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Nuture the seed and it will bloom

“Mi si affaccia un pugnal,

L'elsa a me volta?”
“IS THIS A DAGGER WHICH I SEE BEFORE ME,

THE HANDLE TOWARD MY HAND?”
Kia ora,

Shakespeare’s MACBETH is one of the most famous plays of all time. A
supernatural thriller, a political drama, and a cautionary tale against an
unchecked lust for power, MACBETH has resonated with audiences across the
globe for over 400 years.
In 1847, renowned composer Giuseppe Verdi decided to set Shakespeare’s
story to music. The result was an opera that would become almost as famous
as Shakespeare’s play.
New Zealand Opera’s 2022 production of MACBETH reimagines Shakespeare’s
tragedy and Verdi’s opera for a new generation, finding new meaning in this
classic work.
This resource pack is designed to prepare students for New Zealand Opera’s
production of Verdi’s MACBETH, providing information on the opera, its music,
its history and on New Zealand Opera’s new staging of this classic work.
Ngā mihi nui,
New Zealand Opera
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What is Opera?
Opera is a type of theatre which combines drama, music, elements of
dance or movement with exciting costumes and innovative set design.
However, in opera, the actors are trained singers who sing their lines
instead of speaking them.
A librettist writes the libretto - the words that
are to be sung, like a script. Often, the plots of
the operas are taken from stories in books or
plays. A composer writes the music for the
singers and orchestra.
An orchestra accompanies the singers. A

conductor coordinates both the singers on
stage and the musicians.
An easy way to think of opera is as a story
told with music. In a lot of operas, the
people on stage sing all the way through.
Imagine having all your conversations by
singing them!
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OPERA

SINGERS
Ngā KAIWAIATA

PUORO WHAKAARI

It takes a lot of training to
become an opera singer. A lot
of aspiring opera singers will
take this route: Sing in choirs,
volunteer

for

solos,

take

singing lessons, study singing
and music at university, then
audition for parts in operas.

Opera singers hardly ever use a microphone, which means that they
train their voices to be heard by audiences even over the top of
orchestras. Singing opera can be very physical and tiring because of
the effort that goes into making this very special sound.
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Operatic Voices
Here are some of the types of voices we hear in opera:

SOPRANO
Female singer with a high voice

MEZZO-SOPRANO
Female singer with a mid-range voice

CONTRALTO
Female singer with a low voice

TENOR

Male singer with a high voice

BARITONE

Male singer with a mid-range voice

BASS
Male singer with a low voice
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Echalaz

Amanda

MACBETH

A GENERAL IN THE
SCOTTISH COURT

Kernot

LADY MACBETH
ANOTHER GENERAL

MACBETH’S WIFE
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SYNOPSIS TUHINGA

WHAKARĀPOPOTO

ACT I
Macbeth and Banquo, leaders of the Scottish army, meet a group of witches who predict
the future. They address Macbeth as Thane of Cawdor and King of Scotland, and tell
Banquo that he will be the father of kings. The two men try to learn more, but the witches
vanish. Messengers arrive with news that Duncan, the current king of Scotland, has made
Macbeth Thane of Cawdor. The first part of the witches’ prophesy has come true.
In Macbeth’s castle, Lady Macbeth reads a letter from her husband telling her of the events
that have just transpired. She resolves to follow her ambitions. A servant announces that
Duncan will soon arrive at the castle, and when Macbeth enters, she tells him that they
must kill the king. Duncan arrives. Macbeth has a vision of a dagger, then leaves to commit
the murder. On his return, he tells his wife how the act has frightened him, and she tells
him that he needs more courage. They both leave as Banquo enters with Macduff, a
nobleman, who discovers the murder. Macbeth and Lady Macbeth pretend to be horrified
and join the others in condemning the murder.
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ACT II
Macbeth has become king. Duncan’s son, Malcolm, is suspected of having killed his father
and has fled to England. Worried about the prophecy that Banquo’s children will rule,
Macbeth and his wife now plan to kill him and his son, Fleance, as well. As Macbeth
leaves to prepare the double murder, Lady Macbeth hopes that it will finally make the
throne secure. Outside the castle, assassins wait for Banquo, who appears with his son,
warning him of strange forebodings. Banquo is killed, but Fleance escapes. Lady Macbeth
welcomes the court to the banquet hall and sings a drinking song, while Macbeth receives
news that Banquo is dead and his son has escaped. About to take Banquo’s seat at the
table, Macbeth has a terrifying vision of the dead man accusing him. His wife is unable
to calm her unsettled husband, and the courtiers wonder about the king’s strange
behavior. Macduff vows to leave the country, which is now ruled by criminals.

