular character or event. 
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Libretto - Literally “little book.”  The text of an opera.  The libretto is always shorter than a normal play 
because it takes so much longer to sing a line than to say it.  The action is often interrupted for an aria which 
limits the length of the text even more.   
 
Librettist - The person who writes the libretto, often a poet or playwright. 
 
Maestro - Literally “master.”  Used as a courtesy title for the conductor, whether a man or woman. 
 
Mark - To sing very softly or not at full voice.  A full-length opera is very hard on a singer’s voice so most 
mark during rehearsals. 
 
Melody  - The tune of a piece of music. 
 
Opera - A drama set with music.  Different than a play or musical for the orchestra is an equal partner with 
the singers.  Literally the word opera is the plural of the Latin word opus, which means “work.”  Like a 
play, an opera is acted on a stage, with costumes, wigs, scenery, etc.  Almost all of it is sung, in contrast to 
an operetta or musical, where a great deal of the text is spoken. 
 
Opera Buffa - A comic opera first developed in the eighteenth century.  Each act usually ends with a large 
ensemble finale. 
 
Orchestra - The group of musicians who are led by the conductor and accompany the singers. 
 
Orchestra Pit – The sunken area in front of the stage where the orchestra plays. 
 
Overture - An orchestral piece several minutes in length played before the beginning of an opera.  Usually, 
but not always, it contains some themes from the music of the opera. 
 
Patter Song - A song or aria in which the character sings as many words as possible in the shortest length 
of time. 
 
Piano - Literally “plane.” A dynamic marking meaning soft. 
 
Prelude - Usually short in duration and without an ending, a prelude leads into an act without pause, as 
opposed to an overture which is longer and can be played as a separate piece. 
 
Principal - A leading role or character in the opera. 
 
Prima Donna- Literally “first lady.”  The leading woman singer in an opera.  Because of the way some of 
them behaved in the past, it often refers to someone who is acting in a superior, demanding and difficult 
fashion. 
 
Production - The combination of sets, costumes, props, lights, etc. 
 
Prompt - To help a singer who has forgotten a line.  In some opera houses, the prompter sits in a box at the 
very front of the stage.  It is not customary for opera houses in America to use a prompter. 
 
Props (properties) - Small items carried or used by singers during a performance, such as fans, letters or a 
rope. 
 
Proscenium - The front opening of the stage which frames the action. 



 
Recitative - Sung dialogue that moves the action along by providing information. A recitative (or recit) 
usually has no recognizable melody and the singing is generally faster with a rhythm more like normal 
speech.  Recitativo secco is accompanied only by a keyboard instrument such as a harpsichord, sometimes 
with added cello or bass. 
 
Roulade or Run - A quick succession of notes sung to one syllable. 
 
Score - The written music for a piece or group of pieces with separate lines for each instrument and each 
singer’s voice. 
 
Set - The decoration on stage that indicates the place and overall world of the opera. 
 
Sitzprobe - Literally “sitting rehearsal.”  It is the first rehearsal of the singers with the orchestra, with the 
former seated, and no acting. 
 
Solo - A piece or portion of music where only one performer has the melody.  
 
Stage Director - The person responsible for directing the movement of the characters and creating the story 
on stage. 
 
Supernumerary or Super - An “extra.”  Someone who is part of a group on stage but does not sing. 
 
Supertitles - Translations into English of the original words, projected on a screen above the stage. 
 
Synopsis - A short version of the story of the opera, usually one or two pages. 
 
Tempo - Literally “time.”  The speed at which the music is played. 
 
Trill - The rapid alteration of adjacent notes.  A characteristic feature of coloratura singing. 
 
Trouser role - A role which depicts a young man or boy, but sung by a woman. Also called a Pants Role 
 
Verismo - Describes the realistic style of opera that started in Italy at the end of the nineteenth century. 
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Operatic Voices 

 
 

 
 
Operatic singing developed in Europe during the 17th century.  The vocal demands are far greater on an 
opera singer than on any other singer.  Opera singers rarely use microphones and therefore must develop 
their voices to make a sound that will project and be heard above an orchestra in a large theatre. 
 
How do they do it? 
After years of practice and study, an opera singer learns to use his or her body as an amplification device.  
By controlling the muscles of the diaphragm (a balloon-like muscle beneath the lungs and above the 
stomach) the singer can regulate the amount of breath used.  By tightening the diaphragm the singer can 
push out the right amount of air to make the vocal cords vibrate.  The speed at which the chord vibrates 
determines the pitch.  As the sound passes through the mouth it resonates in the upper chest cavities and the 
sinus  cavities of the face and head.  These cavities act as small echo chambers and help amplify the sound.  
The shape of the mouth and the placement of the tongue near the lips contribute to the tone and sound of the 
words. 
 
Many singers begin their operatic training in university or before.  Opera students study singing, music 
history, composition, acting, movement, and theory.  In addition to performance skills, they study diction 
and at least one foreign language.  The most popular opera languages are Italian, German, and French. After 
university, singers begin to work in the professional world.  Their first roles are usually small parts, but if 
they continue to study and train, they may move on the bigger principal roles. 
 
Professional singers develop a number of roles in their repertoire.  Since the principal artists are required to 
have their parts memorized before rehearsals begin, singers must prepare well in advance of each contract.  
Singers have voice teachers who help them refine their singing techniques and many will also have an 
acting coach.  Even a well-established singer will have a vocal coach for specific roles. 
 
Each person’s vocal mechanism is constructed differently.  The roles that a singer performs are dependent 
mostly upon their vocal range, but within the vocal ranges there are many colors and weights of voice that 
determine which roles he or she can sing safely and artistically.  Vocal color refers to the richness of the 
sound while vocal weight refers to how powerful a voice sounds.  
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After the role has been studied intensely and the singer is hired to perform, the singer arrives at the opera 
company for the rehearsals.  This time is spent refining the music with the conductor and staging the action 
with the stage director.  Each director has a different idea of how the character should be played, and each 
 
conductor has a different idea of how the character should sound, therefore the singer must modify his or 
her techniques to reach the desired result. 
 
Physical health is a major priority to a singer.  Contrary to popular belief, not all opera singers are 
overweight.  Conventional wisdom used to state that excessive weight gave added volume and richness to 
the voice.  However, in recent years, people have discovered that physical fitness can give similar benefits 
to a voice.  
 
Six Basic Vocal Categories 
Women: 
Soprano:  The highest female voice, similar to a flute or violin in range and tone color.  Usually plays the 
heroine in the opera since a high, bright sound can easily suggest youth and innocence. 
 
Mezzo-soprano:  The middle-range female voice, similar to an oboe in range and tone color.  Called an alto 
in choral arrangements, can play a wide variety of characters including gypsies, mothers, nurses, and even 
the part of a young man (also called a trousers role). 
 
Contralto:  The lowest female voice, similar to an English horn in range and tone color.  Usually plays 
unique roles including fortune-tellers, witches, and older women. 
 
Men: 
Tenor:  The highest male voice similar to a trumpet in range, tone color and acoustical “ring”.  Usually 
plays the hero or the romantic lead in the opera.  A Countertenor sings even higher, usually in his falsetto 
range. 
 
Baritone:  The middle-range male voice similar to a French horn in tone color.  Often plays the leader of 
mischief in comic opera, or the villain in tragic opera.  Is occasionally the hero. 
 
Bass:  The lowest male voice, similar to a trombone or bassoon in tone color.  Usually portrays old, wise 
men, or foolish, comic men. 
 
The vocal parts overlap each other.  The notes that are high for a baritone to sing are low for a tenor.  The 
notes that are low for a baritone maybe be high for a bass.  For this reason you may see a high range mezzo-
soprano singing a soprano’s role or a low range baritone singing a bass’ role. 
Courtesy Opera Columbus 
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Wolfgang Amadeus Mozart 

    15

Wow, Mozart sure was 
talented.  Try doing 
something backwards or 
blindfolded to see how 
hard it is. 

January 27, 1756 – December 5, 1791 

 

The composer we know as Wolfgang Amadeus Mozart was born in Salzburg, as Johann Chrysostomus 
Wolfgangus Theophilus Amadeus Gottlieb Mozart.  His parents were Anna Maria and Leopold, a musician 
and  well known teacher  

Mozart's father saw his musical talents when he was a toddler and began giving him music 
lessons including both piano and violin.  Mozart learned music very fast and began 
composing at the age of five. 

Leopold realized that he could make money by showing off his son in the courts of Europe.  Mozart soon 
became known as a musical prodigy (someone who is extremely talented at 
something at a very young age,) and was known for being able to do cool tricks 
like playing blindfolded or with his hands behind his back.  He could also 
makeup music on the spot (known as improvising,) and even improve other 
people’s music.  His older sister, Maria Anna, nicknamed "Nannerl", was also a 
pianist and often accompanied her brother on tours.  Mozart wrote many piano 

pieces to play with her.   

As a child, Mozart made several journeys throughout Europe, beginning in 1762 in Munich, Germany.  A 
long concert tour followed (three and a half years!), which took him and his father to the courts of Munich, 
Mannheim, Paris, London, The Hague, again to Paris, Zürich, Donaueschingen, and back home. They went 
to Vienna again in late 1767 and remained there until December 1768. 

After one year in Salzburg, the family took three trips to Italy from December 1769 to March 1773.  
A well known story from one of these trips, occurred when he heard a piece called Miserere in 
performance, then wrote out the whole piece from memory with only a few very small mistakes, 
which he fixed the next time he heard it.   

