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The Marriage of Figaro



Visiting Center 
City doesn’t have 
to be a tough trip.   

Blumenthal Performing 
Arts Center
130 N. Tryon St
Charlotte, NC 28202

Ride. Hop on the Lynx 
Lightrail.  Check out 
the options here.

Drive. Directions from 
door to door here.

Park.Participating 
garages are just $5.  
Find details here. 

Attending an opera in the 
Belk Theater is an experi-
ence not to be forgotten. The 
performance you are attending is 
the final dress rehearsal in which 
the cast performs one last full 
run through of the opera before 
opening night. Just like a regular 
performance, there will be an 
intermission(s) between acts. 

Upon entering the the-
ater, notice the production 
crew’s station in the orchestra 
level seating (the lowest 
level of seating). The crew is set 
up with computers and head-
sets to allow them to commu-
nicate with people backstage 
to ensure that the performance 
runs smoothly. During this final 
rehearsal they will be making 
sure all cues and technical fea-
tures of the performance are in 
place. Also notice the supertitles      
(English translations of the lyrics 

being sung) that are projected 
onto a screen above the stage. 

Please remember that this 
is a working performance 
and the performers on 
stage are very aware of their 
audience, especially a distracting 
audience. The polite au-
dience member should 
always refrain from talking and 
stay seated during a perfor-
mance. Nothing shows more 
respect and appreciation for the 
performers on stage than 
giving them your full attention.

Give a shout out to the cast af-
ter a beautiful aria or at the end 
of the evening – literally!  Shout 
“Bravi!” for a job well done to the 
whole cast, “Brava!” to the diva 
who aced it, or “Bravo!” to the 
guy who left it all on the stage.  
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Slide presentations available by clicking on the 
Green text above  and also in the activity section.
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Then, now, & years from now
Let’s take a journey back to 1948: 
the Charlotte Music Club is formed 
by a handful of arts enthusiasts who 
realize that Charlotte’s artistic 
landscape –but more importantly, 
cultural community– would be en-
hanced by opera performances.  Fast 
forward to today: Opera Carolina is 
a 70 year-old company that’s still 
blossoming, hitting new highs with 
each season of glorious music, drama, 
and all that encompasses the operat-
ic art form.  Your resident Opera con-
tinues to bring high-quality standards 
of the operatic repertoire to stages 
near you, but is also continually striv-
ing to perform lesser-known gems.  

What does our future hold?  A rich 
commitment to our community –
which we take seriously– to continue 
enriching the lives of citizens from all 
walks of life; a continual quest to produce 
excellent opera from all eras on 
our stage; and, most important-
ly, to connect our community. 

The people 
In the early days of Opera Carolina, 
volunteers designed the sets, built cos-
tumes, sang in the chorus, filled leading 
roles and, of course, sold tickets and held 
fundraisers to support the company.

Now a fully professional company 
that not only produces Opera per-
formances on a big scale but also 
travels programs into local schools and 
community venues, we never forget 
the legacy of the original volunteers 
who made this company the what it is 

today.  Opera Carolina is rooted in the 
Carolinas; 90% of our company live and 
work right here in our region, comple-
menting the international artists who 
join the resident company to perform 
on our mainstage.  We guess you can 
say we’ve got Carolina on our mind.  

The House
If the paragraphs before didn’t sell you 
on our commitment to our communi-
ty, maybe information on the Opera 
Center will. Opera Carolina now resides 
in the historic Biberstein house, in the 
Elizabeth neighborhood.  The last 
remaining historic home in the 
Uptown radius, Opera Caroli-
na’s digs are as much a part of 
the community as is the company.  

Built in 1906, the Biberstein House 
was designed and lived in by R. C. 
Biberstein, one of the noted mill 
architects of the Southeast.  Mr. 
Biberstein is credited with build-
ing many of the mills in the Charlotte 
region, including the Highland Park #3 
mill.  Mr. Biberstein eventually moved 
his business into this house, his talents 
and self-designed home playing a role 
in the New South Industrial movement.  
Today, the home is registered as a Char-
lotte-Mecklenburg Historic Landmark.