ACT III
The witches gather again, and Macbeth visits them, demanding more prophecies.
Apparitions warn him to beware of Macduff and assure him that “no man of woman
born” can harm him, and that he will be invincible until Birnam Wood marches on his
castle. In another vision, he sees a procession of future kings, followed by Banquo.
Horrified, Macbeth collapses. The witches disappear and his wife finds him. They resolve
to kill Macduff and his family.

ACT IV
On the Scottish border, Macduff has joined the refugees. His wife and children have been
killed. Malcolm appears with British troops and leads them to invade Scotland. Lady
Macbeth is sleepwalking, haunted by the horrors of what she and her husband have done.
Macbeth awaits the arrival of his enemies and realizes that he will never live to a peaceful
old age. Messengers bring news that Lady Macbeth has died, and that Birnam Wood
appears to be moving. English soldiers appear, camouflaged with its branches. Macduff
confronts Macbeth and tells him that he was not born naturally but had a Caesarean
birth. He kills Macbeth and proclaims Malcolm king of Scotland.
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THE STORY IN PICTURES
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The Witches warn Macbeth to
beware of Macduff
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WILLIAM
SHAKESPEARE
Verdi’s Macbeth is based on a 1606 play by the
famous playwright William Shakespeare.
Shakespeare was born in Stratford-upon-Avon
on 23rd April 1564. His father (also called
William!) was a successful local businessman,
and his mother was the daughter of a
landowner. Relatively prosperous, his family
likely paid for William’s literary education.
In 1582, William, aged only eighteen, married an older woman named Anne Hathaway.
They had three children, Susanna, Hamnet and Juliet. Their only son Hamnet died aged just
eleven. After his marriage, information about the life of Shakespeare is sketchy, but it seems
he spent most of his time in London, writing and acting in his plays.
Due to some well-timed investments, Shakespeare was able to secure a firm financial
backing, leaving time for writing and acting. The best of these investments was buying
some real estate near Stratford in 1605, which soon doubled in value. It seems that
Shakespeare didn’t mind being absent from his family: he only returned home during the
period before Easter when all the theatres were closed.
Shakespeare was a prolific writer and his plays developed a good deal of interest and
controversy. His early plays were mainly comedies (like Much Ado about Nothing, A

Midsummer’s Night Dream) and histories (like Henry V). By the early seventeenth century,
Shakespeare had begun to write plays in the genre of tragedy. These plays, such as Hamlet,

Othello and, of course, Macbeth, often hinge on some fatal error or flaw in the lead
character and provide fascinating insights into the darker aspects of human nature.
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GIUSEPPE
VERDI
Giuseppe Verdi was an Italian composer who is
known for several operas, including La traviata,

Aida, and, of course, Macbeth.
Verdi was born on 9 or 10 October 1813, in a
village near Busseto, Italy, which was then a part
of the First French Empire and was initially given
a French name.
But Verdi was quintessentially Italian and he dedicated much of his life to the cause of
Italian nationalism. Indeed, the scene in Macbeth when the Scottish refugees return to
Scotland contains veiled references to the reunification of Italy which occurred during the
nineteenth century. Verdi went to Milan when he was twenty to continue his studies. He
took private composition lessons and attended operatic performances and concerts. A local
merchant, named Barezzi, invited Verdi to be his daughter Margherita's music teacher, and
the two soon fell deeply in love and married.
Margherita gave birth to two children, Virginia and Icilio. Both died in infancy while Verdi
was working on his first opera and, shortly afterwards, Margherita died aged only 26. Verdi
was devastated by their deaths. Verdi’s wife died while he was working on his second opera,