In September of 1777, Mozart began another tour of Europe with his mother, that included Munich, 
Mannheim, and Paris, where his mother died. 

 On August 4, 1782, he married Constanze Weber against his father's wishes. He and Constanze had six 
children, only two of whom survived infancy. 

 

 

Neither of 
Mozart’s 

children were 
married or had 

children 
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1782 was a good year for Mozart's career; his opera The Abduction from the Seraglio 
was a great success, and he began a series of concerts where he premiered his own 
piano concertos as conductor and soloist. 

 

A premier is the first 
time something is 
heard or seen in 
public. Can you think 
of other things that 
have premiers? 

Mozart's life was full of financial difficulty and illness. 
Sometimes he did not even receive money for his work, and the 
money he did get was quickly spent on his extravagant 
lifestyle. 

Sometime in 1791 Mozart became sick, though no one knows for sure 
when this happened.  Mozart died around 1 a.m. on December 5, 1791 
while he was working on his final composition, the Requiem, which he 

never finished.  The actual cause of Mozart's death is also unknown.  There are many 
stories that people believe, but no one will ever know for sure.  Constanze asked a 
younger composer, Franz Xaver Süssmayr, to complete the Requiem after Mozart's 
death.  To this day it is one of Mozart’s most well-known and loved pieces. 

To have an extravagant life 
means to have very nice things.    
Do you know anyone with an 
extravagant life? 

Mozart spent his 
money on wigs, fancy 
clothes and parties.  
What would you spend 
your money on if you 
could? 

A Requiem is a piece for 
choir and orchestra that 
is played after 
someone’s death.  Many 
composers have written 
Requiems including 
Verdi and Brahms, 
though they all used the 
same words. 

 
Mozart was inspired by many 
people, not just musicians.  He even 
wrote music for the glass 
harmonica, an instrument created by 
Benjamin Franklin.

 
 

 
 
 
 
 
 
 

 

 

  

Mozart loved games of all sorts. He knew many 

card tricks and his other interests included 

billiards, bowling, charades, fencing, and 

horseback riding. He liked to keep dogs, cats, 
 

 
 



 
Map of Mozart’s Europe 

 
 

 

 

 

 

 

 

 

 

 

 

 

 

Map of Mozart’s Travels 
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Emanuel Schikaneder 
Librettist 
September 1, 1751- September 21, 1812 

Schikaneder first appeared with the theatrical troupe of F. J. Moser around 1773. Aside from operas, the 
company also performed farces and Singspiele (operettas). Schikander married an actress in this company, 
Eleonore Arth, in 1777, the same year he performed the role of Hamlet in Munich to general acclaim. He 
became the director of his troupe in 1778. He met Mozart in Salzburg in 1780, during an extended stay there 
with his company. 

Schikaneder performed at the Kärntnertortheater in Vienna from 1785, while still working with the Salzburg 
group as time permitted. His plan to build a theatre in Vienna was vetoed by Emperor Joseph II, which 
prompted him to temporarily leave for Regensburg. His company returned to Vienna in 1789 and became 
the resident company of the suburban Theater auf der Wieden. 

The company was successful there, producing among other works a production of Wolfgang Amadeus 
Mozart's already-popular opera The Abduction from the Seraglio (April and May of 1789). It also produced 
a series of fairy tale operas often involving elaborate theatrical machinery. These operas also made use of 
Schikaneder's ability to perform improvised comedy, as a "Hanswurst"-like character, inherited from the 
long tradition of the popular Viennese theater.[1] 

Die Zauberflöte

The series of fairy-tale operas culminated in the September 1791 premiere of the "Die Zauberflöte", with 
music by Mozart. The libretto was Schikaneder's and incorporated a loose mixture of Masonic elements and 
traditional fairy-tale themes. Schikaneder took the role of Papageno--a character reflecting the Hanswurst 
tradition, and thus suited to his skills--at the premiere. 
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Schikaneder also may have given advice to Mozart concerning the musical setting of his libretto. The 
dramatist Ignaz Franz Castelli tells the following tale: 

"The late bass singer Sebastian Meyer told me that Mozart had originally written the duet where 
Papageno and Papagena first see each other quite differently from the way in which we now hear it. 
Both originally cried out "Papageno!", "Papagena!" a few times in amazement. But when 
Schikaneder heard this, he called down in to the orchestra, "Hey, Mozart! That's no good, the music 
must express greater astonishment. They must both stare dumbly at each other, then Papageno must 
begin to stammer: 'Pa-papapa-pa-pa'; Papagena must repeat that until both of them finally get the 
whole name out". Mozart followed the advice, and in this form the duet always had to be repeated."  

Castelli adds that the March of the Priests which opens the second act was also a suggestion of 
Schikaneder's, added to the opera at the last minute by Mozart. These stories are not accepted as necessarily 
true by all musicologists.[2] 

Later career

The success of Die Zauberflöte and other productions allowed Schikaneder to construct a new theatre in 
Vienna in 1801, making use of an Imperial license he had obtained 15 years earlier. This theater, the 
Theater an der Wien, was opened to a performance of the opera "Alexander", to Schikaneder's own libretto 
with music by Franz Teyber. According to the New Grove, the Theater an der Wien was "the most lavishly 
equipped and one of the largest theatres of its age". However, Schikaneder may have overextended himself 
in building it, as in less than a year he had to give up ownership, though he twice served the theater as 
artistic director, staging elaborate productions there. 

During this period, Schikaneder was an artistic associate of Ludwig van Beethoven, who for a time 
attempted to set Schikaneder's libretto Vestas Feuer ("Vesta's Fire") as an opera. Beethoven lived in rooms 
in the Theater an der Wien during this time at Schikaneder's invitation, and continued there for a while as he 
switched his efforts in operatic composition to his Fidelio. 

In 1804, the Theater an der Wien was sold to Baron Peter von Braun who immediately dismissed his 
archrival. Schikaneder left Vienna to work in Brno and Steyr. His life took a catastrophic turn starting in 
1811. First, after economic problems caused by war and an 1811 currency devaluation, he lost most of his 
fortune. Then, in 1812, during a journey to Budapest to take up a new post, Schikaneder was stricken with 
insanity. He died in poverty on September 21, 1812, aged 61, in Vienna. 

Schikaneder wrote a total of about 55 theatre pieces and 44 libretti. 

Courtesy, Wikipedia 
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Once Upon a Time 

The Story of The Magic Flute 

The Magic Flute is an opera in two acts composed in 1791 by Wolfgang Amadeus Mozart to a libretto by 
Emanuel Schikaneder. The work is in the form of a Singspiel, a popular form which included both singing 
and spoken dialogue. 

Cast of Characters 
Tamino, an Egyptian Prince       Tenor 
Papgeno, a birdcatcher       Baritone 
Sarastro, High Priest of Isis and Osiris     Bass 
The Queen of the Night       Soprano 
Pamina, her daughter        Soprano 
Monostatos, chief of the temple slaves     Tenor 
Papagena         Soprano 
Three ladies         Soprano/Mezzo-soprano 
Three genii of the temple       Soprano/Mezzo-soprano 
The Orator         Bass 
Two Priests         Tenor/Bass 
Two Men in armor        Tenor/Bass 
 

Egypt, around the reign of the Pharoah Ramses I 
 

Synopsis

Overview: Sarastro, the wise priest of Isis and Osiris, has taken Pamina to the temple for the purpose of 
releasing her from the influence of her mother, the Queen of the Night. The queen induces the young Prince 
Tamino to go in search of her daughter and free her from the power of Sarastro; Tamino accomplishes his 
end, but becomes the disciple of Sarastro, whose mildness and wisdom he has learned to admire. The prince 
and the princess are united. 

Act I 

Tamino, a handsome prince who is lost in a distant land, is pursued by a serpent. He faints from fatigue and 
three ladies, attendants of the queen, in black robes, appear and kill the serpent. They all fall in love with the 
prince and each plans to be alone with him. After arguing, they decide that it is best if they all leave 
together. 

Tamino recovers, and sees before him Papageno, arrayed entirely in the plumage of birds. He sings (Aria: 
"Der Vogelfänger bin ich ja") of his job as a birdcatcher and the fact that he is longing for a wife. Tamino 
approaches Papageno and asks who he is. Papageno jokes with Tamino but says that he brings the birds that 
he catches to the Queen of the Night's servants, who give him food and drink in return. Tamino thinks that 
Papageno has saved him from the serpent and Papageno claims that he has strangled the serpent with his 
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bare hands. At this moment, the three ladies appear and punish his lie by paying for his birds with a stone 
instead of food and water instead of wine, and placing a padlock over his mouth.  

They tell Tamino that they were responsible for saving him. He deeply appreciates them and they show to 
the prince a miniature of a young maiden, Pamina, with whom he falls instantly in love. (Aria: Dies Bildnis 
ist bezaubernd schön.) 

The Queen of the Night now appears, demanding that Tamino free her daughter, the original of the picture, 
from the hands of Sarastro, promising that he can marry Pamina in return. (Recitative and aria: "O zittre 
nicht, mein lieber Sohn") The ladies give Tamino a magic flute that can change men's hearts, remove the 
padlock from Papageno and present him with a chime of bells to protect him. Papageno accompanies 
Tamino, and they set forth, guided by three boys. They escape all danger by the use of the magic 
instruments. (Quintet: Hm hm hm hm) 

Change of scene:   A room in Sarastro's palace. 