The house has since been adapt-
ed into offices and is now the 
proud home of Opera Carolina.  The 
Opera Center hosts the company’s 
administrative offices but also serves 
as space for auditions, recitals, and 
more.  Our doors are always open. 

Opera Carolina
 invested in our coMMunity and its life



January 27, 1756 in the city of Salzburg, 
Austria, Mozart was born.  His father, Leo-
pold, was a moderately successful musi-
cian and his sister, Maria Anna, was also 
a musician.  Mozart didn’t waste any 
time: he began composing at age six and 
wrote his first opera at twelve, was a key-
board and violin virtuoso, and had an un-
canny knack for improvisation. He toured 
Europe and then settled into position at 
the court of the Archbishop of Salzburg.  

In 1779 his mother died and it impacted 
his work. In 1781, his early opera seria, Ido-
meneo, was a success and Mozart finally 
left Salzburg for Vienna, where he would 
spend the rest of his life.  Just a year lat-
er Mozart married.  His operas enjoyed a 

modest success, but lived a life that was 
not financially sound.  He began to over-
work himself, which no doubt affected his 
already failing health.  He died in Vien-
na on December 5, 1791, at the age of 35. 

Over four hundred of Mozart’s works 
survive, in almost every form and style.  
His catalogue includes 41 symphonies, 27 
piano concerti, 25 string quartets, 17 op-
eras, and many, many other instrumen-
tal and vocal works.  The most famous 
of his operas are The Marriage of Figa-
ro (1786), Don Giovanni (1787), Così fan 
tutte (1790), and The Magic Flute (1791). 

Wolfgang Amadeus Mozart (1756-1791) 

  Music Master

The Marriage of 
Figaro is one 

Mozart’s most 
famous works and 

the sequel to 
Rossini’s The 

Barber of Seville

17
operas written



Pre-Performance
INTRODUCING THE OPERA
Teacher Preparation:
 • Slide presentation available here
 • Cue up songs for listening activity
 • Print student copy of Synopsis (optional) 
 • Print “Who’s Who in The Marriage of Figaro” handout (optional) pg. 17

Give students approximately 2 minutes to discuss each of 
the following questions with a partner (teachers may wish to 
make this an individual writing activity instead of a partner 
discussion): 

 1. Tell about a time you witnessed or experienced a confusing 
     romantic mix-up (he said/she said, rumors about crushes and 
     people hitting on other people’s girlfriends/boyfriends, etc.).

 2. What are some examples of television shows, youtube videos, 
     or other forms of media that use humor to make fun of something  
             serious? What kinds of topics does it deal with? 

 3. Can comedy be an effective way to accomplish political or social  
     change? Why or why not?

After partners have discussed, ask 3 or 4 students to share their 
answers with the whole group. 

Introductory Discussion 
(10 minutes) 

https://docs.google.com/presentation/d/1FpFz9AVftUgzPPkgnkK0MqObVpDsybqbkqkf81PKiMY/edit?usp=sharing


Pre-Performance
THINGS TO KNOW  
(15 minutes)

Share the following with the whole group 
before reading the synopsis:

Using humor and irony to criticize and draw 
attention to issues in society is known as 
satire. Satire has been used throughout history 
and across cultures, to expose social inequali-
ties and injustices, all while getting a laugh.

A satirical statement on the use of social media today. 

The opera, The Marriage of Figaro, is based on 
a play by the same name, which was written by 
Beaumarchais in 1778. Initially banned in France 
and most of Europe for its revolutionary spir-
it, the play finally premiered in 1784, after ed-
iting to make it more acceptable to the royal-
ty and political censors. The opera adaptation 
premiered in 1786. The play and the opera both 
poke fun at the absurdity of the aristocracy. 

