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In a Latin Quarter garret, the poet Rodolfo and painter Marcello try to keep warm by burning pages from

Rodolfo’s latest manuscript. They are joined by Colline, a philosopher, and Schaunard, a musician, who
arrives with a bounty of food, wine, and money. As the four toast their good fortune, the landlord, Benoit,
arrives to collect the rent. The friends invite

him in, ply him with wine, and urge him to

recall a current flirtation; they then throw him

out in mock indignation when he mentions

his wife. The friends depart for a Christmas

Eve dinner at Café Momus but Rodolfo

stays behind to finish an article, promising to

join them shortly.

A knock on the door introduces Mimi, a neighbor, who begs a light for her candle. Out of breath from
climbing the stairs, she faints, dropping the key to her apartment. When she recovers they begin to search
for her key but both of their candles go out and in the darkness Rodolfo touches her hand. Drawn
together, Rodolfo tells the girl of his dreams as a writer while Mimi confesses her life as a seamstress,
embroidering flowers and waiting for the spring. Bathed in moonlight, they find themselves falling in love
and depart for Café Momus together.

ACT Il

Amid the noise of street venders, Rodolfo buys Mimi a bonnet and the two join his friends at a sidewalk

table outside Café Momus. The toy-seller Parpignol is followed by a crowd of noisy children as Musetta,
Marcello's old flame, arrives accompanied by
Alcindoro, a wealthy, older gentleman. Although
Marcello feigns indifference, he finds himself
increasingly jealous. To regain Marcello’s attention
she sings about her popularity. No longer wishing
Alcindoro’s company, Musetta cries out that her shoe
pinches and sends Alcindoro to buy a new pair, after
which she falls into Marcello’s arms. Joining a group
of marching soldiers, the Bohemians leave Alcindoro
to pay the restaurant bills.

ACT Il

At a tollgate on a cold February morning, Customs Officers search people coming into Paris. Musetta and
revelers are heard in a nearby tavern where she and Marcello are working. Mimi appears looking for
Marcello and she confides to him that Rodolfo’s jealousy is the cause of their constant fighting. She is
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convinced that they should part. Rodolfo comes looking for Marcello, and Mimi hides. She overhears
Rodolfo explain why he is so tormented. Mimi is ill and his poverty is weakening her condition. Overcome,
Mimi comes forward to bid Rodolfo farewell as Marcello runs into the tavern to investigate Musetta’s
raucous laughter. Mimi and Rodolfo try to end their relationship but, still deeply in love, they decide to
remain together until the spring. Meanwhile, Marcello confronts Musetta with her flirtations, causing
Musetta to storm off leaving Marcello behind.

ACT IV

The following summer in the garret

Marcello and Rodolfo try to work but each

is distracted by thoughts of the woman he

loves but no longer has. The somber

mood changes when Colline and

Schaunard arrive to share a paltry meal.

They momentarily forget their poverty until

Musetta arrives with Mimi. The girl is dying and wants to be with Rodolfo again. Musetta and Marcello,
reunited, leave to find a doctor. Colline leaves to pawn his overcoat for medicine. Schaunard follows them
out. Left alone, Rodolfo and Mimi recall their first meeting and their love. Mimi tires and falls asleep. The
others return with gifts and medicine but it is too late: Mimi has died.

—Timothy Ocel, Director
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Giacomo Antonio Domenico Michele Secondo Maria Pucc ini
full name of Giacomo Puccini, Italian composer of beloved operas

Michele Puccini

his father, musician, dies when Giacomo is 5 years old

Albina Magi Puccini
his mother, nurtures his career

Fortunato Magi

his uncle and childhood music teacher, student of Michele Puccini

Carlo Angeloni
his music teacher in Lucca

Amilcare Ponchiello
his composition teacher at Milan Conservatory

Pietro Mascagni
composer, his roommate in Milan, best known for
Cavalleria Rusticana

Ferdinando Fontana
librettist of his first two operas

Giulio Ricordi
his publisher, launches his career

Elvira Gemignani Puccini
his wife, elopes with him in 1885

Giuseppe Giacosa and Luigi lllica
his librettists for La boheme, Tosca, and Madama
Butterfly

Ruggero Leoncavallo
composer, his colleague until La boheme
dispute, best known for Pagliacci

Doria Manfredi
servant in his home, commits suicide amid
spiteful accusations by Elvira

Arturo Toscanini

greatest conductor of his generation (1867-
1957), premieres Puccini’'s La bohéme, La
fanciulla del West, and Turandot

Franco Alfano
composer, completes his Turandot
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Musical Roots

Four generations of the Puccini family had been professional musicians in their native town of Lucca,
Tuscany, before Giacomao’s birth in 1858. His father, Michele, was head of music at the local cathedral, as
well as a composer and organ teacher. Michele was born in the same year as Verdi and Wagner, 1813,
and studied with Donizetti in Naples.

When Michele died in 1864 his wife was pregnant, his six daughters were not yet teenagers, and Giacomo
was five years old. The position at the cathedral was promised to Giacomo, who was to officially assume
the responsibilities as soon as he was old enough. Until then, the job was temporarily given to Giacomo’s
uncle, Michele’s former student Fortunato Magi.

From Lucca to Milan

Magi briefly taught the young Puccini, but he grew irritated by the boy’s lack of focus on his studies. In his
next teacher, Carlo Angeloni, Puccini found an opera lover who seems to have shared that passion with
his student. In 1876, Puccini and a group of friends walked 19 miles to attend Verdi's Aida in Pisa.

Puccini’'s mother, Albina, gave him constant support in his education. She kept him enrolled in school in
Lucca, even after Magi recommended he be withdrawn. Later she helped him obtain a grant from Queen
Margherita to attend the Milan Conservatory. With additional financial support from a wealthy relative,
Puccini left for Milan in 1880.

Conservatory Years and His First Opera

While studying in Milan, Puccini roomed for a time with Pietro Mascagni,
who would later gain fame with his opera, Cavalleria rusticana. Puccini’s
professors continued to foster his growing interest in opera. One in
particular, Amilcare Ponchiello, introduced him to a poet, Ferdinando
Fontana. Fontana and Puccini collaborated on an opera, Le villi, and
submitted it to a competition sponsored by the publisher, Sonzogno.
While they did not win the first prize, Fontana arranged for the opera to be
performed. Ricordi, rival publisher of Sonzogno, purchased the rights and
commissioned another work from the pair.

Returning Home

The death of his mother in 1884 brought Puccini back home. He was distraught and struggling to resume
work. This was not, however, the only reason Puccini remained in Lucca. He had fallen in love with an
amateur soprano to whom he was giving piano lessons. Her name was Elvira Gemignani, and she was
already married—with two children—to one of Puccini’s former classmates.
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In early 1886, Elvira became pregnant with Puccini’'s child. When the pregnancy could no longer be
hidden, the couple eloped. While they lived together, they could not legitimize their relationship until her
first husband died 18 years later.

Composing Labohéme

Before deciding that La bohéme would be his next project following Manon Lescaut, Puccini seriously
considered La lupa. The story comes from a collection by Giovanni Verga that also includes Cavalleria
rusticana. Puccini began composing music for the opera, but he did not get far. He did continue to work
with some of those musical ideas as he focused on La boheme.

Puccini requested constant rewrites from his librettists. Luigi lllica wrote the scenarios and Giuseppe

Giacosa transformed them into verse, so most changes had to go through both of them. By the time that
was done, Puccini often was ready with more edits. Both men threatened to quit, and had it not been for
publisher Giulio Ricordi who calmed the situation, Puccini might have left La bohéme incomplete as well.

Two Bohémes

In March 1893, Puccini and Ruggero Leoncavallo met in a café in Milan. Although they were once close
acquaintances, they had grown apart. Leoncavallo’s last opera, Pagliacci, was a great success. Puccini's
recent Manon Lescaut was also a hit. As the conversation turned to their next projects Puccini revealed
his plan to compose La boheme. Leoncavallo was shocked: he was at work on the same subject.

Puccini suggested they each continue to compose and the public would decide which Bohéme they
preferred. Leoncavallo had no interest in competing with Puccini. He claimed that earlier in the year he
had offered the libretto to Puccini who turned it down. Whether or not Puccini knew of Leoncavallo’s
libretto, he could not be stopped from continuing his work. Leoncavallo’s Boheme appeared one year after
Puccini’s to greater immediate success, but within a decade Puccini’s setting permanently overshadowed
Leoncavallo's.

Car Accident and Crisis at Home

By the turn of the 20" century, Puccini operas were playing internationally to
sellout crowds. Success brought him wealth, and allowed him to enjoy his
favorite leisure activities, including hunting and traveling. He also loved boats,
bicycles, and automobiles.

Riding in an automobile in February 1903, Puccini nearly died when his driver
lost control and the car rolled down an embankment. His recovery was slow and
it required the help of an additional servant around the house. 16-year-old Doria
Manfredi was brought in to help care for him.