Pamina is dragged in by Sarastro's servant Monostatos, a Moor, who is persecuting her (Trio: Du feines 
Täubchen, nun herein!). Papageno, sent ahead by Tamino to help find Pamina, arrives. Monostatos and 
Papageno are each terrified by the other's strange appearance and flee the stage. But Papageno soon returns 
and announces to Pamina that her mother has sent Tamino to her aid. Pamina rejoices to hear that Tamino is 
in love with her, and then offers sympathy and hope to Papageno, who longs for a Papagena to love. 
Together they sing an ode to love (Duet: "Bei Männern welche Liebe fühlen"), then depart. 

Change of scene: Grove and entrance to the temples. 

The three boys lead in the prince. As Tamino reaches the temple, he is denied entrance at the Gates of 
Nature and Reason, by invisible voices singing "Go back!". But when he tries the Gate of Wisdom, a priest 
appears and gradually convinces him of the noble character of Sarastro. After the priest leaves him, Tamino 
plays his magic flute in hopes of summoning Pamina and Papageno. The tones of his magical instrument 
summon first a group of magically tamed beasts, then the sound of Papageno's pipes. Ecstatic at the thought 
of meeting Pamina, Tamino hurries off. 

Papageno appears with Pamina, following the distant sound of Tamino's flute. The two are suddenly 
apprehended by Monostatos and his slaves. Papageno then works an enchantment on them with his magic 
bells, and they dance, blissfully and involuntarily, off the stage. 

Papageno now hears the approach of Sarastro and his large retinue. He is frightened and asks Pamina what 
they should say. She replies, "The truth! The truth! Even if it were a crime," and with her words a triumphal 
march begins (Chorus: "Es lebe Sarastro"); Sarastro and his followers enter. 

Sarastro conducts an impromptu judicial proceeding. Pamina falls at his feet and confesses that she was 
trying to escape because Monostatos had demanded her love. Sarastro receives her kindly and tells her that 
he will not force her inclinations, but cannot give her freedom. 

Monostatos then enters with Tamino captive. The two lovers see one another for the first time and instantly 
embrace. The chorus sings "What is this meaning of this?" and they are separated. Monostatos tries to point 
the finger of blame at Tamino. Sarastro, however, does not believe Monostatos' dastardly trick. He punishes 
Monostatos for his insolence and leads Tamino and Papageno into the temple of Ordeal. 
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Act II 

A grove of palms. 

The council of priests, headed by Sarastro, enters to the sound of a solemn march. They determine that 
Tamino shall possess Pamina if he succeeds in passing through the ordeal, as they do not wish to return her 
to her mother, who has already infected the people with superstition. Sarastro, echoed by his fellow priests, 
then sings a prayer to the gods Isis and Osiris, asking them to protect Tamino and Pamina and to take them 
into their heavenly dwelling place should they meet death in the course of their trials. ("O Isis und Osiris") 

Change of scene: The courtyard of the temple of Ordeal. 

Tamino and Papageno are led into the temple. Tamino is cautioned that this is his last chance to turn back, 
but he states that he will undergo every trial to win his Pamina. Papageno is asked if he will also concede to 
every trial, but he says that he doesn't really want wisdom or to struggle to get it. The priest tells Papageno 
that Sarastro may have a woman for him if he undergoes the trials, and that she is called Papagena. 
Papageno says that he wouldn't mind a look at her to be sure, but the priest says that he must keep silent. 
Papageno finally agrees. 

The first test is that Tamino and Papageno shall remain silent under the temptation of women. (Duet, 
Speaker and Priest) The three ladies appear, and tempt them to speak. (Quintet, Papageno, Tamino, Three 
Ladies) Tamino and Papageno remain firm, though Tamino must constantly tell Papageno, "Still!" 

Papageno confronts one of the priests and asks why he must undergo tests if Sarastro already has a woman 
that wants to be his wife. The priest says that it is the only way. 

Change of scene: A garden. Pamina asleep. 

Monostatos approaches and gazes upon Pamina with rapture. (Aria, Monostatos: "Alles fühlt der Liebe 
Freuden") When the Queen of the Night appears and gives Pamina a dagger with which to kill Sarastro 
(Aria, Queen of the Night: "Der Hölle Rache kocht in meinem Herzen"), Monostatos retires and listens. He 
tries to force Pamina's love by using the secret, but is prevented by Sarastro, who allays Pamina's alarm. 
(Aria, Sarastro: "In diesen heil'gen Hallen") 

Change of scene:  A hall in the temple of Ordeal. 

Tamino and Papageno must again suffer the test of silence. Papageno can no longer hold his tongue, but 
Tamino remains firm, even when Pamina speaks to him. Since Tamino refuses to answer, Pamina believes 
he loves her no longer. (Aria, Pamina: "Ach, ich fühl's, es ist verschwunden") 
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Change of scene :  The pyramids. 

(Chorus) Sarastro parts Pamina and Tamino. (Trio, Sarasto, Pamina, Tamino) Papageno also desires to have 
his little wife, and sings of this with his magic bells. (Aria, Papageno: "Ein Mädchen oder Weibchen") At 
the first ordeal, an old woman had appeared to him and declared herself his bride. She now again appears 
and changes herself into the young and pretty Papagena. However, the priests send her away with thunder 
and lightning. She vanishes, frightened, and Papageno is miserable. 

Change of scene:  An open country. 

The three boys see Pamina attempting to commit suicide because she believes Tamino to be faithless. They 
prevent her from doing so, and take her to see him. 

Change of scene:  Rocks with water and a cavern of fire. 

Two men in armor lead in Tamino, and in the musical form of a Baroque chorale prelude give him advice, 
then reassurance that Pamina lives. Sarastro appears and sends Pamina in. Pamina arrives and is overcome 
with joy to find Tamino, who is now allowed to speak to her. Both pass unscathed through the final ordeal 
of fire and water with the help of the magic flute, which Pamina tells him was carved by her father from an 
ancient oak tree. They emerge from their trials to the sound of an offstage chorus singing "Triumph!". 

Papageno wishes to take his own life because he can't stop thinking about Papagena, but at the last minute 
the Three Boys appear and remind him that he should use his magic bells. The bells when played indeed 
summon Papagena, and the happy couple is united, stuttering at first ("pa ... pa ... pa") in astonishment. 
(Duet: "Papageno! Papagena!"[7]) 

The traitorous Monostatos appears with the Queen of the Night and her ladies to destroy the temple ("Nur 
stille, stille"), but they are magically cast out into eternal night. 

The scene now changes to the entrance of the chief temple, where Sarastro bids the young lovers welcome 
and unites them. The final chorus sings the praises of Tamino and Pamina in enduring their trials and gives 
thanks to the gods. 

 
 
Tamino and Pamina undergo their final trial; watercolor by Max Slevogt (1868-1932) 
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Behind the Story… 
 

 
 

The original playbill for The Magic Flute when it premiered in Vienna on September 30, 1791, at the 
suburban Freihaus-Theater auf der Wieden.. Mozart conducted the orchestra, Schikaneder himself played 
Papageno, while the role of the Queen of the Night was sung by Mozart's sister-in-law Josepha Hofer. The 
opera garnered only a lukewarm reception at the time of its opening but slowly gained popularity, and 
celebrated its 100th performance in November 1792. Mozart did not have the pleasure of witnessing this 
milestone, as he had died on December 5, 1791, barely two months after the opera's premiere. 

The Magic Flute is noted for its prominent Masonic elements; both Schikaneder and Mozart were Masons 
and lodge brothers. The opera is also influenced by Enlightenment philosophy, and can be regarded as an 
allegory espousing enlightened absolutism. The Queen of the Night represents irrational-diabolic plotting, 
whereas her antagonist, Sarastro, symbolizes the reasonable sovereign who rules with paternalistic wisdom 
and enlightened insight.  What?  See following section on Masons. 

Mozart evidently wrote keeping in mind the skills of the singers intended for the premiere, which included 
both virtuosi and ordinary comic actors, asked to sing for the occasion. Thus, the vocal lines for Papageno 
and Monostatos are are often stated first in the strings so the singer can find his pitch, and are frequently 
doubled by instruments. In contrast, Mozart's sister-in-law Josepha Hofer, who premiered the role of the 
Queen of the Night, evidently needed no such help: this role is famous for its difficulty. In ensembles, 
Mozart skillfully combined voices of different ability levels. 
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The Masons                                                                                          

                              The Masonic Square and Compass. 
Freemasonry is a fraternal organization. Arising from obscure origins claimed to be anywhere from the 
mid-1600s to the time of the building of King Solomon's Temple, it now exists in various forms all over the 
world, and claims millions of members. All of these various forms share moral and metaphysical ideals, 
which include in most cases a constitutional declaration of belief in a Supreme Being.  

Freemasonry uses the metaphors of operative stonemasons' tools and implements, against the allegorical 
backdrop of the building of King Solomon's Temple, to convey what is most generally defined as "a system 
of morality veiled in allegory and illustrated by symbols."[2] 

Principles and activities:  Ritual, symbolism, and morality 

Masonic ritual makes use of the architectural symbolism of the tools of the medieval operative stonemason. 
Freemasons, as speculative masons (meaning philosophical building rather than actual building), use this 
symbolism to teach moral and ethical lessons of the principles of "Brotherly Love, Relief, and Truth" — or 
as related in France: "Liberty, Equality, Fraternity". 