THINGS TO KNOW ABOUT THE 
SETTING

Pierre-Augustin Caron de 
Beaumarchais       1732-1799

“So much of the real Beau-
marchais became the 
immortal Figaro…Beaumar-
chais in real life was Figaro, 
the real hero of the story, 
a master of sabotage and 
intrigue, and an inventive 
‘man for all seasons’ whose 
enterprising cleverness ele-
vates him above the rest of 
society.” – Burton Fisher, A 
History of Opera: Milestones 
and Metamorphoses

Pierre Beaumarchais 
wrote the French play, The 
Marriage of Figaro, which 
inspired Mozart’s opera of 
the same name. He was 
a man of many talents: in 
addition to being a famous 
playwright, he was also 
a watchmaker, inventor, 
diplomat, and an arms deal-
er, to name a few! His sa-
tirical comedies helped to 
set the French Revolution 
in motion, and he support-
ed the American Revolution 
by working as spy. His clev-
er personality and ability to 
confuse his enemies live on in 
his famous character, Figaro.

THE REAL FIGARO

https://www.britannica.com/topic/aristocracy


Distribute synopsis and “Who’s Who in Marriage of Figaro” print outs to students (optional). 
Depending on the needs of the class, teachers may wish to allow students to read the synopsis 
and fill out the “Who’s Who” chart individually or to do it together as a whole group. 

Note: The listening pieces have been integrated into the synopsis to allow students to listen to 
the pieces in context of what is happening in the opera. 

Pre-Performance
SYNOPSIS

THE STORY IN SHORT

Overture

In a single day of madness and confusion in the palace of Count Almaviva,  ser-
vants Figaro and Susanna work together to outwit the newly-married Count, whose 
wandering eye has landed on Susanna.  

One of the most famous over-
tures in all of opera, this piece 
sets the mood for the ensuing 
craziness to come. It is also 
widely used in pop culture. This 
video shows a visual represen-
tation of all the instrumental 
parts.  

Pop-Culture Reference 

Activate with the Arts: Act it Out! 

Use “The Marriage of Figaro in Two 
Minutes” handout to help students 
summarize the main points of the opera 
and silently act them out in small groups. 
This activity may be used to supplement 
reading the synopsis or in place of reading it 
as a whole group. Builds summarizing skills. 

About Activate with the Arts

These act iv i t ies  enhance 
student engagement and 
learning through arts-based 
skills. Activate with the Arts 
activities are not additions 
to the lessons, but alternate 
strategies for teaching the lessons. 

In the 1971 movie, Willy Wonka and The Chocolate Factory, the first few notes 
from the Figaro overture unlock the doors to a room full of chocolate, though 
in the movie, Mrs. Teevee incorrectly (but confidently) proclaims that Rach-
maninoff composed this piece.

https://www.youtube.com/watch?v=kYPDGUZyQ4Y


Pre-Performance
SYNOPSIS (continued)

This is an aria, or opera 
song, for a baritone, which 
is the lowest male voice. 
In this piece, Figaro teas-
es Cherubino - who loves 
to fall in love with every 
woman he sees -  about 
his less-than-love-filled 
future in the military. 

A country estate outside Seville in the late 18th century.

Figaro and Susanna’s wedding is supposed to take place that evening. As a gift, 
Count Almaviva, their employer, has given them a new bedroom, which is conve-
niently located between the Countess’ and the Count’s rooms so the servants can 
better attend their respective masters.  Susanna tells Figaro her worries about the 
new living arrangements: “While you are off on errands for the Count, he could slip 
into our room some evening – he has designs on me,” she explains. Figaro sets off to 
disrupt the Count’s plan. 

Cherubino, a young man who falls in love with every girl he meets, rushes in to tell 
Susanna that the Count has caught him misbehaving with the gardener’s daughter. 
As he’s telling her the story, they hear the Count approaching and Cherubino hides 
behind the armchair. The Count enters, intending to put the moves on Susanna, but 
as he is about to approach her he hears someone else coming in. The Count, who 
does not want to be discovered hitting on Susanna, hides behind the armchair too. 