Five years after the accident, Elvira Puccini suspected that her husband and Manfredi were having an

affair. She blamed the girl. Manfredi swore their innocence, but Elvira continued to spread unfounded
rumors. Devastated by the scandal, Manfredi took poison and died.
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The autopsy concluded that she had died a virgin, thus providing evidence against Elvira’s accusations.
The Manfredi family filed a case against Elvira, and she was sentenced to five months and five days in
prison. After an appeal, a settlement was reached, with a large sum of money paid to the Manfredis.

Turandot and Puccini’'s Death

Puccini, a heavy smoker all his life, was suffering from throat soreness. In 1923 he learned that cancer
was the cause. He went to Brussels for X-ray treatment and surgery, but his body could not recover from
the operation. He died of a heart attack on November 29, 1924.

Puccini left his final opera, Turandot, nearly finished when he died. Using
Puccini’'s musical sketches, Franco Alfano completed the last two scenes.
Arturo Toscanini conducted the premiere of the work at La Scala and chose
to end the performance after Puccini’'s last note. He set aside his baton and
announced to the audience that the opera was over, and the curtain came
down.

--Michael Chiappardi, Education and Community Programs Associate
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Giacosa and lllica are remembered today as the librettists for
Puccini’s La bohéme , Tosca, and Madama Butterfly . A huge
legacy in its own right! Here are some of their other contributions.

Giuseppe Giacosa (1847-1906) was a playwright who started his
career as a lawyer in his father’s practice. He also taught
literature and dramatic art (Milan Conservatory, 1888-94) and
edited La lettura (“Reading”), a literary magazine.

Playwright and librettist Luigi lllica (1857-1919), also the son of a

lawyer, was a radical patriot who began and ended his career as

a soldier. He ran away to sea as a teenager, fighting for the

Russians in the Battle of Plevna in the Russo-Turkish War in

1877. Atthe age of 58, he volunteered for the Italian army in the

First World War, retiring after a fall from a horse the following

year. lllica’s most important contribution to libretto traditions was his part in replacing strict, metric Italian
verses with irregular lines.

What else did Giacosa and lllica write? (1) marks lllica’s work, (G) Giacosa’s. This list is not complete!
Giacosa and lllica were very prolific, and not always successful.

1872 (G) Una partita a scacchi (“A Game of Chess,” see 1892), dramatic legend in verse

1875 (I) Hassan, one-act play

1878 (G) ll fratello d'armi  (“The Brotherhood-at-arms”), tragic drama in verse

1880 (G) ll conte rosso (“The Red Count”), drama

1882 () Farfalle, effetti di luce (“Butterflies, Effects of Light”), collection of prose sketches

1883 () I Narbonnier-Latour (*“The Narbonnier-Latours”), play co-written with Ferdinando Fontana
1886 (G) Novelle e paesi valdostani  (“Sketches of Valdosta”), collection of short stories

1887 (G) Tristiamori (“Sad Loves”), comedy

1888 (G) La zampa del gatto (“The Cat’'s Claw”), comedy

1889 () I vassallo di Szigeth (in German as Der Vasall von Szigeth “The Vassal of Szigeth,” a
demonic story of medieval Hungary), libretto co-written with Francesco Pozza for Antonio
Smareglia

1891 () L'eriditaa di Felis (“The Legacy of Felis”), comedy in Milanese dialect

1891 (G) La Dame de Challant (“The Lady of Challant,” about Bianca Maria di Challant), romantic-
historical drama written in French for Sarah Bernhardt
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1892

1892
1892

1892
1893
1895
1896
1896
1897

1898
1898

1900
1900
1900
1902
1902
1903
1904
1904
1904
1905
1906
1906
1908
1911

(G) Una partita a scacchi (“A Game of Chess,” see 1872), adaptation into one-act libretto for
Pietro Abba-Cornaglia

(I) Cristoforo Colombo , dramma lirico libretto for Alberto Franchetti

() anonymous work on Puccini’'s Manon Lescaut ; other librettists include Domenico Oliva, Marco
Praga, Ruggero Leoncavallo, Giulio Ricordi, Giuseppe Adami, and possibly Giacosa

(G) Cain, unfinished oratorio sketch for Lorenzo Perosi

() Cornill Schut (in German as Cornelius Schut ), libretto for Antonio Smareglia
() Nozze istriane (“Istrian Wedding,”dramma liricco), libretto for Antonio Smareglia
() Andrea Chénier , libretto for Umberto Giordano

(G,I) La boheme , libretto for Puccini

(G) Castelli valdostani e canavesani  (“Castles of the Aosta Valley and Canavese Area”),
collection of popular historical-tourist studies

() Iris, libretto for Pietro Mascagni

(G) Impressioni d’America  (“Impressions of America,” based on his trip to New York for
rehearsals of La Dame de Challant ,see 1891), memoir

() I cuor delle fanciulle  (“Maiden Hearts”), libretto for Crescenzo Buongiorno
(G,) Tosca, libretto for Puccini

() Medio evo latino , trilogy for Ettore Panizza

(G) Come le fogle (“As the leaves”), comedy

(I) Germania, libretto for Umberto Giordano

(I) Siberia, libretto for Umberto Giordano

(G,I) Madama Butterfly , libretto for Puccini

(G) Il pit forte (“The Strongest”), play

(G) Il diritti dell'anima  (“The Rights of the Soul”), play

(I) Cassandra , libretto for Vittorio Gnecchi

(I) Tess, adapted from Thomas Hardy’'s Tess of the d’Urbervilles , libretto for Frederic d’Erlanger
(I) Maria Antonietta , libretto for Puccini (never set to music)

() La Wally , libretto for Alfredo Catalani

() Isabeau, leggenda drammatica libretto for Pietro Mascagni
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Are the characters based on real people? No.

The characters are certainly drawn from Puccini’'s memories of Bohemian life as a student. Some argue
that the four main characters directly represent Puccini and his three closest friends from that period. In
fact, it's impossible to tie the characters to specific individuals. Puccini highlights the most endearing
gualities of his friends and fellow artists, resulting in types who feel at once intimate and universal.

Is the weather in La boheme historically accurate? No.

Puccini set the opera in winter—starting on Christmas Eve with the streets of Paris blanketed by snow.
Paris, however, has an oceanic climate with mild temperatures year round. Historically Paris receives 14
days of light snow per year.

So where did this vicious weather come from? Puccini, who had never visited Paris in the winter, probably
set the chilly backdrop to heighten the plight of the downtrodden Bohemian artists.

Who wrote the original story? Henry Murger.

Murger (1822-61) was one of the first and most famous writers on the subject of
Bohemian life. His short stories, Scenes de la vie de Bohéme, include more characters,
adventures, and romance than the opera, but the general plot and themes are the same.

What is the Latin Quarter? A neighborhood in Paris

Located on the Left Bank of the Seine River in the 5™ and 6™ arrondissements, this

quarter of Paris is renowned for its scholarly tradition. The Sorbonne/University of Paris is located in this
guarter. Despite the expensive rents that pushed many artists to the outer fringes of the city (notably the
communities of Montmartre and Montparnasse), the university still drew a large pool of artistic talent and
character to the Latin Quarter.

Did Puccini really set La boheéme in the Latin Quarter? Maybe.
The libretto offers clues that his setting could be based on his recollections of Lucca, Italy, where he had
spent his student days:

The crowd greets each other in Act Ill saying, “Where are you going?” “To San Michele”—San
Michele is a square in Lucca.

The café scene in Act Il, with vendors hawking their wares, is typical of Lucca.

Some of the phrases sung in the opera are in the Lucca dialect, including the milkmaids’ cry of
“Hoppla!” at the beginning of Act lII.

Does the painting “The Crossing of the Red Sea” hav e significance? Yes.

This is a reference to one of Murger’s original short stories, wherein Marcello annually repaints and
renames this work for submission to the Louvre, and each year it is duly rejected. Ironically, when he finally
sells the painting to a private collector, it is renamed “At the Port of Marseilles” without his knowledge, and

it receives rave reviews. La bohéme uses the painting as connection to Murger. In the first act, we see the
Boston Lyric Opera © 2007 12



painting as a work-in-progress by Marcello. The pairing of liberation and hardship in this biblical scene fits
with the nature of the Bohemians introduced here. Then, the painting reappears in Act Il on the wall of the
Tavern, this time with the new title.

Was there a real Café Momus? Yes.

The Café Momus, appearing in Act Il, was a real café in Paris that
became a regular meeting place for artists. Henry Murger,
Gustave Courbet and Alexander Privat d'’Anglemont all
frequented the café, helping to establish its reputation. Momus is
the ancient Greek god of mockery, satire, censure, writers, and
poets. Naturally, Murger used the café as a meeting place for his
Bohemian characters in his short stories, and Puccini followed
suit. Although the original café is long gone, it is immortalized as
one of the most famous restaurants in operatic history.

What did Mimi die of? A “fatal disease” (* fatale mal,” Act Ill).