Two of the principal symbols always found in a Lodge are the square and compasses. Some Lodges and 
rituals explain these symbols as lessons in conduct: for example, that Masons should "square their actions 
by the square of virtue" and to learn to "circumscribe their desires and keep their passions within due 
bounds toward all mankind". However, as Freemasonry is non-dogmatic, there is no general interpretation 
for these symbols (or any Masonic symbol) that is used by Freemasonry as a whole.  

These moral lessons are communicated in performance of ritual. A candidate progresses through degrees 
gaining knowledge and understanding of himself, his relationship with others and his relationship with the 
Supreme Being (as per his own interpretation). While the philosophical aspects of Freemasonry tend to be 
discussed in Lodges of Instruction or Research, and sometimes informal groups, Freemasons, and others, 
frequently publish studies that are available to the public. Any mason may speculate on the symbols and 
purpose of Freemasonry, and indeed all masons are required to some extent to speculate on masonic 
meaning as a condition of advancing through the degrees. It is well noted, however, that no one person 
"speaks" for the whole of Freemasonry. 

How does this apply to The Magic Flute?  

Mozart and Schikaneder show us duality:  the lightness and reason of one set of characters vs. the darkness 
and irrationality of others.  They do a lot of groupings in 3’s:  the three ladies, the three geniis, and other 
concepts that refer to the grouping of liberty, equality, and fraternity. 

 
 

 



 
 

 

Curricular  
 

 
 

Connections and Activities 
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The Five  C’s 
Using the Five C’s, have your students analyze the opera as drama: 

 
CHARACTERS: Are they interesting?  Believable? Are their actions, words, thoughts consistent? 
CONFLICT:  What conflicts are established?  How are they resolved? 
CLIMAX:  To what climax does the conflict lead? 
CONCLUSION:  How well does the conclusion work?  Is it consistent?  Satisfying?  Believable? 
CONTEXT:  What are the historical, physical, and emotional settings?  Sets and costumes? 

 
IN THE CLASSROOM 

 Give the students the synopsis in your own words, by making copies for them to read, or by having them re-
tell the story after they have read it to their classmates. 

 Ask comprehensive questions. 
 Present and discuss composer and librettists. 
 Listen to the preview CD.  Have students identify and recognize recurring themes. 
 Discuss the historical background, emphasizing the visual and performing arts and history-social science 

frameworks.  Discuss the results of certain events.  Whom did they affect?  How?  Why?  Did any changes 
occur as a result? 

 Review the glossary of terms. 
 Assign topics for written reports related to the opera.  Essays can be written on historical aspects, as well as 

ethical questions raised by plot or character. 
 Listen to excerpts from the opera.  Watch a video of the opera! 
 Have the students watch for references to themes in the opera in their everyday lives.  Radio, TV, magazines, 

and movies often refer back to classics. 
 

AFTER THE OPERA 
 Have the students write a review of what you saw. Was the production a good  

      representation of the five C’S? 
  Write the Education Department at the Opera with comments and suggestion for  

improving our programming.  We want to know how we can help you  better incorporate the arts into your 
curriculum. 

 Have the students create their own designs for sets, costumes, wigs, make-up, etc. 
 Have them listen to another opera, read the libretto and design the above for it.  Stress the importance of 

historical accuracy. 
 Have your students write a letter to one of the characters giving them advice for the future. 
 Any creations that your students come up with are most welcomed by the Education Department!  You may 

send your creations to: Education Director, San Francisco Opera, War Memorial Opera House, 301 Van Ness 
Avenue, San Francisco, CA 94102 

 
 

. 
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Character Creation 
Think about the characters and the role they play in the story.   
Choose one from the following: 
 
Papgeno 
The Queen of the Night 
Pamina 
Tamino 
Sarastro 
Papagena 
 
If you were going to play this character, you would have to discover, create, and imagine the 
background, personality, physical qualities of him or her.  Some clues are provided in the story and 
the music and some you need to make-up yourself. 
 
Pretend you are that character and answer the following questions: 
 

1. How old are you? 
 
 
 

2. Do you have brothers and sisters? 
 
 
 
 

3. What sort of home do you have (a house/castle/cave?) Describe it. 
 
 

 
 
 
 

4. What do you really want in the story? This is called your character’s objective. 
 
 
 
 

5. What obstacles stand in your way? 
 
 

 
 

6. What steps in the opera do you take to achieve this objective?  What are the results? 
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7. What obstacles are beyond your control (laws, social status, others’ actions)? 
 
 
 
 
 

8. What are your (character’s) greatest strengths? 
 
 
 
 
 

9.  Greatest weaknesses? 
 
 
 
 
10.  Can you think of a modern day character that has similar characteristics and traits? 
 
 
 
 
11.  If this character were alive today, how would he she be more or less successful in    
 the world? 
 
 
 
 
12.  What different steps would he or she take to achieve an objective? 
 
 
 
 

 
 
Get up and walk around the room.  How does your character walk?  It should be different than you.  How 
does this character sit?  
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New Endings 

Summary of Activity 
Follow up from The Magic Flute performance.  Students will be able to demonstrate understanding of plot, 
and use of imagination through writing, art and/or dramatic play. 
 
Time:  45 - 90 minutes/in multiple sessions 
Setting: classroom 
Materials: 
• Butcher paper 
• pencils 
• crayons 
Subjects:  art, drama and literacy  
 

Objective: 
Students will verbally, physically and visually re-interpret the ending of The Magic Flute. 

Procedures: 
 Drama/ Storytelling: 

 Making a Scene 
 Pick a scene out of the story (See Synopsis) 
 Choose one student to portray each character 
 Reread/ paraphrase the scene as the narrator. 
 Encourage the students to act out their part of the scene as it comes along. 

 
 Art and/or Writing: 

 Option 1: Ask the children what happens after the very end of the story?  How would they continue 
the story?  Would Pamina and Tamino stay with Sarastro and go off to live in the Temple? What 
else might happen? 
 Ask them to: 
• Tell their ending and/or 
• Write down their ending and/or 
• Make a picture for it and/or 
• Act out the ending  

 Option 2:  Ask the children how they would change the ending of the story- i.e. what do they think 
should happen to the Queen?  To Papageno? To Sarastro?  
 Ask them to: 
• Tell their ending and/or 
• Write down their ending and/or 
• Make a picture for it and/or 
• Act out the ending  

 
 
 



The Magic Flute was written in German, but is performed with English Subtitles! 

And here are some of the words from the Magic Flute in different languages!  

German 
English Spanish French Italian Chinese 

der Tag day  el día le jour il giorno  
das Glück luck, fortune la suerte la chance la fortuna  
das Hertz heart el corazón le coeur il cuore  
der Mann man, husband el hombre/         

el esposo 
le homme il sposo  

die Musik music la música la musique la musica  
die Nacht night la noche la nuit la notte  
lieben to love amar aimer amore  
das Lied song la canción la chanson la canzone  
die Frau woman, wife la mujer/           

la esposa, 
la femme/               
la épouse 

la donna  

die Weib wife la esposa,  
la mujer 

la épouse/               
la femme/               

la moglie  

Königin der Nacht Queen of the Night Le Reina de la 
Noche 

La reine de la 
nuit 

la regina della 
notte 

 

die Silberglökchen silver bells Campanillas de 
plata 

cloches orgentes Campane 
d’argente 

 

die Zauberflöte the magic flute la flauta 
encantada/ 
mágica 

la flute magique Flauto di 
magica 

 

 

 

 Options for language activities: 
 Post words and their translations in strips in your classroom.   
 Add words (starting with any of the languages) as the semester progresses. 

 Other Options for language activities: 
 Write a SHORT (three line) scene using just English or just Spanish  

 (or just Italian if you are fluent in Italian) 

Write the scene again using more than one language! 

. 
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Vocal and Rhythm Exercises  
Relaxation 

 Stand in a circle with your students. 
 Everyone scrunches up their face as though sucking on a lemon. 
 Let your face relax.  Shake it out, like a wet dog. 
 Scrunch up your shoulders as though they were hooked to your ears. 
 Let your shoulders relax.  Shake them out. 
 Tense up your arms and squeeze your hands into fists. 
 Let your arms and hands relax.  Shake them out. 
 Tense up your legs and crunch your toes. 
 Let your legs and toes relax.  Shake them out. 
 Scrunch your whole body into a ball. 
 Stand up and stretch TALL.  Shake out your whole body.  

 
Breathing  

 Take in the BIGGEST breath that you can 
 Let it out 
 Take in another HUGE breath and let it go a little at a time, counting out loud from 1 to 5 
 Repeat again, counting on one breath: 1 – 10;  1 – 20, 1 - 50! Or higher . . . 

 

SINGING! 
 Everyone yawn!  Feel how the back of your throat stretches wide open 
 Take a very deep breath, yawn, and sing “LAAAA!”   

 
 

 
Music Teachers:  Above is an excerpt from the Bell Chorus that is used to  
“enchant” Monostatos and the servants of Sarastro.  You may teach it to 
your students as preparation for the performance and/or as follow up. 
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Pamina and Tamino’s Journey 

Summary of Activity 
Follow up from the Magic Flute performance.  Through drawing and movement,   
students will be able to demonstrate the tempo, mood and style of a given piece. 
 
Time:  45 - 90 minutes/in multiple sessions 
Setting: classroom 
Materials: 
• Butcher paper 
• pencils 
• crayons 
Subjects:  literacy, music and visual arts 
 

Objective: 
Students will visually represent plot, characters and relationships in The Magic Flute, in 
the form of a large “map.” 