Un giorno di regno. The opera was a flop and the composer vowed to give up composing
forever. However, he was persuaded to write Nabucco and its premiere in March 1842
made Verdi a star. He wrote his Macbeth five years later.
In January 1901, while staying in Milan, Verdi suffered a stroke. He died a few days later.
Vast forces, including multiple orchestras and choirs from around Italy, performed at his
funeral in Milan. To date, it remains the largest public assembly of any event in the history
of Italy.
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FRANCESO
MARIA PIAVE
Italian librettist Francesco Maria Piave is best
known for his long-standing association with
Verdi, for whom he wrote a number of librettos
including Macbeth, Rigoletto, La traviata, Simon

Boccanegra and La forza del destino.
Piave was born in Murano, the son of a
glassmaker. He studied for the church and then
found employment as a proofreader.
He moved to Rome and joined the literary circle that included a number of other composers
and librettists. He returned to Venice in 1838 and in 1842 wrote his first libretto, Don Marzio
for Levi (which was never performed), and completed Giovanni Peruzzini’s libretto Il duca d’Alba
for Pacini.
His first worked with Verdi in 1844 on Ernani; over the next 18 years they collaborated on I due

Foscari, Macbeth, Il corsaro, Stiffelio, Rigoletto, La traviata, Simon Boccanegra, Aroldo and La
forza del destino in 1862. During this period, he also worked as a poet and as a stage director
for the opera house La Fenice. In 1859 he moved to Milan to work as stage director at La Scala.
A stroke in 1867 left him unable to speak or move; at his death he left an unfinished libretto
for Ponchielli.
Throughout his career Piave wrote librettos for several composers, but he achieved his greatest
successes with Verdi.
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MACBETH
TRIVIA
Verdi wrote Macbeth during a period of
incredible productivity: he wrote 22 operas
over the course of just 16 years.

Verdi’s operas were beloved in France, where
grand opera was all the rage. Verdi revised his

Macbeth for performance in Paris. However,
its performances there flopped.

Verdi’s Macbeth fell from popularity after
1870. However, in the 1960s, the opera
witnessed a resurgence. It is now one of the
most performed operas in the world.

Verdi revised Macbeth many times over his
lifetime. Renowned for his attention to detail,
Verdi often tinkered with his works after their
first performance.

Verdi scored his first paid music gig at the age
of eight years old, playing the organ in his
local church.
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MĀTAKITAKI
MAI!
“Veni t’affretta”
Lady Macbeth

“Che faceste”
The Witches

Zurich Opera
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THE CONCEPTARORO
Te

Netia Jones is one of the world’s most accomplished directors. What drew her to Verdi’s

Macbeth and how is she reinterpreting this classic for New Zealand Opera?