Tuberculosis (TB), historically called consumption, commonly

appeared in literature in the 1700s and 1800s, reflecting its

widespread prevalence in society. When Violetta dies in Verdi's

La traviata, her suffering serves as a romantic redemption of her earlier life as a courtesan. By the time
Mimi dies in La bohéme, it's not her fault, but poverty’s. Mimi is innocent, but she and her artist friends
cannot afford medicine.

Tuberculosis was devastating, causing coughing, bleeding, and “wasting” of the body, and it was highly
infectious. The final scene of La bohéme probably could not have occurred in real life without Mimi
passing her disease to her friends. While today we think of TB as a disease of the past, it still kills 2 million
people annually.

What was the Scapigliatura ? We thought you’'d never ask.

Puccini and his librettists were all members of the Scapigliatura, the avant-garde Italian Bohemian
movement responsible for the transition from classical traditions to verismo (“realism”). Scapigliatura,
sometimes translated as “bohemianism,” is literally “dishevelment.” The scapigliati emphasized both
bizarre and realistic traits in their art, and included Edgar Allan Poe among their inspirers.

—Dan Seltzer, Education Intern
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This chart includes three kinds of events:
Items in bold relate to Puccini’s life and operas.
Items in Times New Roman relate to Boston.
Items in regular font relate to the rest of the world.

1848
1849
1850

1852
1853
1855

1857
1858
1859

1860-65
1861

1865

1867
1868

1870
1871
1872

1874
1875
1876
1878
1880

Gaetano Donizetti dies

California Gold Rush

California admitted to the Union as the 31* state

Nathaniel Hawthorne, The Scarlet Letter

Harriet Beecher Stowe, Uncle Tom’s Cabin

Giuseppe Verdi, La traviata

Walt Whitman, Leaves of Grass

Boston Cream Pie invented, Parker House Hotel

Supreme Court, Dred Scott decision: slaves are not allowed to sue for freedom
Puccini born, Lucca, Tuscany

Charles Darwin, On the Origin of Species

Charles Dickens, A Tale of Two Cities

American Civil War

Kingdom of Italy formed by King Victor Emmanuel Il. A union of smaller city-state
governments, Rome and Venice were not included

James Clerk Maxwell, Scottish physicist, first color photograph system
Boston’s Old City Hall, Gridley J. F. Bryant

Richard Wagner, Tristan und Isolde

Giuseppe Verdi, Don Carlos

Louisa May Alcott, Little Women

U.S. purchases Alaska from Russia for $7.2 million; known as “Seward’s Folly” for Secretary of
State William H. Seward

Johannes Brahms, Ein deutsches Requiem (“A German Requiem”)
Napoleon withdraws all troops from Italian Peninsula

Rome becomes new capital of Kingdom of Italy

Boston’s Trinity Church, H. H. Richardson

The Boston Globfounded by Eben Jordan and five other Boston legsimen
First Impressionist art exhibition in Paris

Georges Bizet, Carmen

Alexander Graham Bell patents the telephone

Gilbert and Sullivan, HMS Pinafore

Puccini enrolls at Milan Conservatory

Auguste Rodin, The Thinker
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1883

1884

1886

1889

1890

1892
1893

1895

1896

1897
1898

1899
1900

1901

1903

1904

1905
1906

1908
1909

1910
1912

Pytor Tchaikovsky, 1812 Overture

Thomas Edison, electric lamp

Friedrich Nietzsche, Thus Spoke Zarathustra
Brooklyn Bridge opens

First skyscraper, Chicago (10 stories)

Le villi (Puccini’s first opera)

Mark Twain, Adventures of Huckleberry Finn

Statue of Liberty

Edgar (2™ opera)

Eiffel Tower

Vincent van Gogh, The Starry Night

Puccini settles in Torre del Lago near Lucca, Italy
Claude Debussy, Clair de lune

Tchaikovsky, The Nutcracker

Manon Lescaut (3rd opera)

World's Columbian Exposition (Chicago World’s Fair)
Stephen Crane, The Red Badge of Courage

Boston Public Library (Copley Square), Charles EKiifn
La bohéme (4™ opera)

Supreme Court, Plessy v. Ferguson, decision establishing “Separate but Equal” status for
African Americans

First modern Olympics, Athens, Greece

John Philip Sousa, The Stars and Stripes Forever
Spanish American War

Annexation of Hawaii

Scott Joplin, Maple Leaf Rag

Tosca (5" opera)

Nikolai Rimsky-Korsakov: Flight of the Bumblebee
Boston Symphony Hall

Puccini injured in car accident

Wright Brothers, first airplane flight, Kitty Hawk, NC
Jack London, The Call of the Wild

Madama Butterfly (6™ Opera)

New York establishes the first speed limits for automobiles: 10 mph in cities, 20 mph in the
countryside

James Barrie, Peter Pan

First movie theatre, Pittsburgh, PA

Upton Sinclair, The Jungle

Charles Ives, The Unanswered Question

Henry Ford, Model T

W. E. B. DuBois founds the NAACP

Boston Opera House

The Girl of the Golden West (7" opera)

Giulio Ricordi, Puccini’'s editor and publisher, die S
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1913
1914
1914-18
1915
1916
1917
1918
1920

1922

1923

1924

1925
1926

1927
1928
1929

Titanic sinks

Arizona admitted to the United States as the 48" state
Fenway Park’s first official game (Red Sox 2, Hadv/@)
Igor Stravinsky, The Rite of Spring

Panama Canal opens

World War |

Albert Einstein, General Theory of Relativity

Gustav Holst, The Planets

La rondine (8" opera)

Il tabarro (9™ opera)

League of Nations founded

19™ Amendment grants women’s sufferage

Edith Wharton, The Age of Innocence

Red Sox sell Babe Ruth to the Yankees for $125,000
T. S. Eliot, The Wasteland

Benito Mussolini assumes power in Italy

Time magazine founded

Sigmund Freud, The Ego and the Id

Puccini dies, Brussels

George Gershwin, Rhapsody in Blue

F. Scott Fitzgerald, The Great Gatsby

Ernest Hemingway, The Sun Also Rises

A. A. Milne, Winnie the Pooh

Charles Lindberg flies from New York to Paris
Maurice Ravel, Bolero

U.S. stock market crashes, Great Depression begins

o " 0" 1" 1
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Bohemians of the Latin Quarter
By Henry Murger

Excerpt

Puccini’'s La bohéme is based on Murger’s collection of short stories.
Project Gutenberg offers the whole set as a free eBook:
www.gutenberg.org/files/18445/18445-h/18445-h.htm

CHAPTER XI. ABOHEMIAN CAFE

... Gustave Colline, the great philosopher, Marcel, the great painter,
Schaunard, the great musician, and Rodolphe, the great poet (as
they called one another), regularly frequented the Momus Cafe,
where they were surnamed “the Four Musqueteers,” because they
were always seen together. In fact, they came together, went away
together, played together, and sometimes didn’t pay their shot
together, with a unison worthy of the best orchestra.

They chose to meet in a room where forty people might have been accommodated, but they were usually
there alone, inasmuch as they had rendered the place uninhabitable by its ordinary frequenters. The
chance customer who risked himself in this den, became, from the moment of his entrance, the victim of
the terrible four; and, in most cases, made his escape without finishing his newspaper and cup of coffee,
seasoned as they were by unheard-of maxims on art, sentiment, and political economy. The conversation
of the four comrades was of such a nature that the waiter who served them had become an idiot in the
prime of his life.

[We've cut the café manager’s complaints, but you can find them at gutenberg.org]

It was Christmas Eve. The four friends came to the cafe accompanied by their friends of the other sex.
There was Marcel’'s Musette, Rodolphe’s new flame, Mimi, a lovely creature, with a voice like a pair of
cymbals, and Schaunard’s idol, Phemie Teinturiere. That night, Phemie, according to agreement, had her
bonnet on. As to Madame Colline that should have been, no one ever saw her; she was always at home,
occupied in punctuating her husband’s manuscripts. After the coffee, which was on this great occasion
escorted by a regiment of small glasses of brandy, they called for punch. The waiter was so little
accustomed to the order, that they had to repeat it twice. Phemie, who had never been to such a place
before, seemed in a state of ecstacy at drinking out of glasses with feet. Marcel was quarreling with
Musette about a new bonnet which he had not given her. Mimi and Rodolphe, who were in their
honeymoon, carried on a silent conversation, alternated with suspicious noises. As to Colline, he went
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about from one to the other, distributing among them all the polite and ornamental phrases which he had
picked up in the “Muses’ Almanac.”

While this joyous company was thus abandoning itself to sport and laughter, a stranger at the bottom of the
room, who occupied a table by himself, was observing with extraordinary attention the animated scene
before him. For a fortnight or thereabout, he had come thus every night, being the only customer who
could stand the terrible row which the club made. The boldest pleasantries had failed to move him; he
would remain all the evening, smoking his pipe with mathematical regularity, his eyes fixed as if watching a
treasure, and his ears open to all what was said around him. As to his other qualities, he seemed quiet and
well off, for he possessed a watch with a gold chain; and one day, Marcel, meeting him at the bar, caught
him in the act of changing a louis to pay his score. From that moment, the four friends designated him by
the name of “The Capitalist.”