Procedures: 
• On a long (six foot+) piece of butcher paper, draw in a “path” winding along the 

sheet, from one end to the other. 
• Review the story of The Magic Flute with the students, emphasizing characters and 

place.   
• Hand out crayons and pencils. 
• Students may either draw in their favorite characters or events onto the map.  Try to 

help them place the events generally – at either beginning, middle or end of the sheet.  
Promote the use of the entire sheet of paper. 

• Help the students write the names of their characters onto the map next to each 
character’s picture.  Try using various languages to name the characters. (See the 
Multi- Lingual Chart on page 20. 

• Have the students sign their works and display it on the wall(s). 
Option: 
• Board game: 

♦ Create a life-sized Board game from either the map created in the previous 
exercise, or from the “Journey Game” on the next pages.  Use masking tape on 
the classroom floor to create a “map” or Game Board of events in the story. 

♦ Students in-role:  Students can use the “board” as their playing area in 
re-enacting scenes from The Magic Flute. 

♦ Give rewards for good teamwork. 
Further Options: 
• Create a basic “elements” diagram, showing the elements central to the story:    Fire, 

Water, Earth, Air.  Ask the students to draw their favorite element; mount them on the 
diagram. 

• Create another diagram showing the parts of the Cosmos: Sun, Moon, Stars etc. 
Carol Weinstein, for San Francisco 



 

Activity Extension 
 
 
Be a Composer! 
The Magic Flute   began life as a story (“Lulu and The Magic Flute”.)  Almost every 
stage piece (opera, musical, play) started as some other story.  This story is called the 
source material.  Choose a novel you have read or a good story and think about how you 
would go about adapting it into an opera or piece of musical theatre.  You would have to 
choose what parts of the drama would be highlighted with what sorts of music.  When 
would there be duets, or trios, or quartets?  Or big soaring arias?  How would you set 
your opening scene?  Would you have a big chorus to set up the place and time or would 
it begin in a more quiet way?  Write out an outline and try to structure the beginnings of 
an opera. 
 
 

 
 
 
 
Be a Designer! 
You have read that The Magic Flute   takes place back in Ancient Egypt, but it is a story 
that is timeless and has been adapted differently over the past 300 years.  If you were to 
set this story in modern day, what would the characters be like?  Which actors or singers 
would you cast in each role?  How is our culture different from 300 years ago in Vienna?  
Are laws and customs and styles different?  How would you capture this in the set, 
costume, prop, and lighting design of the production? 
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The Magic Quiz 
______________ 
 
Circle the best answer: 
 
1. What magical instrument helps Tamino through his journey?   

a. Flute   b. Pipe    
c. Timpani   d. Clarinet 

2. What instrument was not used in The Magic Flute?    
a. Cello   b. Timpani    
c. French Horn   d. Harp 

 Do you see some 
 of the characters from The 
Magic Flute?  Write their 
names on the lines next to 
them. 

3. What voice type is the Queen of the Night? 
a. Bass   b. Counter Tenor    
c. Soprano   d. Alto  

4. What is Mozart’s first name? 
   _____________          a. Amadeus   b. Wolfgang    
              c. Warthog   d. Thomas 

5. What saves Papageno and Pamina from Monostatos? 
a. Magic bells   b. Pamina    
c. The Queen   d. The Conductor 

6. Which instrument do you blow into? 
a. Viola   b. Snare Drum    
c. Bells   d. Trumpet 

7. Which instrument sounds very low?   
a. Bass   b. Oboe    

  c. Violin   d. Triangle                            ________________ 

8.  The______ is in charge of the musicians in an opera and can decide how fast or slow to go 
or how loud or soft to play. 

a. Diva   b. Conductor  
c. Mezzo-Soprano   d. Cello 

9. What should you do at the end of the opera if you really liked it?  
a. Yell out “Boo” as loud as you can   b. Call out Brava or Bravo 
c. Stay silent   d. Jump up and down on your seat 

10. In the end, Papageno and Tamino are ________? 
a. Beset    b. Victorious     
c. Forsaken   d. Vanquished 
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The Magic Quiz Key 
 

1. A 
2. D 
3. C 
4. B 
5. A 
6. D 
7. A 
8. B 
9. B 
10. B 

 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 



 
Journey Game 
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Courtesy Opera Funtime,a publication of Young Patronesses of the Opera. 

 
 



Coloring Page - Mozart 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 

Wolfgang Amadeus Mozart was born in Austria in 1756. 
He began writing music when he was five years old.     

He wrote The Magic Flute in 1790, when he was 34 years old. 
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Coloring Page - Tamino’s Search 
Suggestions: 1)  Color it;  2)  Search  game:  Children  work individually or in teams 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 
 
 
 
 

 
 
 

Courtesy Opera Funtime,a publication of Young Patronesses of the Opera. 

  41  



 
 
 

Audience Etiquette 
 

The following list of DO’s  and DO NOT’s  will help you (and those around you) enjoy 
the experience of  a night at the opera: 
 
♦ DO dress in whatever you are comfortable.  However foing to the opera can be an 
 opportunity to get dressed up and snazzy. 
 
♦ DO be on time!  Latecomers disturb everyone.  They will only be seated at 
 suitable breaks and often not until intermission. 
 
♦ DO find your seat with the help of your teacher or an usher. 
 
♦ DO not block your neighbors-- you are wearing a hat, take it off. 
 
♦ DO turn off cellphones, pagers, and all electronic devices (no texting, sorry!) 
 
♦ DO NOT take photos (even with your phone). 
 
♦ DO NOT chew gum, eat, drink, or talk.  Be aware that you are an active 
 participant in the theatre magic. 
 
♦ DO get settled and comfortable prior to the performance beginning. 
 
♦ DO clap as the lights dim and the conductor appears and bows to the audience. 
 
♦ DO have a great time!  Laugh when something is funny and applaud after an aria 
 or suitable pause in the action. 
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Opera Etiquette 
 

Needed: 
*Game Board (enlarged if desired) – page 35 
*Game Pieces (one for each player)  - page 34 (see below) 
One Die 
 
Instructions: 
-Roll to see who goes first (highest number starts.) 
-On each player’s turn they will roll the die and move the number of spaces.  Follow the 
instructions (if any) in the space that the player lands on.  If there are no instructions on 
the space, you do not do anything until your next turn. 
-Whichever player gets to the end first wins. 
 
Notes:   
-Start on the “Welcome” space and move up to the top, to the right and down.  The lower 

beam  is only for players who land on the detour space. 
-Feel free to make more or different game pieces. 
-If you do not have a die, you may use a numbered spinner, or numbered pieces of paper 
that will be pulled out of a cup. 
 
*supplied in teacher’s guide 
 
Game Pieces: 
 

-Cut out each “ticket” and color each one a different color 
-Fold in half and then fold feet out. 
-Tape if necessary. 
-Copy or glue these onto card stock or cardboard for sturdier pieces. 
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Let’s Play . . .  

  Opera Etiquette!  
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Eeewww, did I 

hear a burp?  

Go back 2 

INTERMISSION 
Take some 
time to stretch, 
talk, take a 
drink and use 
the restroom. 

Thank you for 
staying so quiet 
through the 
first act.  On 
your next turn, 
take this path. 
 

You went to 
the restroom 
before the start.   
Good Job, go 
ahead 2 spaces. 
 

Oh no, you’re 
making too 
much noise 
with your 
program.  Go 
back 2 spaces. 

Th
Ope
ever
brin

Oops, you waited too 
long to go to the 
restroom.  You’ll have 
to skip your next turn 
to make it on time. 

 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 

 
 
 
 
 

No Running! 

To help you 

slow down 

Welcome to the 
Opera! 
Thank you for arriving 
early.  Please find your 
seats and get comfortable. 

Cate Thomason-Redus, San Francisco Opera Guild, 2005
You have been

so nice to the 

ushers, go 
Hey, I forgot to 
tell you how 
good you look!  
Take another 
turn. 

anks for coming to the 
ra!!!  I hope you had fun.  Tell 
ybody about your experience and 
g them along next time. 

Wow, 

you’re a 

great

Hey!  You 
can’t leave yet.  
The singers 
haven’t bowed.    
Skip your next 
turn. 



Careers in Opera  
San Francisco Opera, just like many companies, operates like a well-oiled machine: no one 
department functions alone.  Instead, many departments have areas that overlap with one another 
and it is necessary for each department to do its share of the work in order for all the others to 
function.  In performing arts organizations, there is a delicate balance between artistic freedom 
and the business sense that must be maintained for the company to thrive.  If the company never 
takes any artistic risks, such as producing a premiere (doing a work for the first time), then the 
artistic community may not respect the company.  If the company takes too many risks, it is 
considered unwise from a business perspective.  The balance must be struck in order for the 
company to be a success.  The many people and departments within an opera company are all 
working for a common goal, and each part is equally important. 
 
San Francisco Opera is run by the General Director.  The General Director has the final word 
on the Company’s policies and decisions from artistic to business planning.  A General Director 
needs to travel to other companies in order to stay informed as to what is happening within the 
opera industry.  He or she needs to know which new singers are becoming popular, 
which sets and costumes are the most striking to rent, and which operas the audience 
might enjoy.  The General Director is the ambassador for the opera company, both 
within the community and abroad. 
 