New Zealand Opera’s production of Verdi’s Macbeth has been extensively reimagined by
legendary British director, designer, and video artist Netia Jones.
Jones is internationally renowned for incorporating new forms of visual media into opera. In
particular, she is known for making extensive use of video projections in her stagings. Her
debut production with New Zealand Opera is no different, using lighting and video to add
a new dimension to Verdi’s music.
Jones describes Verdi’s adaptation of Shakespeare’s tragedy as “extraordinarily dramatic”.
“It’s extremely engrossing; it’s a daringly modern, experimental piece of opera-making” she
adds.
“Macbeth is always relevant,” Jones says, “but given where we are in the world right now, it
couldn’t be more of a hot topic.”
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Jones cites the worldwide resurgence of authoritarianism as the impetus behind her new
production: for her, the scariest aspect of Macbeth is not its supernatural elements (witches,
ghosts, etc.), but Macbeth’s unchecked lust for absolute power.
Her production downplays the opera’s original Scottish setting, instead focussing on the
“violent and very visceral nature of Shakespeare”. “I wanted to create a production that was
both timeless and modern,” Jones says of her design, “although you can’t pinpoint the
setting, it’s clearly somewhere inhospitable, quite brassy, and constantly on-edge.”
At the same time, there is a hint of “Italian glamour” in the costumes – a small homage to
the sheer Italianness of Verdi’s operatic language. “There’s something a little bit mafioso
about the whole design,” she quips.
The entire production takes place in one large, cold, empty room (Jones calls it the “vessel”)
onto which she can project a range of video effects. “It’s very important that the room feels
very overwhelming in terms of scale," she says, “it needs to be overbearing, to be
considerably taller than the people in it.”
Jones admits that the colour palette for this production is unashamedly dark (“there’s lots
of black and white”). However, she adds dashes of red as symbolic reminders of the
bloodiness of Verdi’s opera. She balances this out with touches of cyan – the striking blue
colour diametrically opposite red on the colour scale.
Jones compares the overall effect of these colour contrasts (black and white, red and blue)
to putting on a pair of 3D glasses: “it’s emphatic – very graphic.” The projections mix text
and images to animate this colour scheme, reflecting the power and energy of Verdi’s score.
The projections themselves lean into the supernatural and psychological aspects of Verdi’s
opera, blurring the lines between what is real and what is imagined by Macbeth and Lady
Macbeth. Jones’s projections literally cover every surface of the stage – the floor, the walls,
and a large translucent screen (known as a gauze) that is sometimes brought down in front
of the stage like a camera filter.
What does Jones like most about Verdi’s opera? “Unlike in Shakespeare’s Macbeth, in Verdi’s

Macbeth the lead is Lady Macbeth. She’s female – and not only that, she’s a terrifying
female.” She views this as an opportunity to reflect on the role of gender in opera, an artform
that has historically dealt in sexist or misogynistic tropes.
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Jones is interesting in rethinking the roles of Lady Macbeth and the Witches. She cites a
recent trend in feminism to “reclaim” the idea of the witch: “a witch is someone who does
not conform, who is opinionated, who is strong, and who is not, in the traditional way,
feminine,” she argues.
She sees something witchy in Lady Macbeth, too: “she’s not submissive, she’s not motherly,
she’s not wifely: she’s not merely some pretty maid.” In Jones’s production, the witches
become a nightmarish extension of Lady Macbeth: “they’re all dressed as versions of Lady
Macbeth,” she notes, “except they are always covered with blood.” Not only that, but the
Witches and Lady Macbeth share the same gestures, the same choreography, as if they are
one character.

Costume designs conceptualized by director Netia Jones
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“Double, Double, Toil
The Witches in
and Trouble” Verdi’s Macbeth

Shakespeare’s Macbeth contains one of the most iconic portrayals of witchcraft in the history
of literature. Modern portrayals of witches (like Harry Potter or Sabrina the Teenage Witch)
owe much of their visual and dramatic language to conventions established and popularized
through Shakespeare’s play. Shakespeare wrote his Macbeth in England during the reign of
the Scottish King James I (known as the Jacobean Era). King James harboured an irrational
fear of witchcraft and much of his reign was dedicated to “purging” his kingdom of these
supernatural beings.
During his rule, thousands upon thousands of
innocent women were burned at the stake for
practicing “witchcraft”. Many of these socalled “witches” were simply women who did
not

conform

to

the

society’s

narrow

conception of womanhood. For example, in
1616, nine women were executed in Leicester
after a young boy was struck by a series of
mysterious fits: the local authorities blamed
“witchcraft” until it was discovered that the
boy was faking his condition.

King James I conducting a witch trial

.
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The famous refrain of Shakespeare’s witches, “Double, double, toil and trouble,” reflects the
superstition that witches were an untamable malevolent force in Jacobean society,
indiscriminately causing “trouble” for innocent citizens.
Shakespeare’s play only contains three witches (also known as the “Weird Sisters”). However,
Verdi’s adaptation of the tragedy contains an entire chorus of witches, augmenting the
horror and spectacle of Macbeth’s supernatural encounter.
Verdi was a proponent of a particular
style of opera known as “grand
opera”. His operas are larger than life
– both physically and dramatically. In
“grand

opera”,

extreme

operatic

spectacle is used to enhance the
drama of the music and the libretto:
lavish sets, magnificent costumes,
giant chorus numbers, and striking
stage effects all contribute to a sense
of opulence and grandeur.