Suddenly Schaunard, who had very good eyes, remarked that the glasses were empty.

“Yes,” exclaimed Rodolphe, “and this is Christmas Eve! We are good Christians, and ought to have
something extra.”

“Yes, indeed,” added Marcel, “let’s call for something supernatural.”

“Colline,” continued Rodolphe, “ring a little for the waiter.”

Colline rang like one possessed.

“What shall we have?” asked Marcel.

Colline made a low bow and pointed to the women.

“It is the business of these ladies to regulate the nature and order of our refreshment.”
“l,” said Musette, smacking her lips, “should not be afraid of Champagne.”

“Are you crazy?” exclaimed Marcel. “Champagne! That isn’'t wine to begin with.”

“So much the worse; | like it, it makes a noise.”

“l,” said Mimi, with a coaxing look at Rodolphe, “would like some Beaune, in a little basket.”
“Have you lost your senses?” said Rodolphe.

“No, but | want to lose them,” replied Mimi. The poet was thunderstruck.

“l,” said Phemie, dancing herself on the elastic sofa, “would rather have parfait amour; it's good for the
stomach.”
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Schaunard articulated, in a nasal tone, some words which made Phemie tremble on her spring foundation.
“Bah!” said Marcel, recovering himself the first. “Let us spend a hundred francs for this once!”
“Yes,” said Rodolphe, “they complain of our not being good customers. Let's astonish them!”

“Ay,” said Colline, “let us give ourselves up to the delights of a splendid banquet! Do we not owe passive
obedience to these ladies? Love lies on devotion; wine is the essence of pleasure, pleasure the duty of
youth; women are flowers and must be moistened. Moisten away! Waiter, waiter!” and Colline hung upon
the bell rope with feverish excitement.

Swift as the wind, the waiter came. When he heard talk of Champagne, Burgundy, and various liqueurs,
his physiognomy ran through a whole gamut of astonishment. But there was more to come.

“I have a hole in my inside,” said Mimi. “I should like some ham.”

“And | some sardines, and bread and butter,” struck in Musette.

“And I, radishes,” quoth Phemie, “and a little meat with them.”

“We should have no objection,” answered they.

“Waiter!” quoth Colline, gravely, “bring us all that is requisite for a good supper.”

The waiter turned all the colors of the rainbow. He descended slowly to the bar, and informed his master of
the extraordinary orders he had received.

The landlord took it for a joke; but on a new summons from the bell, he ascended himself and addressed
Colline, for whom he had a certain respect. Colline explained to him that they wished to see Christmas in
at his house, and that he would oblige them by serving what they had asked for. Momus made no answer,
but backed out, twisting his napkin. For a quarter of an hour he held a consultation with his wife, who,
thanks to her liberal education at the St. Denis Convent, fortunately had a weakness for arts and letters,
and advised him to serve the supper.

“To be sure,” said the landlord, “they may have money for once, by chance.”

So he told the waiter to take up whatever they asked for, and then plunged into a game of piquet with an
old customer. Fatal imprudence!

From ten to twelve the waiter did nothing but run up and downstairs. Every moment he was asked for
something more. Musette would eat English fashion, and change her fork at every mouthful. Mimi drank all
sorts of wine, in all sorts of glasses. Schaunard had a quenchless Sahara in his throat. Colline played a
crossfire with his eyes, and while munching his napkin, as his habit was, kept pinching the leg of the table,
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which he took for Phemie’s knee. Marcel and Rodolphe maintained the stirrups of self-possession,
expecting the catastrophe, not without anxiety.

The stranger regarded the scene with grave curiosity; from time to time he opened his mouth as if for a
smile; then you might have heard a noise like that of a window which creaks in shutting. It was the stranger
laughing to himself.

At a quarter before twelve the bill was sent up. It amounted to the enormous sum of twenty five francs and
three-quarters.

“Come,” said Marcel, “we will draw lots for who shall go and diplomatize with our host. It is getting serious.”
They took a set of dominoes; the highest was to go.

Unluckily, the lot fell upon Schaunard, who was an excellent virtuoso, but a very bad ambassador. He
arrived, too, at the bar just as the landlord had lost his third game. Momus was in a fearful bad humor, and,
at Schaunard’s first words, broke out into a violent rage. Schaunard was a good musician, but he had an
indifferent temper, and he replied by a double discharge of slang. The dispute grew more and more bitter,
till the landlord went upstairs, swearing that he would be paid, and that no one should stir until he was.
Colline endeavored to interpose his pacifying oratory; but, on perceiving a napkin which Colline had made
lint of, the host's anger redoubled; and to indemnify himself, he actually dared to lay profane hands on the
philosopher’s hazel overcoat and the ladies’ shawls.

A volley of abuse was interchanged by the Bohemians and the irate landlord.

The women talked to one another of their dresses and their conquests.

At this point the stranger abandoned his impassible attitude; gradually he rose, made a step forward, then
another, and walked as an ordinary man might do; he approached the landlord, took him aside, and spoke
to him in a low tone. Rodolphe and Marcel followed him with their eyes. At length, the host went out, saying
to the stranger:

“Certainly, | consent, Monsieur Barbemuche, certainly; arrange it with them yourself.”

Monsieur Barbemuche returned to his table to take his hat; put it on, turned around to the right, and in
three steps came close to Rodolphe and Marcel. He took off his hat, bowed to the men, waved a salute to
the women, pulled out his handkerchief, blew his nose, and began in a feeble voice:

“Gentlemen, excuse the liberty | am about to take. For a long time, | have been burning with desire to
make your acquaintance, but have never, till now, found a favorable opportunity. Will you allow me to seize

the present one?”

“Certainly, certainly,” said Colline. Rodolphe and Marcel bowed, and said nothing. The excessive delicacy
of Schaunard came nigh spoiling everything.
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“Excuse me, sir,” said he briskly, “but you have not the honor of knowing us, and the usages of society
forbid—would you be so good as to give me a pipeful of tobacco? In other respects | am of my friends’
opinion.”

“Gentlemen,” continued Barbemuche. “I am a disciple of the fine arts, like yourselves. So far as | have
been able to judge from what | have heard of your conversation, our tastes are the same. | have a most
eager desire to be a friend of yours, and to be able to find you here every night. The landlord is a brute: but
| said a word to him, and you are quite free to go. | trust you will not refuse me the opportunity of finding

you here again, by accepting this slight service.”

A blush of indignation mounted to Schaunard’s face. “He is speculating on our condition,” said he. “We
cannot accept. He has paid our bill. I will play him at billiards for the twenty five francs and give him points.”

Barbemuche accepted his proposition, and had the good sense to lose. This gained him the esteem of the
party. They broke up with the understanding that they were to meet next day.

“Now,” said Schaunard, “our dignity is saved. We owe him nothing.”

“We can almost ask him for another supper,” said Colline.

222/ |
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Jonathan Larson based his Broadway musical Rent on Puccini's La bohéme. He transplanted characters,
plot, concepts, and some details from the 1896 opera to the 1996 musical.

Puccini based La bohéme on a set of short stories by Henry Murger called Scénes de la vie de bohéme.
Murger based his stories on his own sentimentalized Bohemian background. Puccini may have shaped
the characters after his own reminiscences, still setting them in the Latin Quarter of Paris. A hundred
years later, Jonathan Larson transplanted the Bohemian concept to New York’s Lower East Side, where
his own Bohemian lifestyle included working as a waiter to support his beginning theatrical career. Each
author wrote about a lifestyle that he knew and loved. And they did have a lot in common.

Larson’s characters know Puccini’s La bohéme: near the
end of the first act, Mark tells the crowd, “Roger will attempt
to write a bittersweet, evocative song...that doesn’t remind
us of ‘Musetta’s Waltz.”

While Larson’s characters are proud to live “La vie
bohéeme,” they don't otherwise acknowledge the similarities
of their names and parallels of their stories to the opera.

La bohéme : Rodolfo, Marcello, Schaunard, and Colline share a garret apartment and try to trick their
landlord, Benoit, out of the rent.

RENT: Roger and Mark share an apartment and struggle to pay the rent. Their friends Angel Schunard
and Tom Collins hang out with them. Their landlord, Benny, would like to sell the building and start a
multimedia studio.

La bohéme : Schaunard is a musician, and in the first act he appears with a story of being hired by a
wealthy Englishman to play until the Englishman’s parrot died.

RENT: The same, except that Angel Schunard is a transvestite street drummer, and a wealthy woman in a
limousine hires him to drum until her neighbor’s yappy Akita jumps out a window. Later, that neighbor turns
out to be Benny.

La bohéme : La bohéme starts on Christmas Eve.
RENT: The same. Rent also ends on Christmas Eve.