Just in time, Cherubino quickly slips under the sheet that is covering the chair. Don 
Basilio, the Count’s music teacher, comes in to suggest that Cherubino has been 
flirting with Susanna – and that Cherubino even has a crush on the Count’s wife. This 
sends the Count into a jealous rage. At that moment, he discovers Cherubino hiding 
under the armchair cover. To get rid of him, he sends him off to the army – a turn of 
events Figaro delights in. 

Non più andrai 

ACT I 

https://www.britannica.com/place/Sevilla-Spain
https://www.youtube.com/watch?v=yz8n2tVyGwc


We are now reintroduced to Countess Rosina Almaviva, the Count’s wife. The once 
youthful girl who fell in love with the Count is now lonely and sad because her hus-
band ignores her and cheats on her. Susanna with Cherubino enter to ask the Count-
ess to help keep Cherubino out of the army. 

Voi che sapete 

This is an aria, or opera song, for a mezzo-soprano. 
Mezzo-soprano is literally translated as “half-so-
prano,” and means a female voice that is between 
the soprano and alto (lowest female) voices. In this 
piece, which is one of opera’s most famous, Cheru-
bino sings of his feelings of love; he is young and in 
love with every woman he meets. Cherubino is tra-
ditionally a pants role, which means that a woman 
plays the part of a young man. 

The women decide to disguise him as a maid. When they hear the Count returning, 
Cherubino hides in the Countess’ closet. The Count, who now suspects his wife is 
cheating, promises to catch her lover, even though she swears she isn’t cheating. He 
leaves the room to get tools to break down the closet door, but Susanna lets Cheru-
bino out – he escapes out the window into the garden; but he drops his army 
commission letter in the process.  

When the Count returns, closet door is opened to reveal Susanna. But the Count 
finds Cherubino’s army commission letter just as Figaro enters. Figaro covers for 
Cherubino, and tells the Count that the letter wasn’t properly certified and that he 
was taking care of it for him. Just then, the gardener enters to complain that some-
one jumped out of the Countess’ window, right into his flowers.

Pre-Performance
SYNOPSIS (continued)

The Count is trying to to make sense the day’s events when Susanna 
enters and agrees to meet him in the garden that evening – after her wed-
ding. She and the Countess have agreed to play one more trick on the Count 
to bring him to his senses. They write a letter, inviting the Count to the garden. 

ACT II

ACT III

https://www.youtube.com/watch?v=tgfAWJbjvGg


ACT IV

That evening in the garden, Susanna and the Countess exchange hooded robes to 
fool the Count. The Count tries to woo “Susanna,” who is actually his wife in disguise. 
Figaro, who knows nothing of the ladies’ plans, overhears the Count making advanc-
es to a woman he believes to be Susanna. However, when Susanna (dressed as the 
Countess) approaches him, he recognizes her immediately, but plays along to make 
the Count jealous. When the Count overhears Figaro hitting on the woman he thinks 
is his wife, he flies into another jealous rage. 

He has fallen into the ladies’ trap. The Countess reveals her true identity, and the 
Count realizes he has been a fool. In one of the most moving moments in all of opera, 
the Count begs his wife to forgive him. 

The marriage of Susannah and Figaro takes place at last. The letter inviting the 
Count to meet Susanna in the garden has been delivered and the trap is set.

Pop-Culture Reference

Andy Dufresne plays this song over a loud-
speaker for the entire prison in an act of defiance. 
See the scene from Shawshank Redemption.  

Canzonetta Sull'aria 

This is a duet, or opera song for two sing-
ers, for two sopranos, or highest female 
voice.  In this piece, the Countess dictates 
a love letter for Susanna to give to the 
Count, which asks him to meet Susanna 
later that night – where the Countess and 
Susanna’s plan to trap the Count will ensue. 