At home in San Francisco, the General Director makes decisions about which operas 
should be part of the season schedule, called the season repertoire.  Many of these 
decisions are made along with the Music Director.  The Music Director in an opera 
company has the very important job of overseeing all musical aspects associated with 
the Opera.  The Music Director not only needs to make decisions about the season 
repertoire and stay informed about singers who are performing, but also oversees the 
orchestra and the chorus.  Sometimes the Music Director may act as the Conductor 
to an opera, one of the most important components of a performance.   
 
The Music Administrator functions as a researcher, historian and walking human encyc
for the company.  When we produce a new opera, he is responsible for bringing together
composer and librettist and managing workshops on the piece.  When we produce classic
he makes recommendations as to which version of the opera we should produce, and ove
orchestration and music library work.  He also creates the master schedule plan for the se
rehearsals and performances, manages the music staff (pianists, vocal coaches, prompter
language coaches, and assistant conductors), oversees backstage musical and sound effec
coordinates plans for special concerts, advises the Music Director on personnel matters, a
as Editor-in-Chief of “supertitles.” 
 
The chief Dramaturg of an opera company or festival advises the head creative team du
production and rehearsal.  Besides being Dramaturg for a portion of the new productions
season, they are in charge of the content and style of all the publications of the company,
program books to yearbooks. At San Francisco Opera, the Dramaturg is assisted by the 
Publications Coordinator.  The Dramaturg starts their work in the pre-production (prep
phase by researching all relevant background materials; these include publications about
historical, social, and cultural context of the times in which the piece was written, 
correspondence between the composer and the librettist, and so on. 
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The Publications Coordinator then gathers these materials and works with the Dramaturg to 
determine which will be used in the development of the stage production and which may be used 
in written publications (such as the program).  Dramaturgs may also do a musical analysis of the 
score to determine, for example, why certain musical phrases seem to characterize or contradict 
(subtextualize) the words or the situation of the libretto. In the rehearsal, the Dramaturg acts as 
an “editing eye,” providing valuable feedback and criticism of the day’s work; as the production 
evolves, he helps the director refer back to the “big picture” of the opera. A good Dramaturg 
enriches the creative process and helps the conductor, director and designer delve deeply into the 
work, “ask questions” of the piece and figure out potential connections that may be expressed in 
the final production. 
 
The Artistic Administrator works with the Music Director and the General Director in the 
hiring of singers. The Artistic Administrator deals with individual leading artists and their 
agents, making sure that they are available to sing with the Company and negotiating a salary 
and contract.  Contracts are very important in opera because once the contract has been signed, 
it legally binds a singer to perform with the Company.    
 
Equally important as all of the artistic decisions, are the business choices that a company makes. 
The Managing Director of a company is the person in charge of the business aspects.  San 
Francisco Opera, like most performing arts groups, is a non-profit company.  This means that 
the organization does not exist as a money-making business, but instead is a company that exists 
to present art, essentially functioning on a combination of ticket sales and fund-raising.  Grand 
Opera is very expensive to produce.  Because it is for the general public to enjoy, it is impossible 
to make enough money from ticket sales to cover the actual costs of producing it.  Each year, 
budgets are formed to decide the guidelines that determine where money will be spent, so that no 
department exceeds the amount of money that the company can afford to spend.   The Senior 
Director of Finance and Administration, along with the General Director and heads of the 
various departments, is responsible for making sure that budgets are formed and followed, and 
for keeping track of finances throughout the year, as well as generally overseeing 
the business end of the company.  
 
The Director of Development and the Director of Marketing work with the 
Managing Director to actively keep track of what money is raised.  The 
Director of Development heads the Development Department.  This 
department raises money through donations, private and government grants.  
Some people in the Development Department are in charge of applying for grants fo
company.  Other people are in charge of securing corporate sponsorships.  For-pro
companies donate a certain portion of their profits to non-profit organizations that ar
their communities or that interest them in some way.  There are also jobs in the Deve
Department that deal with individual gifts.  This means that an individual person or
a donation to the opera to support its programs. 
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Of course, the other source of income for an opera company comes from Box Office sales.  The 
War Memorial Opera House has 3,148 seats and averages more than 75 performances each year - 
which totals more than 236,100 seats that have to be sold every year! That’s a lot of seats!  The 
Marketing Department is the division that makes sure the seats are sold each year.  There are 
many different parts of marketing opera.  One is placing advertisements so that people know that 
the opera is around.  Any ads that you see in the newspaper, at bus stops, on television, or hear 
on the radio, the Marketing Department put there.  The Marketing Department works with an  
outside advertising agency to determine what type of ad will be most successful in reaching the 
Company’s target audience, and to determine the costs of specifically placing  
ads in newspapers or with radio or television stations.   
 
A department that works closely with Marketing is the Communications 
Department.  The Communications Department makes sure that everyone knows 
what is going on at the Opera.  One way to do this is by writing a press release.  A 
press release is a news article that explains an event that is happening with the 
company, such as the opening of a show.  Press releases usually contain lots of information about 
places, times, people and other details that people are interested in.  They are sent to the media: 
newspapers, magazines, radio and television stations.  The media then decide if it is something a 
specific audience will enjoy and may decide to print a story about the event in the newspaper or 
do a story on nightly news or radio.  This is called press coverage and is something that big 
companies always strive for, particularly in the performing arts where tickets need to be sold.  
Press coverage stirs up interest and often times makes people decide to go to the show! 

 
One of the other things that can make people decide they want to come to an opera is the 
 
 

 

 

information they get about it on the Internet. At San Francisco Opera, the Information 
Services Department handles the development and maintenance of our website 
(including the interactive portion of it, such as ticket sales and interactive 

educational games).  This department keeps the staff trained in the use of current 
technology and they keep us on good terms with our computers.  They also develop 
and maintain the other electronic structures that help us stay connected to each other 
and to the world outside the Opera House. They keep us connected.  
 

 

The educational pages on the website are developed and maintained in collaboration with the 
Education Director.  This person is responsible for ensuring that opera is part of the arts 
education in schools, community centers and other venues where people gather to learn.  The 
Education Director creates programs for students and other people in the community, and is 
responsible for helping teachers bring opera into their classrooms.  By being exposed to opera at 
a younger age, young people have more opportunity to learn about the art form and understand 
the music and history of opera.  By bringing the art of opera out to the community, people of all 
ages get a chance to experience the thrill of live opera, often for the first time.  
  
Another big part of San Francisco Opera that is not found at all opera companies is  
the San Francisco Opera Center.  The Opera Center is dedicated to providing training for 
young artists and each year auditions young singers to take part in their programs.  Once 
accepted, singers receive quality vocal training and are given exciting performance opportunities 
that nurture their careers. These opportunities start in the Merola Opera summer training  
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program.  The Merola Opera Program is an independent organization that trains young opera  
singers.  Once the singers have completed the Merola program, they may be considered for 
further training within the San Francisco Opera Center.  
 
Before operas may be sold or marketed, they must be created and staged.  Each opera has a 
Director who is hired by the opera company.  The Director is responsible for making decisions 
about what the themes will be and how the production will look, from the design of the set to the 
movement of the singers on stage.  In preparing the production, the Director works with the set, 
lighting, sound, costume, and prop designers, who function as a creative team.  Each designer 
then works with their own crew, a team of crafts people who actually build the show.   
 

 

The Set Designer is trained in the creative and technical process of designing 
backdrops, large props and general background pieces for the opera.  The Set Designer 
drafts plans and then a model of the set, which is given to the carpenters and scenic 
artists who build the full-sized set.   

 

 
The Lighting Designer works with the Director to create the lighting for the 
production.  Lighting is central to the mood of the opera; a scene set in bright white light has a 
different feeling than one set in softer blue lighting, which may denote evening or a romantic 
scene.   
 

 

The Costume Designer is responsible for working with the rest of the creative 
team to decide what the dress for the characters will be.  On a historically based 
production, the Costume Designers do background research into the time period 
to make sure that the dress is as appropriate as the sets are.  In the case of period 
operas, such as Don Giovanni, many Costume Designers have done research 
into the time period to see how the people of the time would have dressed, and to assure that the 
cast has costumes that their characters might actually have worn.  On productions with more 
abstract concepts, the Designer uses more of his or her own imagination to design costuming.  A 
team of sewing experts, or stitchers, then sets to actually measuring performers and assembling 
the costumes.   
 
The Props Master is responsible for finding, designing and/or constructing the props that will be 
used on stage.  This can include everything from clothing accessories like purses, to swords, to 
wall lamps, to giant puppets.  The Props Designer also works with a crew of craftspeople who 
take care of the properties after they have assembled them.  When any opera is in production, a 
huge amount of creative collaboration is required throughout the departments in order to arrive at 
the end result, the fully staged opera. 
 

Backstage there are sometimes hundreds of people working to make sure that the 
people on stage are under the right lighting and have the right props and backdrops.  
These are the Stage Crews; they are responsible for running the show- making sure 
everything happens in the right place, at the right time.   
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The Stage Manager is the conductor of movement on and off stage.  The Stage Manager really 
runs the show backstage, usually connected to several different areas on a headset.  She often 
relies on video monitors, as well as audio communication, to keep on top of what is happening at 
any moment during the production.  The Sound Crews maintain the audio and video equipment 
that keep the Stage Management team in the know.  The Stage Manager and his or her assistants 
are responsible for calling lighting and sound cues, being sure that artists are available for their 
entrances, and coordinating the chorus and supernumeraries, or extras, in crowd scenes that are 
often large and difficult to manage.  For that reason, in the very short rehearsal time they try to 
perfect large scenes so that the confusion backstage is minimal and the masses move at the right 
times.   
 