La boheme : Mimi is a quiet seamstress who knocks at the door in Act | seeking a light for her candle.
She drops her key. Rodolfo pockets the key and takes her hand and sings about it (the hand). They fall in
love. Her first aria starts, “They call me Mimi.”

RENT: The same, except that Mimi is a street-smart exotic dancer and heroin addict. Instead of dropping
her key, she drops her stash. And she doesn’t say she’s called Mimi until the end of her first song.
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La boheme : Marcello and Musetta are a scrappy couple, continually fighting and reuniting. Musetta picks
up a rich, pompous, temporary boyfriend named Alcindoro in Act Il, and sings the flirtatious “Musetta’s
Waltz” about how men find her irresistible.

RENT: Mark’s girlfriend, Maureen, leaves him for a lawyer named Joanne. Maureen also sings about how
“everybody stares” at her. Unlike La bohéme, Maureen ends up with Joanne.

La bohéme : Rodolfo wants to break up with Mimi because he thinks his poverty is bad for her illness.
RENT: Roger wants to leave Mimi because he doesn’t want to be heartbroken when she dies from her
drug addiction and AIDS.

La boheme : During the time of separation, Rodolfo and Marcello sing a duet about how much they miss
their beloved Mimi and Musetta.

RENT: When Maureen is late for a sound check, Mark and Joanne sing “Tango: Maureen” about how
irresistible Maureen is.

La bohéme : There are two contrasting couples among the characters: the quiet, totally-in-love Rodolfo
and Mimi, and the louder Marcello and Musetta.

RENT: There are three couples: Angel and Collins become a major secondary plot. Also, Maureen
leaves Mark uncoupled when she goes to Joanne, and Mark and Joanne become confidants.

La bohéme : Mimi dies, presumably of tuberculosis.
RENT: Approximately half the characters are HIV-positive. Angel dies of AIDS. Mimi seems about to die
at the end, of AIDS compounded by heroin and poverty.

La bohéme : Rodolfo and Mimi agree to stay together until springtime; Mimi loves to embroider designs of
spring flowers.
RENT: Roger and Mimi sing “Without you,” about spring and the passage of time.

La boheme : Just before Mimi dies, she says she feels revived.
RENT: Just as Mimi is about to die, she actually does revive.

La bohéme : Seconds before Mimi dies, her friends are still trying to find money for medicine.
RENT: As Mimi seems to be dying, Mark says, “We can buy some wood and something to eat.” The
music plays “Musetta’s Waltz.”

La boheme : Reviewer William Mann wrote in 1983, “It is the custom-built opera for young lovers, music

that insists on another hand to hold.”
RENT: The movie version is rated PG-13 for drugs, sexuality, and strong language.
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La bohéme is considered an example of verismo—realism. In what ways are the characters in La
bohéme realistic? Are some more so than others?

La bohéme is based on events in a set of short stories. How important is the order of the
episodes? That is, which parts of the plot could be rearranged and still allow the drama to work?

Consider the element of weather in La boheme. We see Christmas Eve, springtime—and, for that
matter, a lot of nighttime and darkness. How does this aspect of physical environment affect the
drama? What does it add to a production of the work?

What are the symbolic and dramatic meanings of Mimi’'s disease?

How important is poverty to the strength of the drama? What would be different if Puccini and his
librettists had created a similar plot about middle- or upper-class characters?

Imagine a future for the characters in La bohéme. Do they succeed in their artistic careers? Do
they pursue other paths? Is their Bohemian lifestyle permanent, or a phase for which they later
grow nostalgic?

Some of Puccini’s operas are about distant, exotic characters, such as Cio-cio-san (Madama
Butterfly, Japan) or Minnie (La fanciulla del West, California). His Bohemians, however, are much
closer to his own identity. How does this affect his characterization? Do we identify more with the
characters in La boheme than, say, Madama Butterfly, because Puccini himself did? For that
matter, do we feel that we learn something personally about Puccini from these characters?

Do any of the characters in La bohéme qualify as antagonists? Consider that question from
various perspectives: do the characters sense any antagonist? Does the audience?
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La bohéme , Giacomo Puccini
Featuring Beniamino Gigli, Licia Albanese

http://www.amazon.com/dp/B00000J7ZP?tag=boslyrope-

20&camp=14573&creative=327641&linkCode=as1&creativeASIN=B00000J7ZP&a
did=1S2F10VZN1310D5W7DP9&

/

Search for “La bohéme” on YouTube
http://www.youtube.com/results?search gquery=%22lat+boheme%?22&search=Search

La bohéme libretto in Italian and English
www.dennisalbert.com/Opera/labohemelibretto.htm

Henry Murger's Scénes de la vie de bohéme at gutenberg.org
(in English, also available in French
http://www.gutenberg.org/files/18445/18445-h/18445-h.htm

La bohéme piano-vocal score in Italian and English from the Indiana University Music Library, to read
online or print out
http://www.dlib.indiana.edu/variations/scores/bhg3853/large/index.html

The Café Momus compared to other examples of food and restaurants in art, on a
site hosted by the European Associated Teachers (EAT)
http://www.eat-online.net/art/english/music/boheme.htm

The same text, different context
http://www.londonfoodfilmfiesta.co.uk/Musicm~1/Puccini's%20La%20Boheme.HTM
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"Music and infectious diseases ," by M. Gomis and B. Sanchez
Clinical Microbiology and Infection 6 (11), 575-578.
http://www.blackwell-synerqgy.com/doi/pdf/10.1046/].1469-0691.2000.00146.x

“At the deathbed of consumptive art - Another Dimens ion,” by David M. Morens
Emerging Infectious Diseases, November 2002.

Our link goes directly to the third page, where opera appears, and it's easy to click back to the beginning of
this long article.

Note: findarticles.com is supported by advertising, so you may find yourself reading about "wasting" diseases accompanied
by ads that say "Trim your thighs in four weeks."

http://findarticles.com/p/articles/mi mOGVK/is 11 8/ai 94593127/pg 3

09

Arthur Groos and Roger Parker. Giacomo Puccini: La boheme (Cambridge Opera
Handbooks). Cambridge: Cambridge University Press, 1986.

Chapters by several authors on various aspects of La bohéme, from politics to musicology.
http://www.amazon.com/Giacomo-Puccini-Boh%C3%A8me-Cambridge-Handbooks/dp/0521319137

Julian Budden. Puccini: His Life and Works . Oxford: Oxford University Press, 2002.
Everything by the late Julian Budden (d. February 28, 2007) is brilliant, thorough, thoughtful,
and inspiring.

http://www.amazon.com/Puccini-Life-Works-Master-Musicians/dp/0195179749/ref=sr 1 1/103-5179340-
9651021 ?ie=UTF8&s=books&qid=1187880138&sr=1-1

Mary Jane Phillips-Matz. Puccini: A Biography . Boston: Northeastern University Press,
2002.

Friendly, readable, and smatrt.

http://www.amazon.com/Puccini-Biography-Mary-Jane-Phillips-Matz/dp/1555535305/ref=sr 1 1/103-
5179340-9651021?ie=UTF8&s=books&qid=1187880159&sr=1-1

William Mann. Giacomo Puccini: La boheme (The Metropolitan Opera Classics Library). Boston: Little,
Brown and Company, 1983.
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Many treasures in this little book: libretto in Italian and English, and four tellings of the synopsis, including a
story adaptation by V. S. Pritchett and the story illustrated with photographs of the Met's gorgeous 1981

production with Teresa Stratas, José Carreras, and Renata Scotto.
http://www.biblio.com/details.php?dcx=110937157&aid=frg

William Weaver and Simonetta Puccini. The Puccini Companion . New York: W. W.
Norton, new edition, 2000.

A veritable buffet of Puccini topics, with chapters by most of the other authors from this
resource list. Simonetta is the composer’s granddaughter, founder of the Institute of Puccini
Studies, and curator of his letters.
http://www.amazon.com/Puccini-Companion-William-Weaver/dp/0393320529/ref=sr_1_1/103-5179340-
9651021 ?ie=UTF8&s=books&qid=1187880270&sr=8-1

Peter Southwell-Sander. Puccini (lllustrated Lives of the Great Composers). London:

Omnibus Press, 1996.

Lively writing style with engaging historical photos and drawings.
http://www.amazon.com/Puccini-lllustrated-Lives-Great-Composers/dp/0711927545/ref=sr_1_1/103-
5179340-9651021?ie=UTF8&s=books&qid=1187880291&sr=1-1

Note: there are dozens of DVDs available, some very good. These three are the work of such stars as
Pavarotti, Scotto, James Levine, Stratas, and Zefirelli.