Pre-Performance
SYNOPSIS (continued)

https://www.youtube.com/watch?v=dnWz8KqOnJg
https://www.youtube.com/watch?v=5Hfe_1Fny-Q


Performance Day
ABOUT THE OPERA & EXPECTATIONS 

ABOUT THE OPERA EXPECTATIONS

Relay the following information to the 
students: 
• Opera is a drama (play), that is sung! 
• Opera uses many different art forms to tell 
   stories.

What to listen for/look for in The 
Marriage of Figaro

Discuss the following question as a whole 
group: 

  How could each of these art forms help to 
  tell the story in an opera?

Music 
Lyrics

Dialo gue
Costumes

Sets 

Remind students to look out for each of the 
above elements in the performance.

Review the following terms from the previous 
lesson: aria, baritone, tenor, soprano, mezzo 
soprano, pants role, aristocracy 

Remember to read up on Mozart on pg. 4

Performance Expectations 
Discussion

Discuss the following question as a 
whole group: 

What does being a respectful and 
engaged audience member look 
like? 

Note: This is a comic opera, so some 
laughter is appropriate! 

Class & Stage Movement 

Relay to students that the way 
a character moves can indicate 
their class or station in society. For 
example, nobility or aristocracy will 
move more nobly and bows to anyone 
of a lower class may appear slight. 

Discuss what the opposite may look 
like. 

What might be other indicators of 
class on the stage?

(Hint: consider the some of the words list-
ed in script on the left.)

(20 minutes) 
 • Slide presentation available here

https://docs.google.com/presentation/d/1zMkez-iVt9ThhyiRN-J0nssKHt422xz7LP3qmN0gJ5Y/edit?usp=sharing


Post-Performance
EXTENDING THE OPERA
(30+ minutes)
 • Slide presentation available here
The following exercises are designed to enrich student academic learning by further 
exploring and analyzing their experience at the opera. 

The following questions may be used as follow-up writing assignments for the 
opera. 

1. Describe your experience at the opera. What were the most memorable things  
   about The Marriage of Figaro? Include any thoughts or opinions you have about 
   the performance.

2. Discuss satire in the opera. What sarcasm, irony or humor did you sense being 
   directed at the aristocracy? Explain your reasoning for your opinion using 
   specific examples from the opera.

3. Choose a modern satire or comedic piece (television show, movie, song, book, 
    etc.) Compare the way satire is used to make a political point in The Marriage 
    of Figaro and in your chosen piece. Use specific examples from both the opera 
    and the modern piece to support your comparisons.

WRITING REFLECTION

https://docs.google.com/presentation/d/131diNFUh5ZJDMIXbuAfiQY-q7NYdDP4ShRI94LS2XV4/edit?usp=sharing


Post-Performance

PROJECT: HISTORY/LITERARY INQUIRY

EXTENDING THE OPERA (CONTINUED)

In this project, students will use documents about pre-Revolution France and their obser-
vations of the opera to discuss the following question:
 

Was the opera, The Marriage of Figaro, an effective political 
statement? Use the following documents to support your opinion.

DOCUMENT 1

   Cartoon, “People under the Old Regime”
 

DOCUMENT 2

   The following are quotes about the play by Beaumarchais which inspired the opera by  
   Mozart.

   Louis XVI: “For this play not to be a danger, the Bastille would have to be torn 
                     down first.”
   Napoleon described the play as: “the Revolution already put into action.”
   Revolutionary leader, Georges Danton: “Figaro killed off the nobility.”

Source: Coward, David (2003). The Figaro Trilogy. Oxford: Oxford University Press. ISBN 
0192804138. (online version contains no page numbering)

This image shows "the people" as a chained 
and blindfolded man being crushed under the 
weight of the rich, including both clergy and no-
bility. Such a perspective on the period before 
1789 purposely exaggerates social divisions and 
would have found few proponents before the 
Revolution, but the image does reveal the social 
clash felt so intensely by the revolutionaries.