In opera, the Stage Manager must know how to read music and follow a score, the book 
containing the music and text for the opera.  This way, he or she can follow along with the 
Conductor and understand where the opera is going, in order to be prepared for the next scene at 
all times.  The Stage Manager’s score is usually filled with notes and markings so that they 
remember all the cues that fill the opera. The people on the other end of headsets attached to the 
stage manager can range from electricians, to sound specialists, to carpenters who have built the 
sets, to costume staff waiting to help the artists change in the wings (the area off-stage to the 
sides).  

  
The Wig and Make-up crews are always available between scenes to touch up the artists as they 
come off-stage.  They are often the ones responsible for the same artist playing a teenager in the 
first act, aging to an adult in the second and finishing as an old man in the final act!   
 

 

 

Behind the scenes, there is another team of people working to make every opera season happen.  
These people are our Volunteers, and they give their time to the opera without pay, simply 
because they feel passionately about opera and want to make sure it continues.  
Volunteers work almost daily with the San Francisco Opera Association, the San 
Francisco Opera Guild and with Merola Opera, working in widely varied 
positions, from decision-making positions on the Board of Directors to hands-on 
positions in office administration to monitoring during dress rehearsals.  
 
As you can see, there are a variety of different jobs at the opera -something for 
everyone - and we can never forget the most important people in making the 
opera happen - you!  The audience is responsible for buying tickets and enjoying the 
performance, as well as providing feedback about whether or not they liked the particular 
performance so that the company knows if it is pleasing the public or not.  Just like all the 
departments at the opera, the audience is very important because without you, there is no reason 
for all of it to happen! 
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Questions and Activities 
 
 
In general, jobs at the opera can be divided into two categories: specialists and generalists.  What 
skills are necessary for the specialists such as the set designers, lighting designers, costume 
designers, stage managers and departmental directors?  What skills are necessary for the 
generalists such as the development staff?  Where is there crossover in traditional “schooled” 
learning and on-the-job training? Which department do you think you would like to work with at 
the opera?   
 
Development 
What product or company do you think should sponsor The Magic Flute?  Write a proposal to 
the president of the company explaining why you think it would be beneficial for them to give 
funding to a production of The Magic Flute.  Remember to tell the president what benefits there 
are for her or his company! 
 
General Director 
If you were running a company, which aspect do you think would be more important to you, 
spending money on artistic expenses or maintaining a balanced budget?  Do you think one 
outweighs the other?  Write a statement of your philosophy as if you were the General Director 
and had been asked how you make your decisions. 
 
Information Services 
If you were to design a website for The Magic Flute, what would it look like?  Who would it 
reach?  Who would be the “audience”?   
 
Marketing 
Create an advertisement for The Magic Flute.  Decide whether you should put it on TV, radio, 
newspaper, a bus, etc.  Include whatever you feel is the biggest “selling point” of the opera-- 
what makes it exciting?  Why should people come to see it?  Write it as a presentation that you 
might make if you wanted San Francisco Opera to use your ad.  Then act it out! 
 
 
 
 

 
50  

 



 
 

The Opera Orchestra 
Used by permission of San Diego Opera and Elizabeth Otten 

 
 
The Opera Orchestra is an integral part of the opera, and is much like a symphony 
orchestra.  The orchestra is made up of four instrumental families, plus a group of 
miscellaneous instruments.  Within each family, one of the instruments corresponds to 
each of the four main voice categories.  The orchestra is led by the conductor, or maestro, 
who stands in the pit in front and below the stage. The conductor is fully responsible for 
the progress of the opera.  He or she must blend and balance the music at all times, keep 
proper tempo and regulate the dynamics1.  The conductor also cues each singer when 
they are to begin singing.  In some opera houses, video screens placed around the stage 
and auditorium transmit a live picture of the conductor in the pit.  This keeps the singers 
from having to look down into the pit all the time. 
 
While the orchestra may be used simply to accompany a singer or singers, it usually 
enhances the drama by being an independent and equal partner with the singers.  Though 
it is not visible to many of the audience members, it is an extremely important contributor 
to the impact of the production. 
 
Musical instruments have been around since prehistoric times, and there is hardly a 
civilization that did not have, at least, a drum or flute of some sort.  Music has been used 
to accompany performances as long as they have existed.  The first operas were usually 
accompanied by whatever instruments were available and parts were not specifically 
written for the orchestra.  Instead, the instruments doubled the voices, that is, they played 
the same melodies.  The composer Monteverdi is often given the honor of having created 
the beginning of the orchestra as we know it. The musicians of the time were given an 
indication of chords to be played, called a figured bass, and they improvised from that.  
By the time of Bach and Handel in the 18th century, there were still no prescribed parts 
for the keyboard instruments. In the late 18th century, at the time of Mozart, most 
orchestras used a variety of instruments, and parts were especially written for them.  
Many of the instruments in a modern orchestra started in opera orchestras2.
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Musical Families:  The instruments in an orchestra can be divided into families: 
 
The Strings 
The strings are usually played with a bow, although they are sometimes plucked.  Usually notes are made 
by drawing the bow across one or more strings and placing the fingers on the strings to create different 
notes.  The modern violin dates from the early sixteenth century, although instruments with strings go back 
into prehistory, and there were bowed fiddles by the end of the eighth century.  The number of strings has 
varied from as few as one to twenty or more;  modern orchestra string instruments have four.  Unlike some 
of the other instruments, the violin has remained relatively unchanged since the seventeenth century.  The 
modern strings come in four sizes: 
Violin  

 
 

The soprano of the strings, often divided into first and second 
violins which have different musical lines.  Usually the violins 
play the melody.  The first true violins were made about the 
time that Columbus came to the New World.  The chief 
violinist is called the Concertmaster.  The strings are made of 
catgut or steel and the bow is made with horsehair. 

Viola  

 
 

Larger than the violin but still held in the hand, the viola is the 
contralto of the strings.  It has a dark and somber quality. 

Cello  

 

(Violoncello)  In the tenor and baritone voice range, the cello 
is held between the knees and rests on the floor.  Although it 
was not standard in orchestras until the time of Beethoven, 
earlier composers sometimes used it. 

 

Double Bass            
                      

(Contra Bass)  The lowest of the strings, often used to add 
rhythm, the bass is played standing, with either a bow or the 
fingers. 



                      
 
 
The Woodwinds 
 
Flute  

 

The soprano of the woodwind family, it comes in various 
sizes, the smallest of which is the piccolo3.  Flutes are usually 
made of silver, although some are gold and early flutes are 
made of wood.  Flutes are among the most ancient 
instruments, having been found in prehistoric sites.  They were 
prominent in the music of the Native Americans, and 
Cleopatra’s father played the flute.  Flutes have been made 
from cane, wood, pottery, stone, metal, leather and bones.  
Most early flutes were blown from the end.  These are the 
ancestors of the recorder.  Transverse flutes are blown from 
the side. 
 

Oboe 
 

 
 

A double-reed instrument with a tender, plaintive sound, the 
oboe is often used to carry the melody.  Its ancestor, the 
shawm, was brought back to Europe from the Middle East by 
the medieval crusaders.  The oboe and its lower, close relative, 
the English Horn, are the contralto woodwinds.  The word 
oboe comes from the French hautbois or high wood.  Its 
ancestors date back about 2000 years.  The present form took 
shape at about the time of Bach in the mid 1700’s.  Since it is 
difficult to change the pitch of the oboe, it is usual for the rest 
of the orchestra to tune to it.  If you listen closely, you can 
hear this just before the conductor enters the pit. 
 

Clarinet  

 

A single-reed instrument with a tenor range.  Many composers 
thought it had a feminine sound, so it often accompanies the 
prima donna.  It was invented by J.C. Denner (1655-1707).  As 
musical instruments go, it is a fairly recent arrival. 
 
 
 

 
 
 
 
 
 
 
 
 
 
 

                                                 
3 The piccolo has a penetrating, shrill sound and is often used for special effects. 

  



The Brass 
 
French Horn 

 

Developed from the hunting horn, it has a very mellow, rich 
tone.  If unraveled, it would measure over 11 feet.  It 
originated about 1650.  There are two forms, natural and 
valved.  The valved is the most modern instrument.  Originally 
the pitch could not be varied so a separate horn was needed for 
every key change.  They varied in length from about eight to 
eighteen feet.  The replacement of the fixed mouthpiece with a 
socket into which tubing pieces of various lengths, called 
crooks, could be inserted, made possible changes of pitch 
using only one instrument.  The modern valve horn was 
invented about 1815. 
 

Trumpet  

 

The trumpet has a heroic and martial sound and is extremely 
ancient, its use being found among the Chinese, Egyptians, 
Greeks, Romans as well as earlier civilizations.  The Hebrews 
may have learned its use while they were captives in Egypt.  
The Bible tells of the sound of the trumpets causing the fall of 
the walls of Jericho.  Trumpets underwent the same evolution 
as the horns, from natural-to crook-to valve.  For centuries it 
was the badge of royalty and could only be used in its service.  
As late as Stuart England, the unauthorized possession of a 
trumpet was a serious offense. 
 