Pavarotti, Scotto, Niska, Wixell, Plishka, Levine, Metropolitan Opera
(1977, first Pavarotti broadcast)
http://www.amazon.com/Puccini-Boheme-Pavarotti-Plishka-
Metropolitan/dp/B0007Q6PBK/ref=pd_bbs_sr_1/102-0418769-
8027333?ie=UTF8&s=dvd&qid=1187651502&sr=1-1

Franco Zeffirelli « James Levine - T. Stratas ¢ R. Scotto * J. Carreras « MET (1982)
http://www.amazon.com/Giacomo-Puccini-Zeffirelli-Stratas-Carreras/dp/6305079145/ref=sr 1 4/102-
0418769-8027333?ie=UTF8&s=dvd&qid=1187651502&sr=1-4

Mirella Freni, Gianni Raimondi, Adriana Martino, Rolando Panerai, Herbert von Karajan
(1965)
http://www.amazon.com/Puccini-Mirella-Raimondi-Adriana-Martino/dp/BO00F39MA6/ref=sr_1 5/102-
0418769-8027333?ie=UTF8&s=dvd&qid=1187651502&sr=1-5
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ACT |

Scene 1, Courtyard of Adina’s farm.

As the farm workers rest, Nemorino
admires Adina, who is reading. When she
laughs at her book, everyone asks her to
read aloud, and she shares the story of
Tristan and Isolde and their love potion.
All sing of the “perfection and rarity” of
such a potion.

A fanfare announces the arrival of Sgt.

Belcore and his platoon. Surveying the

women, Belcore offers Adina a bouquet of

flowers and proposes marriage, comparing himself to the ancient warriors Paris and Mars. As the women
laugh at his immodesty, Nemorino wishes he were as bold as Belcore. When Nemorino gets a moment
alone with Adina, he confesses his love, but she tells him she is too fickle for him. Adina suggests he put
his energy into caring for his ailing uncle, so that he not lose his bequest. Nemorino says that his
lovesickness is worse than his uncle’s ailments.

Scene 2, Village square.

Another fanfare announces the arrival of Dr. Dulcamara, who recites a long list of ills he can cure with his
potions. Nemorino asks if he has Isolde’s love potion. Marveling at Nemorino’s gullibility, Dulcamara sells
him a bottle of Bordeaux, assuring him that after 24 hours it will make all women love him. As Nemorino
drinks and instantly gets tipsy, Adina reappears and he confidently feigns indifference. Belcore repeats his
proposal, and Adina accepts. Belcore’s departure is moved earlier, and Adina, puzzled by Nemorino’s
behavior, agrees to marry Belcore that evening. Adina and Belcore go to find the notary, and Nemorino
goes to look for Dulcamara to buy more potion.

ACT Il

Scene 1, Adina’s farmhouse.

As the wedding festivities proceed, Adina and Dulcamara sing a duet about a woman who chooses a poor
gondolier over a rich senator. The notary arrives, and Adina delays, offended by Nemorino’s seeming
indifference. Nemorino arrives and asks Dulcamara for more potion. He raises the money to buy it by
enlisting in Belcore’s regiment, signing his military papers with an X.

Scene 2, Village square.

Giannetta and the village girls gossip about the death of Nemorino’s rich uncle, leaving Nemorino as his
sole heir. When Nemorino arrives, unaware of the news, the girls surround him attentively. He and
Dulcamara both attribute his attractiveness to the potion. Adina is jealous, but Dulcamara explains that
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Nemorino is so enamored of her that

he has sold his freedom to pay for
the elixir to win her. He offers her a
potion too, but she replies that her
glances, gestures, and smiles are
stronger than any potion.

Nemorino has noticed Adina’s
jealousy. He is so overwhelmed at
the sight of a tear in her eye that he
says he could just die at the
revelation that she truly loves him.

Adina returns and tells Nemorino that she has bought out his military contract because she loves him and
wants him to stay. Belcore returns, resigned to losing Adina to Nemorino. Dulcamara proclaims that his

potion has brought Nemorino both love and wealth. Dulcamara sells the rest of his stock to the villagers,
touting it as a cure for ogni difetto—"every defect’—and departs in a festive finale.

o " 0" 1" 1 8
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In his lifetime (November 29, 1797 - April 8, 1848),
Domenico Gaetano Maria Donizetti was very, very
famous. During the 1840s L’elisir d’'amore was the
most performed opera in Italy and 25% of all opera
performances in Italy were of Donizetti’'s works. His
four best-known operas are Lucia di Lammermoor,
Don Pasquale, and L’elisir d’amore, and La fille du
régiment. He wrote about seventy more: itis
impossible to count precisely because some were
revisions of earlier works.

Today Donizetti gets about half as many Google
hits as Mozart and Puccini. But his life story offers
connections to other composers, and to historic
Bostonians.

Among Italian opera composers, he was
contemporary with Rossini, Bellini (La sonnambula
and Norma are within a year of L’elisir d'amore),
and early Verdi. Like Rossini, he studied with Padre
Stanislao Mattei at Bologna. His works exemplify
the tuneful bel canto (“beautiful song”) style.

Donizetti was born on the same date (not the same year) as a handful of New England luminaries:
1607: John Harvard
1799: Amos Bronson Alcott, Transcendentalist and father of Louisa May Alcott
1832: Louisa May Alcott

Like Robert Schumann, Gian Carlo Menotti, George Gershwin, and Aaron Copland,
Donizetti was born to a non-musical family. He and his older brother Giuseppe
(1788-1856), who became chief of music for the Ottoman armies, were their
family’s first musicians.

Like Giovanni Pierluigi da Palestrina, he trained as a choirboy at Santa Maria

Maggiore in Rome. Unlike Palestrina, he did not have a good singing voice. His

teacher, leading opera composer Simon Mayr, kept him on as an outstanding
composition and theory student.

Like his own character Nemorino, he had a benefactress who bought his military exemption.
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Like Giuseppe Verdi, he married a patron’s daughter, and, like Verdi, he lost his wife and children to
disease.

Like Benjamin Britten and Gioachino Rossini, he wrote an opera about Queen Elizabeth:
Rossini: Elisabetta, regina d’Inghilterra, 1815
Donizetti: Elisabetta al castello di Kenilworth, 1829
Britten: Gloriana, 1953

Many of Donizetti’s opera have historical title characters, such
as Anna Bolena (1830), Enrico di Borgogna (“Henry of
Burgundy,” 1818), Maria Stuarda (1835), and Lucrezia Borgia
(1833). Like Verdi, he struggled with the censors in Naples and
recast some of his historical subjects.

Like Giacomo Meyerbeer, he wrote operas in French and
Italian. Meyerbeer also wrote several operas in German, while
Donizetti revised one grand opera (Dom Sébastien, roi de
Portugal, 1843) into German.

Like Frederick Delius, Hugo Wolf, Robert Schumann, Bedrich
Smetana, and Franz Schubert, he suffered and died from
syphilis.

Like most successful Italian opera composers, he was

published by Ricordi. Today Ricordi is issuing critical editions
of the complete works of Rossini, Verdi, and Donizetti.

222/ |
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L’elisir d’'amore is Boston Lyric Opera’s co-production with Fort Worth
Opera, Opera Colorado, and The San Francisco Opera. Stage
Director James Robinson spoke with Becky Lathrop, Director of
Marketing at Opera Colorado, about L’elisir d'amore. We thank them
for sharing this interview.

Describe the concept of the staging—what inspired y ou to set

the opera in middle-America in the 1910s? Doesthe  opera have

relevance to this period over others?

Elixir is a very simple story in so many ways and because of the

timelessness of that story, | did not feel it was important to keep it in

the original setting of a provincial Italian town. But simple stories are

often the most difficult to present to the public and often require the

hardest work. Having seen it done in a very traditional way a couple of times, | thought it might be possible
to make the situations and characters a little more vivid or relevant. We really had no concerns that
moving the period and location was going to be a jarring surprise. Instead, | think it gives a gentle “way in”
to further appreciating the plights of the characters, not unlike what we did with Abduction. Sometimes
giving an opera a very specific look or treatment can actually enhance the overall storytelling and | believe
this is the case with Elixir.

Talk about the ‘dynamic design team’ Allen Moyer, M arty Pakledinaz, Paul Palazzo, etc. and how
their talents have influenced the production.

Well, how can you find a better team than this? Allen has done a lot of work with me over the years
(Abduction, Carmen, La bohéme, Norma, etc.) and he is well-represented on Broadway with Grey Gardens
and Little Dog Laughed. Marty is simply the finest American costume designer out there and it's
impossible to list his amazing credits in the worlds of opera, Broadway, ballet, etc. And, of course, Paul is
a first-class lighting designer who has done terrific work all over the country. The most important thing
about this team is that each possesses a keen dramatic sense, a dramaturgical sense that works perfectly
for a project like this. Plus, in this particular approach to the opera, it's important to not just treat it like a
great opera but also a bit like a great work of music theatre. All along the design process we would say
things like: “Oh, it's like that moment in Oklahoma, wow, this is a bit like Music Man, isn’'t it?” So I'm
tremendously thrilled that these gentlemen are bringing their incredible talents to the production.

Elixir is a comedy with a variety of characters. Describ e what the characters represent and how

they evolve throughout the opera. Are there anyre  vealing arias that stand out to really define

specific moments?