Post-Performance
EXTENDING THE OPERA (CONTINUED)

DOCUMENT 3
Figaro's monologue in the fifth act of the play, directly challenging the Count. This was the 
part of the play  to which Louis XVI objected most. Notably, it does not appear in the opera. 

Source: Pierre-Augustin Caron de Beaumarchais, La Folle journée ou le marriage de Figaro (Am-
sterdam, n.p., 1785 [1784]), act 5, scene 3.

The entire monologue is available here.   

Because you are a great lord, you think you are a great genius! . . . Nobility, wealth, rank, 
position . . . they all make you feel so proud! What have you done to deserve so much?  You 
went to the trouble of being born—nothing more! As for the rest—a rather ordinary man!

And as for me, zounds! Lost among the obscure masses, I have had to use more knowledge 
and be more calculating just to survive than all the rulers of Spain have needed over the 
last hundred years! And you want to take me on. . . . Could anything be stranger than a fate 
such as mine? 

… A great lord, passing through Seville, recognizes me. I perform his wedding ceremony, 
and in return for my helping him get a wife, he wants to take mine! Plots and stormy inter-
ludes!

DOCUMENT 4

Librettist, Lorenzo Da Ponte’s firsthand account of the opera’s creation:

When Da Ponte initially presented Figaro to the emperor, he was greeted with an incredu-
lous reminder that the emperor himself had just forbidden any performances of the 
comedy. Da Ponte responded:

To this, the emperor simply replied, 

“In conversation with me one day… he asked me whether I could easily make an opera from a 
comedy by Beaumarchais—Le Mariage de Figaro. I liked the suggestion very much, and prom-
ised to write one. But there was a very great difficulty to overcome. A few days previous, the 
Emperor had forbidden the company at the German theatre to perform that comedy, which was 
too licentiously written, he thought, for a self-respecting audience: how then to propose it to 
him for an opera? Baron Wetzlar offered, with noble generosity, to pay me a handsome price for 
the words, and then, should we fail of production in Vienna, to have the opera presented in Lon-
don, or in France. But I refused this offer and proposed writing the words and the music secretly 
and then awaiting a favourable opportunity to show them to the Directors [of the Opera], or to 
the Emperor himself, for which step I confidently volunteered to assume the responsibility… I set 
to work, accordingly, and as fast as I wrote the words, Mozart set them to music. In six weeks 
everything was in order.”

‘Yes Sire,’ I rejoined, ‘but I was writing an opera, and not a play. I had to omit many scenes and 
to cut others quite considerably. I have omitted or cut anything that might offend good taste 
or public decency at a performance over which the Sovereign Majesty might preside. The mu-
sic, I may add, as far as I may judge of it, seems to me marvelously beautiful.’

“Good! If that be the case, I will rely on your good taste as to the music and on your wisdom 
as to the morality. Send the score to the copyist.”

http://chnm.gmu.edu/revolution/d/362/


DOCUMENT 5

Montesquieu’s attack on the nobility, excerpt:

In his Persian Letters, published anonymously and abroad in 1721, Montesquieu made a 
scathing critique of nobility that set the tone for the philosophes’ attack on the inequality 
of eighteenth–century French society.

Full text here. 

Post-Performance
EXTENDING THE OPERA (CONTINUED)

LETTER LXXIV

Usbek to Rica, at ———

It was a few days ago that a man I know said to me, "I promised to introduce you into the 
best houses in Paris, and I will now take you to the home of a great noble, one of the men 
who best represents the realm."

"What does that mean, sir? Is it that he is more polished or more affable than the others?" 
"No," he said. "Ah, I understand; he makes his superiority constantly felt by those who ap-
proach him. In that case, it is of no use if I go. I grant him everything and accept my sen-
tence as an inferior."