Trombone 

 

The trombone has a 9 foot slide to control its pitch.  There are 
also valve trombones, but most players prefer to rely on the 
slides.  Its name comes from the Italian word meaning big 
trumpet and that’s what it was at first.  Legend dates the slide 
trumpet to ancient Greece, but it probably originated in Italy in 
the 14th century.  Until the time of Mozart, who introduced it 
for opera, it was used mainly in church music.  Wagner was 
especially fond of the trombone, but Beethoven was the first to 
use it in a symphony orchestra.  The sound of the trombone is 
associated with Hell, as the harp is associated with Heaven and 
angels. 
 

Tuba

 

The tuba is a very deep bass used to produce “oomp pah pah” 
sounds and to give dark colored effects.  The name 
encompasses a large class of instruments, including special 
Wagner tubas used by him and the Sousaphones carried by 
marching bands. 

 
 

  



 
 
 
Percussion 
Instruments from a very large family, including such things as cymbals, tambourines, triangles, 
gongs, glockenspiels, and bells. 
 
Timpani 

 

(Kettle Drum)  They are generally made of copper and covered 
by animal skin which is struck with mallets to give various 
sounds.  The timpani can be tuned to various pitches.  Brought 
to Europe by the returning Crusaders, they are now used in 
dramatic moments to give a grand, triumphant effect. 
 
 
 
 
 

Bass drum 

 
 

The bass drum can give the loudest as well as one of the 
quietest sounds in the orchestra.  When a listener is close to 
one, the vibrations can be felt.  It is often used for the sound of 
a cannon. 

Snare drum 

 

The snare drum looks like a child’s drum and is lined, 
underneath, with snares made of either catgut or metal.  The 
snare marks rhythm and adds excitement.  It is played with 
either wooden sticks or brush mallets. 
 
 
 
 
 
 

  



Other Instruments 
Piano  

 

Frequently used for modern operas, and considered a 
percussion instrument.  It has 88 keys which are struck to 
cause the mallets inside the piano to strike wire cords of 
varying lengths and diameters. 
 

Harpsichord 

 

A precursor to the piano, its strings are plucked rather than 
struck.  It often accompanied recitatives of early operas. 
 
 

Harp 

 

An ancient instrument, the harp strings are of varying lengths 
and thickness to create different notes.  These strings are 
plucked by the harpist’s fingers. 
 
 
 
 
 

Celesta 

 

Looks like a tiny upright piano and has a bell-like tone. 
 
 

Saxophone  

 

Invented in 1840, it is not a usual orchestra instrument.  A 
metal woodwind with a single reed, the saxophone comes in 
varying sizes, from soprano to bass. 

Chimes 

 

Chimes are a set of metal tubes of varying lengths and 
diameters which are struck with wooden or rawhide hammers 
to imitate bells. 
 
 
 

  



 
 

 

 
 
 
 
 

 

San Francisco Opera Orchestra 
 
The San Francisco Opera Orchestra typically contains well over 60 performers.  Below is a listing 
of a typical complement of musicians.   
 
12 first violins 
9 second violins 
7 violas 
7 celli 
5 basses 
 
3 flutes (also double on piccolo) 
3 oboes (also double on English Horn) 
3 clarinets (also double on Bass Clarinet, and various saxophones) 
3 bassoons 
 
5 horns (2 of whom are co-principals, usually only 4 play at any one time) 
3 trumpets 
3 trombones 
1 tuba 
 
1 harp 
 
1 timpanist 
2 percussionists 
1 librarian 
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What am I? 
Look at the picture and name the instrument.  Then describe in your own words what the 
instrument sounds like or what it reminds you of.  In the third square, Which family does 
this instrument belong to?  (Addresses CA Standards:  Artistic Perception 1.5) 
 
           Name           Family 

 
Name:     
 

  

 
Name:     
 

  

  
Name:     

 

  

  
Name:     
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Description        Family 

  
Name:     

 

  

  
Name:     

 

  

  
Name:     

 

  

 
Name:   
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   Description                                 Family 
 

  
Name:     

 

  

  
Name:     

 

 
 
 
 
 
 
 
 
 
 
 
 

 

  
Name:     

 

 
 
 
 
 
 
 
 

 

  
Name:     
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Opera and the California State Frameworks 
 

Aesthetic perception:  Opera is a visual and aural experience.  The work of the designers, 
director and conductor all affect the way the work is perceived.  Students should be able to 
discuss the effectiveness of their contributions to the production.  
Creative expression:  Students can create their own opera (with music), telling the same stories 
in modern setting, or stories relating to their own experiences. 
Arts heritage:  Studying the lives of the composers and others should include the cultural climate 
of the time and how the individuals were related to it. 
Aesthetic value:  Opera is a form of aesthetic expression which includes all of the arts: visual, 
musical, dramatic, etc. Students should compare these facets of opera to contemporary 
counterparts.  How does art affect their lives? 
 

Goals for Music Education
Artistic Perception Component 
Goal 1:  Students listen to and analyze music critically, using vocabulary and language of music. 
Goal 2:  Students read and notate music. 
Creative Expression Component 
Goal 3:  Students sing or perform on instruments a varied repertoire of music. 
Goal 4:  Students improvise melodies, variations, and accompaniments. 
Goal 5:  Students compose and arrange music. 
Historical and Cultural Context Component 
Goal 6:  Students develop knowledge and skills necessary to understand and perform music from 
all parts of the world. 
Goal 7:  Students develop knowledge and understanding of the relationship of music to history 
and culture. 
Aesthetic Valuing Component 
Goal 8:  Students apply knowledge, skill, and understanding to make critical judgements about 
and determine the quality of music experiences and performances. 
 

Goals for Theatre Education 
Artistic Perception Component 
Goal 1:  Students observe the environment and respond, using movement and voice. 
Goal 2:  Students observe informal productions, theatrical productions, films and electronic 
media and respond to them, using the vocabulary and language of the theatre. 
Creative Expression Component 
Goal 3:  Students develop knowledge and skills in acting and directing through their own 
experience and imagination as well as through their research of literature and history. 
Goal 4:  Students explore the elements and technology of theatrical production through varied 
media. 
Goal 5:  Students write scripts based on experience, heritage, imagination, literature, and history. 
Historical and Cultural Context Component 
Goal 6:  Students research relationships between theatre, history, and culture. 
Goal 7:  Students investigate major themes and historical periods and styles of theatre in different 
cultures. 
Aesthetic Valuing Component 
Goal 8:  Students develop and use criteria for judging and evaluating informal production, formal 
productions, film and electronic media. 
 
Bruton, Sheila, (Ed.)., et al., (1996), Visual and performing Arts Framework for California Public Schools: 
Kindergarten through Grade Twelve.  California Department of Education, Sacramento, CA. 
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SAN FRANCISCO OPERA 

EDUCATION DEPARTMENT 
TEACHER EVALUATION FORM 

 
One of our most valuable tools for assessing the effectiveness of our education programs 
here at San Francisco Opera is to go to the source and get your input.  We would 
appreciate your taking a few minutes to think about these programs and let us know what 
you think.  Our goal is to continually strive to improve our programs and make it easier 
for you to bring opera into your classroom.  Thank you for your participation and your 
help! 
 
Date:___________________________________________________________________ 
 
Name:__________________________________________________________________ 
            
School:_________________________________________________________________ 
           
District:_________________________________________________________________ 
        
Phone:________________________________Fax:______________________________ 
       
Alternate Phone:_________________________Principal:_________________________ 
      
Email:__________________________________________________________________ 
            
Student Grade level:_______________________________________________________ 
          
Is this your first time participating in San Francisco Opera's Education programs? 
 
 
 If NO, how many years have you been a participant? 
 
 If YES, what made you begin to participate this year? 
 
 
 
In which program(s) did your students participate? 
 
 
 
Is this the first time the majority of your students have been exposed to opera? 
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How would you describe your students' initial attitude towards exposure to opera? 

  



   
1..........2..........3..........4...........5...........6...........7 

 negative/unwilling         neutral        positive/excited 
 
Have your students ever attended other performing arts productions or been exposed to 
artist-in-residence programs at your school? 
 
If yes, please list: 
 
 
 
 
On a scale of 1 to 7, 1 being not important at all and 7 being extremely important, how 
would you rate the priority of Arts Education in your school? 
   
  1..........2..........3..........4..........5..........6..........7 
 not important     extremely important 
 
 
 
What importance do you feel your school places on fieldtrips and outside programs? 
 
  1..........2..........3..........4..........5..........6..........7 
 not important     extremely important 
 
 
 
How would you rate the Student Dress Rehearsals as a program?  
 
  1..........2..........3..........4..........5..........6..........7 
  poor      excellent 
 
 
How would you rate this Teacher's Guide in terms of being helpful? 
 
  1..........2..........3..........4..........5..........6..........7 
 not helpful     extremely helpful 
 
 
Did you use the offered activities in the Teacher's Guide?  Were any particularly helpful? 
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Do you have additional comments/suggestions for the Teacher's Guide? 
 
 
 
 

  



 
 
How would you rate this Preview CD in terms of being helpful? 
 
  1..........2..........3..........4..........5..........6..........7 
 not helpful     extremely helpful 
 
 
 
Do you have additional comments/suggestions for the Student Dress Rehearsals? 
 
 
 
 
 
 
Other comments: 
 
 
 
 
 

Please mail this form to: 
 Caroline Altman, Education Director 

San Francisco Opera Guild 
301 Van Ness Ave., S.F., CA 94102 

 
 
 
 

 
 

  