As | said before, it's a pretty simple story: boy likes girl, boy lacks courage to talk to girl, boy seeks help,
and boy gets girl in the end. Of course, along the way are huge difficulties and comic situations that make
it the charming story that it is: we have a city slicker snake-oil salesman who comes to town and a macho
but ultimately not too bright soldier who catches the eye of the town beauty. You can see these
archetypical characters in any romantic comedy, particularly certain operas, so our job is to make the
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situations credible or at least serious. The thing about comedy is that you have to make the stakes seem
very high. In other words, great comedy is very serious business.

I’'m constantly amazed at the music and the dramatic writing in this piece. It's easy to dismiss Donizetti as
pretty lightweight stuff, but this piece is wonderfully detailed and sophisticated. It's hard to think of an aria
or a specific moment that stands out. For me, | am charmed as soon as the overture begins.

What elements of the characters were considered in casting the
roles? Have you done anything in particular to pre pare the
artists?

| tend to cast artists based on my experience with them or how | have
reacted to them in performance. Maria Kanyova is, quite simply, my
favorite singing actress and we have done a large body of work
together, ranging from comedy to serious drama. She is an incredibly
skilled artist and extremely versatile as a vocalist. | think the artists
know me well enough to trust me to put them in interesting situations.
There’s a lot of confidence on both sides.

Is there anything about Donizetti's operas that str ike you as

particularly challenging or exciting?

As | mentioned, | have a huge appreciation of his operas and of

Donizetti as a dramatist. The challenges put forth are more about

certain conventions in bel canto repertory that have to be addressed:

structure of arias, repetition of text, etc. But once you get beyond that and/or start speaking that language,
you find endless possibilities. For me, operas like Elixir, Lucia and Bellini's Norma are superior Italian
musical dramatic works and pieces that surpass most of the works of Verdi. | admire Verdi and don't think
he’s a bad composer, obviously, but he doesn’t always hit a home run (who does?) in the total arc of a
piece (although it's hard to find flaw in Traviata, Ballo, Falstaff, Rigoletto, Otello, etc.—the hits). | think
Donizetti also had an incredible comic sense that survives today. Elixir is very witty; Don Pasquale is both
funny and sad. So it's a pleasure to work on these operas. And | see a direct line from them to the great
musical comedy works of the American stage.

o " 0" 1" 1 8
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Nina Gilbert, BLO’s Education and Community Programs Manager, presents “Potions, Passions, and
Poisons,” a free lecture, at the Boston Public Library’s Tuesday Night at the Opera series on March 4 at
7pm. Here are some notes-in-progress for that talk: a working collection of facts, ideas and tangents.

Ancient thoughts on alcohol as potion

Horace writes in the first century BCE: “Wine...discloses secrets; ratifies and confirms our hopes; thrusts
the coward forth to battle; eases the anxious mind of its burden; instructs in arts.” The Bible treats wine
both as a commodity and as a symbol: a lesson about not putting new wine in old wineskins, a description
of the sour wine given to Jesus, and references to wine at feasts and to people “overcome with wine.”

Medieval potion recipes always included alcohol, though the flowers and herbs were considered the active
ingredients, not the alcohol.

Carl Van Doren notes that the Greeks and Romans forbade love philters: they were considered effective
and possibly harmful. Van Doren adds that the Poet Lucretius and the Emperor Caligula both died
accidentally from ostensible healing potions administered by their wives. Van Doren offers one medieval
recipe for a love potion: “blood of a red-haired person, tongues of vipers, and winged ants, macerated in
alcohol.”

Potions (love and other) in operas

Poisons and other bad potions almost always work. Love potions almost never
do—either they're fraudulent, or the people taking them haven’t thought through
the implications. Their malfunction may add a lesson to the plot, along the lines of
“You can’t fool Mother Nature.”

Composers treat operatic potions musically. Wagner assigns characteristic music
(leitmotifs) to them. Mozart, writing Bastien und Bastienne at the age of 12,
already knew to make the music stagger slightly as Bastien reacted to drinking a
phony love potion, so the audience would recognize that it was really wine. An
early opera (Cesti’'s Dori, 1657) considered poison vs. potion.

L'elisir d’'amore refers to the legend of Tristan and Iseult (not Wagner’s opera, which it predates by 26
years). Gilbert and Sullivan’s The Sorcerer parodies L’elisir slightly.

Love potions in literature/theatre

Misdelivered potions are a comic standard, from Shakespeare’s A Midsummer Night's Dream, where the
juice of “a little western flower” on people’s eyelids makes them love what they first see on waking, to
Broadway’s A Funny Thing Happened on the Way to the Forum. Shakespeare’s tragic Romeo and Juliet
also depends on misdelivered potions.
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1. L’elisir d’'amore is an entertaining story with simple characters—in the same spirit as The Abduction
from the Seraglio, and unlike, say, the deeper human characters of La bohéme.
Are there still ways in which we identify with them?
How does the human depth of the characters affect your response to an opera?

2. Stage director James Robinson told the Denver Post, “People always think that universal is general,
and universal isn't general—it's specific. We can relate to people if we view them specifically, if it's our
shared experience.” Thus he casts Nemorino as an ice cream vendor, for example, rather than just a
country boy in love.

Do you agree?
How is our relationship with these characters affected by knowing some details about them?

3. Most performances of L'elisir
d’amore keep the traditional
setting of a pastoral
nineteenth-century Basque or
Italian village. Some move the
village to the twentieth century,
and Glyndebourne this season
specifies olive groves. Our
early twentieth-century
Americana, however, is not the
only production with a
transplanted setting. France’s
Opéra national de Lyon offers
a DVD of a production by Frank Dunlop, starring Roberto Alagna and Angela Gheorghiu, that casts
Elisir in the 1920s—a production that reminded New York Times critic David Mermelstein of The Most
Happy Fella. England’s Opera North moved the story to a 1950s café and had Dr. Dulcamara arrive in
a balloon.
Where else could you imagine transplanting the story of L’elisir d'amore? What details would
change for the sake of your setting? What elements would remain the same?
What makes an opera work (or not) in a new setting?
Can you think of operas that should not be transplanted?

4. The elements of wealth and class are part of all four of Boston Lyric Opera’s productions this season,
with poverty and hunger motivating the plots of La bohéme and Hansel and Gretel, and nobles and
servants populating the world of The Abduction from the Seraglio.

How essential are those elements in L’elisir d’'amore?
Are the implications of wealth and class different to a Boston audience in 2007 from what they
were to the audience at the premiere in Milan in 18327
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L'elisir d'amore EMI Rosanna Carteri & Luigi Alva

http://www.amazon.com/exec/obidos/tg/detail/-/BO00002S6l/ref=ord cart _shr/104-
4396963-3684700?%5Fencoding=UTF8&mM=ATVPDKIKX0DER&v=glance

/

YouTube search for “Una furtiva lagrima”
http://www.youtube.com/results?search _guery=%22una+furtiva+lagrima%22&search=Search

“Una furtiva lagrima” is the most famous aria from L’elisir d’'amore, and it's a top aria in many tenors’
repertoire. It's also the turning point in the plot: Nemorino sees Adina’s “furtive tear” and everyone
realizes the story will end happily for all. This link accesses over 100 performances, from Enrico Caruso to
violinist Joshua Bell. In addition to renditions by Pavarotti, Carreras, Domingo, Juan Diego Florez, Mario
Lanza, John McCormack, Richard Tucker, Beniamino Gigli, Jan Peerce, Nicolai Gedda, Jerry Hadley, and
Tito Schipa, there are dozens of lesser-known and student singers, plus Tuna Universitaria do Minho, a
Portuguese guitar and mandolin ensemble.

http://www.dlib.indiana.edu/variations/scores/cav3018/large/index.html
L'elisir d’'amore full score, from the Indiana University Music Library.

http://www.dlib.indiana.edu/variations/scores/caw8891/large/index.html
L'elisir d’'amore piano-vocal score in Italian and English, from the Indiana University Music

Library

http://www.amazon.com/Donizetti-LElisir-dAmore-Luciano-Pavarotti/dp/B000787WZQ/ref=sr 1 9/104-
4396963-3684700?ie=UTF8&s=music&qid=1189988409&sr=1-9
A star-laden team: Pavarotti, Kathleen Battle, conductor James Levine, and director John

Copley
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Rocky Mountain News feature on our partner
production at Opera Colorado:

http://www.rockymountainnews.com/drmn/music/article/0,2792 DRMN 54 5337731,00.html

A wonderfully thorough article from February 8, 2007 by Marc Shulgold, including insider information on
the acquisition and retrofitting of a 1916 Model T Ford for Nemorino’s ice cream truck and a motorcycle for
Dr. Dulcamara.

Opera News featured L'elisir d’amore twice in 1949, around the Metropolitan
Opera’s production:

The January 31 issue includes “Elixirs of Love” by Carl Van Doren, “The Premiere of L’elisir d’'amore”
by Maryla Friedlaender, “A Furtive Glance at L'elisir d’'amore” by Max De Schauensee, about “Una
furtiva lagrima,” and “Operatic Philtres” by Jane Stedman.