But I had to go, and I met a little man who was so proud, who took snuff with such haughti-
ness, blew his nose so mercilessly, spat with such composure, and who caressed his dogs in 
such an offensive manner, that I could not help but admire him. "Oh, good heavens," I said 
to myself. "If I acted like that at the court in Persia, I would be quite a fool!"

DOCUMENT 6

For reference, the full libretto (or opera script) can be found here. 

http://chnm.gmu.edu/revolution/d/361/
http://www.murashev.com/opera/Le_nozze_di_Figaro_libretto_English_Act_1


ACT I 
A country estate outside Seville in the late 18th century.

Figaro and Susanna’s wedding is supposed to take place that evening. As a gift, Count Almaviva, their 
employer, has given them a new bedroom, which is conveniently located between the Countess’ and the 
Count’s rooms so the servants can better attend their respective masters.  Susanna tells Figaro her wor-
ries about the new living arrangements: “While you are off on errands for the Count, he could slip into 
our room some evening – he has designs on me,” she explains. Figaro sets off to disrupt the Count’s plan. 

Cherubino, a young man who falls in love with every girl he meets, rushes in to tell Susanna that the 
Count has caught him misbehaving with the gardener’s daughter. As he’s telling her the story, they hear 
the Count approaching and Cherubino hides behind the armchair. The Count enters, intending to put the 
moves on Susanna, but as he is about to approach her he hears someone else coming in. The Count, who 
does not want to be discovered hitting on Susanna, hides behind the armchair too. 

Just in time, Cherubino quickly slips under the sheet that is covering the chair. Don Basilio, the Count’s 
music teacher, comes in to suggest that Cherubino has been flirting with Susanna – and that Cherubino 
even has a crush on the Count’s wife. This sends the Count into a jealous rage. At that moment, he dis-
covers Cherubino hiding under the armchair cover. To get rid of him, he sends him off to the army – a turn 
of events Figaro delights in. 

ACT II
We are now reintroduced to Countess Rosina Almaviva, the Count’s wife. The once youthful girl who fell 
in love with the Count is now lonely and sad because her husband ignores her and cheats on her. Susanna 
and Cherubino enter to ask the Countess to help keep Cherubino out of the army. 

The women decide to disguise him as a maid. When they hear the Count returning, Cherubino hides in 
the Countess’ closet. The Count, who now suspects his wife is cheating, promises to catch her lover, even 
though she swears she isn’t cheating. He leaves the room to get tools to break down the closet door, but 
Susanna lets Cherubino out – he escapes out the window into the garden; but he drops his army com-
mission letter in the process. 

When the Count returns, closet door is opened to reveal Susanna. But the Count finds Cherubino’s army 
commission letter just as Figaro enters. Figaro covers for Cherubino, and tells the Count that the letter 
wasn’t properly certified and that he was taking care of it for him. Just then, the gardener enters to com-
plain that someone jumped out of the Countess’ window, right into his flowers.

ACT III
The Count is trying to to make sense the day’s events when Susanna enters and agrees to meet him in 
the garden that evening – after her wedding. She and the Countess have agreed to play one more trick on 
the Count to bring him to his senses. They write a letter, inviting the Count to the garden. The marriage 
of Susannah and Figaro takes place at last. The letter inviting the Count to meet Susanna in the garden 
has been delivered and the trap is set.

ACT IV
That evening in the garden, Susanna and the Countess exchange hooded robes to fool the Count. The 
Count tries to woo “Susanna,” who is actually his wife in disguise. Figaro, who doesn’t know about the 
ladies’ plan, overhears the Count making advances to a woman he believes to be Susanna. However, when 
Susanna (dressed as the Countess) approaches him, he recognizes her immediately, but plays along to 
make the Count jealous. When the Count overhears Figaro hitting on the woman he thinks is his wife, he 
flies into another jealous rage. 

He has fallen into the ladies’ trap. The Countess reveals her true identity, and the Count realizes he has 
been a fool. In one of the most moving moments in all of opera, the Count begs his wife to forgive him.