The original production of Verdi’s Macbeth

Increasing
the number of witches in Macbeth was Verdi’s way of adapting Shakespeare’s
.
tragedy to the conventions of “grand opera”. Verdi told his librettist, Francesco Maria Piave,
that the witches must “dominate the drama”: “everything in the opera derives from them,”
he wrote, “the witches’ choruses must be vulgar, yet bizarre and original”.
Indeed, Verdi’s opera opens with a chorus of witches, waiting in the forest the arrival of
Macbeth’s party. Here, Verdi uses a number of musical “tricks” to paint a terrifying portrait
of these malicious sorceresses.
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In a nod to Shakespeare’s original text, Verdi divides the chorus of sopranos who portray
the witches into three separate groups, each representing one of Shakespeare’s original
sisters. Sometimes these three groups sing together, but more often they respond to and
echo each other, as if having a conversation.
The scene opens with a series of strange scurrying figures in the violins over a tremolo
drone in the violas, cellos and timpani. The violins play short, repeated runs, attacking each
beat with two, emphatic demisemiquavers. These quick, spiking gestures were designed to
mimic the sharp, erratic movements of the witches onstage. Over the course of each phrase,
these scurrying figures move higher and higher in register, culminating in a terrifying,
crescendoing chord in the strings and woodwinds.
Indeed, Verdi told Piave that he wanted the chorus to sound “coarse and gossipy”: these
opening gestures reflect this desire, recalling pointed whispers or perhaps the grating of
fingernails on a chalkboard.

These violin figures outline a dissonant and chromatic harmony known as a diminishedseventh chord. Neither major nor minor, the diminished-seventh chord helps to represent
the otherworldly quality of the witches: just as the witches are an unnatural force that
intervene in the politics of the Scottish court, so Verdi’s diminished-seventh chords disrupt
or intrude upon the music’s sense of key.
When the witches finally start singing, they are accompanied by trills in the strings. It is as
if the entire orchestra trembles at the sound of their voices. The witches mostly sing on the
same note, as if they are chanting incantations. Indeed, the first lines of the opera describe
the terrifying ritual sacrifice of a wild boar as part of the witch’s spell.
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“Out Damned Spot,
The Madness of
Out I Say!” Lady Macbeth

In

Shakespeare’s

tragedy,

Lady

Macbeth is driven mad by the
horrible murder of King Duncan,
which she encouraged her husband
to commit and which plagues on
her conscience for much of the
play.
Madness was all the rage in the
theatre of Shakespeare’s time. A
number

of

Shakespeare’s

plays

feature characters who are driven
insane by the horrific events that
surround them: in Hamlet, Ophelia
is driven mad after her husband kills
her father; in King Lear, the titular
sovereign is driven insane by the
cruelty of his own daughters.
The sixteenth century witnessed a growing fascination with insanity in England. British
physicians, inspired by the “rediscovery” of Ancient Greek and Roman medical treatises
during the Renaissance, sought out new ways to treat mental illness.
This period saw a sudden proliferation of textbooks on the treatment of madness and,
notably, saw the radical expansion of London’s most notorious mental asylum, known as
“Bedlam”. Madness suddenly became a big business: England was gripped by a so-called
“trade in lunacy” as greedy physicians sought to market quack remedies for “madness” to
an increasingly paranoid public.