Handout
STUDENT SYNOPSIS



Worksheet 
WHO’S WHO IN THE MARRIAGE OF FIGARO

Susanna

FigaroCount Alamviva

As you read the Synopsis, draw and label lines between characters to illustrate the relation-
ships between them. For example, between Figaro and Susannah, you might draw a line and 
label it with a heart and “getting married” to show that they are in love and getting married. 



Worksheet 
THE MARRIAGE OF FIGARO IN 2 MINUTES

Use the synopsis and the Who’s Who Worksheet to write a narrator’s script for a skit 
called, “The Marriage of Figaro in Two Minutes.” The script should be five sentences for a 
narrator to read and for actors to silently act out.

1. (How does the opera begin?): 

__________________________________________________________________________

__________________________________________________________________________

2. 

__________________________________________________________________________

__________________________________________________________________________

3. 

__________________________________________________________________________

__________________________________________________________________________

4. 
__________________________________________________________________________

__________________________________________________________________________

5. (What is the conclusion of the opera?)

__________________________________________________________________________

__________________________________________________________________________



Connect the Currucykar Dots
COMMON CORE STANDARDS ADDRESSED

The following anchor standards provide a basis for all of our Student Guide activities:
 
CCSA.ELA-LITERACY.W.1.10 Write routinely over extended time frames (time for research, re-
flection, and revision) and shorter time frames (a single sitting or a day or two) for a range of tasks, 
purposes, and audiences.

CCSA.ELA-LITERACY.SL.1.1 Prepare for and participate effectively in a range of conversations 
and collaborations with diverse partners, building on others’ ideas and expressing their own clearly 
and persuasively.

Addtional Standards Explored: 

CCSA.ELA-LITERACY.RL.1.1 Read closely to determine what the text says explicitly and to make logical infer-
ences from it; cite specific textual evidence when writing or speaking to support conclusions drawn from the 
text.

CCSA.ELA-LITERACY.RL.1.2 Determine central ideas or themes of a text and analyze their development; sum-
marize the key supporting details and ideas. 

CCSA.ELA-LITERACY.RL.1.3 Analyze how and why individuals, events, and ideas develop and interact over 
the course of a text. 

CCSA.ELA-LITERACY.RL.1.7 Integrate and evaluate content presented in diverse media and formats, includ-
ing visually and quantitatively, as well as in words.*

CCSA.ELA-LITERACY.W.1.1  Write arguments to support claims in an analysis of substantive topics or 
texts, using valid reasoning and relevant and sufficient evidence.

CCSA.ELA-LITERACY.W.1.2 Write informative/explanatory texts to examine and convey complex ideas and 
information clearly and accurately through the effective selection, organization, and analysis of content.

CCSA.ELA-LITERACY.W.1.3 Write narratives to develop real or imagined experiences or events using effec-
tive technique, well-chosen details, and well-structured event sequences. 

CCSA.ELA-LITERACY.W.1.4 Produce clear and coherent writing in which the development, organization, and 
style are appropriate to task, purpose, and audience. 

CCSA.ELA-LITERACY.W.1.7 Conduct short as well as more sustained research projects based on focused 
questions, demonstrating understanding of the subject under investigation.

CCSA.ELA-LITERACY.W.1.8 Gather relevant information from multiple print and digital sources, assess the 
credibility and accuracy of each source, and integrate the information while avoiding plagiarism.

CCSA.ELA-LITERACY.W.1.9 Draw evidence from literary or informational texts to support analysis, reflection, 
and research. 

CCSA.ELA-LITERACY.SL.1.4 Present information, findings, and supporting evidence such that listeners can 
follow the line of reasoning and the organization, development, and style are appropriate to task, purpose, and 
audience. 

CCSA.ELA-LITERACY.SL.1.5 Make strategic use of digital media and visual displays of data to express infor-
mation and enhance understanding of presentations.