London’s
Bedlam
Asylum
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Just like Shakespeare before him, Verdi penned his Macbeth at a time when medical interest
in madness was resurgent. However, the revived interest in mental illness during the
nineteenth century had a decidedly gendered angle.
Nineteenth-century physicians were convinced that there was a special type of madness that
only affected women. They called this mental illness “hysteria”. Of course, “hysteria” is not
a real disease, but rather a myth concocted by nineteenth-century doctors with misogynistic
ideas about the physiology of women’s bodies.
Nineteenth-century psychologists believed that there were over 82 different symptoms that
could indicate the presence of this so-called “hysteria” – but only when they were exhibited
by women. Supposed “symptoms” ranged from headaches, to insomnia, and even
talkativeness.
As a result, the diagnosis of “hysteria”
could be applied to almost anyone and
was mostly used to control women who
rebelled against the sexist conditions of
their time. Thousands of women – most of
whom suffered no mental illness – were
institutionalized for “hysteria” by husbands
and

fathers

after

being

insubordinate or disobedient.

deemed

A doctor lecturing on “hysteria”
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As “hysteria” emerged as one of the most commonly diagnosed conditions in nineteenthcentury Europe, opera composers became increasingly interested in depicting female
madness onstage. The so-called “mad scene”, a long dramatic interlude that depicts
someone (usually a woman) descending into madness.
Through the mad scene, the misogynistic medical practices of the nineteenth century were
transformed into an enduring operatic convention. Indeed, one of the reasons that Verdi
was attracted to Shakespeare’s play was that it provided the opportunity to stage a mad
scene.
Lady Macbeth’s mad scene in Verdi’s opera contains a number of musical features that
became typical of the operatic mad scene more generally.
As Lady Macbeth sleepwalks onto stage, we hear the first violins obsessively repeating the
same staccato note, accompanied by a creeping, neurotic countermelody in the second
violins.

This restless, agitated pattern mimics Lady Macbeth’s frenzied, futile attempts to wash her
hands of King Duncan’s blood, which, in her hallucinating mind, has permanently stained
her skin.
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As Lady Macbeth’s aria begins, Verdi transforms this staccato pattern into an
accompaniment for her voice as she sings in her sleep. Verdi gives this accompaniment a
disarming chromatic tinge: the violas and cellos play slippery chromatic scales beneath the
repeated notes in the violins while the cor anglais (a type of oboe) plays a drawn-out
descending semitone (which sounds hauntingly like a quiet, aching moan).

These small chromatic gestures provide musical insights into the psychological pain that
Lady Macbeth is suffering: as these chromatic passages clash with the key of the aria, they
give the music a rather unsettling quality.
Operatic mad scenes are known for featuring difficult, highly virtuosic singing. Nineteenthcentury physicians believed that “hysteria” was caused by an excess of mental stimulation.
Opera composers represented this excess by pushing the human voice to new extremes as
their characters descended into madness. These highly virtuosic passages are known as
coloratura.
Lady Macbeth’s mad scene ends with a striking coloratura passage: the soprano climbs up
to the highest part of her range before making a long, winding descent down to her very
lowest notes. This short passage traverses the most extreme registers of Lady Macbeth’s
vocal range in order to give voice to emotional duress.

Netia Jones’s feminist reimagining of Macbeth for New Zealand Opera subverts the outdated
ideas around gender and mental illness in Verdi’s opera, emphasizing the strength and
intelligence of Lady Macbeth over her insanity. Jones reconstitutes Lady Macbeth’s madness
for a modern age, liberating it from the problematic tropes of the past.
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SHAKESPEARE IN OPERA
The nineteenth century witnessed a resurgence of interest in Shakespeare’s plays. A new
literary and artistic movement known as romanticism emerged during that period: art became
increasingly emotional and dramatic with big emotions and grand storylines. Shakespeare’s
works resonated with this trend and, as a result, many composers began turning Shakespeare’s
plays into operas. Verdi was particularly obsessed with Shakespeare, setting three of his plays
to music. Check out these iconic operatic Shakespeare adaptations:

FALSTAFF
Year: 1893
By: GIUSEPPE VERDI
Based on: THE MERRY WIVES OF WINDSOR

ROMÉO ET JULIETTE
Year: 1867
By: CHARLES GOUNOD
Based on: ROMEO AND JULIET

HAMLET
Year: 1868
By: AMBROISE THOMAS
Based on: well… Hamlet!
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ATTENDING AN OPERA
A GUIDE FOR FIRST-TIME OPERA-GOERS
Before you go: It is a good idea to do at least a little research about the opera that you are to
attend. Taking 10 minutes to review the plot or listening to excerpts from the piece, for example
on YouTube, will make sure you are familiar with what you are about to see and help you to better
enjoy all that is happening on-stage. Find out where the theatre is, where you collect your tickets
from, and aim to be there at least twenty minutes before the opera starts. Acts in an opera can be
quite long and it’s a good idea to use the bathroom before it starts.
What should I wear? There is no obligation to dress up or look fancy, although a trip to the opera
can be a good opportunity to look smart. If you are attending on an opera’s opening night, you
will notice that a lot of people are dressed up. But the most important thing is to feel comfortable.
What do I do during the performance? Enjoy the show and take it all in. Please turn off all
cellphones. Be aware that any filming, recording and photography is strictly prohibited. Be
considerate of all other opera-goers, so keeping quiet and not tapping or humming along is
appreciated!
How do I understand what is going on? Verdi’s Macbeth was written, and is performed, in Italian.
However, it is always advisable to familiarise yourself with the production before the performance,
for example by reading the synopsis, so that you’re sure not to miss anything that comes up.
However, there will be surtitle screens hung above the stage in the theatre which provide an English
translation to ensure you don’t.
Putting on an opera: No opera is staged without the assistance of those ‘behind the scenes’. Check
out the links below for more of an insight.
1. Virtual field trips to the opera including interviews and tour behind-the-scenes with LEARNZ
2. Behind the scenes at New Zealand Opera (article + video)
3. Stage Manager (Minnesota Opera)
4. Sweeney Todd rehearsals, New Zealand Opera, 2016

Nau mai, haere mai!
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SO…WHAT NEXT?
Hopefully this guide has made you interested in the world of opera or some aspect of it. If
so, there are plenty of things you can do to keep learning, even when you aren’t at school.
Here are some suggestions:
✓ Attend a live opera when you can.
✓ Find a Metropolitan Opera Live screening at a movie theatre.
✓ Watch an opera on YouTube, either a whole one or just the highlights.
✓ Read books about composers, conductors, opera singers or other topics we have
mentioned.

✓ Ask your parents or teachers for advice on where they think you could find more
information.
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OPERA GLOSSARY
ACT — a major section (like a chapter of a novel) of a dramatic production. Each act may
consist of a number of scenes. An opera has one or more acts.
ACCOMPANIMENT — the music that supports or plays a secondary role to the melody. The
accompaniment can be sung or played.
ARIA — a solo song.
COMPOSER – the musician who writes the music of the operatic piece.
CHORD — more than one note sounded at the same time (simultaneously).
ENSEMBLE — a group of musicians. In opera an ensemble can refer to any music written
for two or more voices.
HARMONY — any combination of notes that are sung or played simultaneously. Usually,
the word harmony refers to a pleasing combination of those sounds (but not always).
KEY — the presence of tonality.
LIBRETTO — the text of the opera.
LIBRETTIST — a writer who transforms prose into something suitable for a song setting.
This writer has the skills of a poet to structure the text into verses.
MAJOR/MINOR — the modality in harmony. These can be demonstrated by simple triads
or coloured by extra notes.
OPERA — A work for the stage that combines music with dramatic and theatrical elements.
An opera can be of any length, combined with instrumental forces of any size, and can be
based on stories of any type. An opera in the 16th century can be very different from those
created in the 20th century.
TEXTURE — the layers of sound. Different combination of pitches and of instruments can
create interesting sound that can be described as heavy or light, thick or thin.
THEME — a melody belonging to a passage of music or assigned to a dramatic character.
TIMBRE — the character or quality of a musical sound or voice.
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E mihi ana a New Zealand Opera ki ngā rōpū e whai ake nei i tā rātou
tautoko me tā ratou manaaki mai

New Zealand Opera would like to thank the following organisations for
their generosity and support:
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