The December 19 issue includes “Elixir of Love and Hope” by Frank Merkling, “Adina—100 Years Ago”
by Jane Phillips, “Operatic Prescriptions” by M. Eugenia Geib, and “L’elisir d’'amore, Opera of the
Week.” Merkling notes that L’elisir's “singable tunes” have endured over a century, and wonders about
a new Broadway musical, “How many songs from South Pacific will still be delighting audiences in
2049?"

Premium access to back issues of Opera News is available at http://www.metoperafamily.org/operanews/
*(

http://www.amazon.com/Donizetti-LElisir-DAmore-Gaetano/dp/B000001GD4/ref=sr_1 1/104-
4396963-3684700?ie=UTF8&s=music&qid=1189988409&sr=1-1

Pavarotti and Battle, James Levine and the Met, with 30-year-old Dawn Upshaw as
Giannetta.

http://www.amazon.com/Donizetti-LElisir-dAmore-Gaetano/dp/BOOOE6EGXW/ref=sr 1 3/102-
9834832-8820932?ie=UTF8&s=music&qid=1190219141&sr=1-3
Pavarotti’s first Elisir recording, with Joan Sutherland.
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ACT |

Belmonte, a Spanish nobleman, arrives at the Pasha’s cars on the Orient Express, about to depart from
Istanbul for Paris. He seeks his beloved Konstanze, his servant Pedrillo, and Konstanze’s servant Blonde,
all of whom have been captured by pirates and sold to the Pasha—Konstanze for the Pasha’s harem,
Blonde as a gift for the watchman Osmin, and Pedrillo as a servant.

Osmin storms off as Pedrillo comes to tell Belmonte that Konstanze is alive and faithful to him. Pedrillo
and Belmonte hide as Konstanze and the Pasha appear, greeted by a chorus of praise. The Pasha is
wooing Konstanze, and she replies that her heart is already taken.

Pedrillo presents Belmonte to the Pasha as an architect. All the good conspirators are inside the palace to
plan their escape, but Konstanze and Blonde do not yet know that Belmonte has arrived.

ACT Il

Osmin threatens Blonde, who resists and
challenges him. Konstanze continues to resist the
Pasha, saying she prefers torture or death.

Pedrillo tells Blonde, who tells Konstanze, that
Belmonte has arrived.

Pedrillo bolsters his courage with a battle song,
and then drugs Osmin with wine, as they sing
“Vivat Bacchus.”

Belmonte and Konstanze are reunited in a duet, then joined by Pedrillo and Blonde.

ACT Il

Pedrillo and Belmonte plan a classic escape involving ladders, windows, ceilings, train compartments, and
hallways, plus a serenade as a signal. At their first attempt, they are caught by Osmin and the guards and
turned over to the Pasha.

Belmonte tells the Pasha that he comes from a noble Spanish family. His father is the Commandant of
Oran—the Pasha’s worst enemy. Belmonte and Konstanze sing a passionate farewell duet, expecting the

Pasha to kill them both.

The Pasha decides to be lenient, to demonstrate that he is different from his enemy. To Osmin’s surprise
and disappointment, he frees Blonde as well as Belmonte and Konstanze.
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Wolfgang Amadeus Mozart prolific composer, child
prodigy, keyboard virtuoso

Leopold Mozart his father and teacher, violinist,
composer

Maria Anna Mozart his mother; dies while on tour with
him in Paris

Maria Anna (Nannerl) Mozart his sister, pianist; they
perform together as children

Constanze Weber [Mozart] his wife

Aloysia Weber the Weber daughter he first loves; she rejects him

Archbishop Schrattenbach of Salzburg  his supporter; donates to his 1763 tour
Archbishop Colloredo of Salzburg  his patron; grants his release in 1781

J. C. Bach his friend, famous composer, son of J.S. Bach

Joseph Haydn his friend, famous composer, fellow Freemason

Emanuel Schikaneder his friend, librettist of Die Zauberflote, first Papageno
Michael Puchberg his creditor, fellow Freemason

Lorenzo Da Ponte librettist of Le nozze di Figaro, Don Giovanni, Cosi fan tutte
Count Franz von Walsegg commissions his Requiem (see Mozart Myths)

Franz Xaver Sissmayr composer, his student and friend; completes his Requiem
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His Birth and Name

The last child of Leopold and Maria Anna Mozart was born January 27, 1756. A day later at a cathedral in
Salzburg they baptized him Johannes Chrysostomus Wolfgangus Theophilus Mozart: Johannes
Chrysostomus because January 27 was the feast day of St. John Chrysostom; Wolfgangus for his
mother’s father; and Theophilus for his godfather. Theophilus, a compound Greek word implying “devotee
of God,” is more commonly seen in its Latin translation, Amadeus.

Early Years on Tour
As a young boy, Mozart became well accustomed to frequent travel. A
considerable amount of his short life he spent away from home. At age 5
in Munich, he gave his first public performance. At 6 in Vienna, he played
on the keyboard for Empress Maria Theresa. According to his father, he
also jumped in her lap, hugged her around the neck and gave her a kiss.
In Paris a year later he had two pairs of sonatas for keyboard and violin
published. From France he went to London, where he made the
acquaintance of J. C. Bach.

These tours, organized by Leopold to put his son’s talent on display,
brought the prodigy and his family all over Europe. Everywhere Mozart
went he impressed with his ability to improvise and sightread. Aristocrats
rewarded the boy with gifts for performing. Royal families invited the
Mozarts to their palaces.

In 1769, Mozart and his father left for another tour, this time without
Maria Anna and Nannerl. They went to Italy so the 13-year-old boy could learn to write Italian opera. Twice
more they returned to the country in the following three years.

Mozart spent 1774-1777 in Salzburg before setting out again in search of new opportunities and better
employment. On this trip to Mannheim and Paris only his mother traveled along. Before the end of the
journey, she died. He returned to Salzburg alone.

Father and Son

In 1756, the year of Wolfgang'’s birth, Leopold’s treatise on violin technique was published. His career was
at a high point. A few years later, as Leopold gave music lessons to Nannerl, the elder of his two children
by six years, Wolfgang began to show signs of extraordinary abilities. At first Leopold organized
performances for Nannerl and Wolfgang together, but eventually he put all focus on his son. Leopold quit
composing and devoted himself entirely to nurturing Wolfgang’s genius. He became his son’s teacher not
just for music, but for all subjects.
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Even when Wolfgang was older, Leopold still tried to control him. Their relationship grew tense when
Leopold blamed Wolfgang for Maria Anna’s death in Paris. Leopold also disapproved of his son’s plan to
marry Constanze. Wolfgang especially angered his father by getting himself dismissed by Archbishop
Colloredo. By the time Wolfgang moved to Vienna in 1781, he and his father rarely corresponded.

Although they had grown apart, Leopold did visit his son and daughter-in-law in 1785. He must have been
proud when Haydn said to him, "I tell you before God as an honest man that your son is the greatest
composer known to me either in person or by reputation."

Mozart and the Webers

While on tour in 1777 with his mother in Mannheim, Mozart met the
Weber family and fell in love with the older daughter, Aloysia, who was
a singer. Mozart wrote to his father that he wanted to accompany her on
tour. Leopold was furious that his son was distracted by such thoughts
when he should have been composing, so he ordered him to leave
Mannheim and go to Paris.

In Vienna in 1781, after being released from his service to the
Archbishop, Mozart rented a room in a house owned by the Webers.
Aloysia was married by then, and Mozart soon became attracted to her
younger sister, Constanze. Despite Leopold’s protests, Mozart and
Constanze married on August 4, 1782.

Mozart's Letters

Much of what we know about Mozart is found in his letters. He frequently wrote letters because he spent
so many years away from home and family. The letters are a chronicle of his life, as well as a picture of his
personality.

In some letters, especially to Nannerl, he played games with language, writing upside down or intentionally
putting his words out of order. These letters display his playful side and offer insight into his creativity.

Many letters that Mozart wrote have been preserved, but we have few of the letters he received. Some
were lost, while others were destroyed by Constanze after Mozart’s death.

While composing The Abduction from the Seraglio, he wrote to his father (September 26, 1781), “Passions
must never be expressed to the point of exciting disgust, and...music, even in the most terrible situations,
must never offend the ear.”

Mozart and the Masons

Mozart was admitted to a Masonic Lodge in late 1784, and shortly after attained the rank of Master Mason.
Many of his friends, including Haydn and Schikaneder, were Masons. Also, he introduced his father to
Freemasonry and Leopold was accepted to his son’s lodge in 1785.
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Mozart was influenced by Masonic thought, as can be seen by his letter to his dying father. In it he
describes death as the “goal of our existence” and says that he had recently come to understand better
“this true and best friend of humankind.” He thanks his god for blessing him with this insight and then
writes to his father, “You know what | mean,” presumably a reference to their shared Masonic knowledge.
Mozart wrote Masonic cantatas and funeral music, in addition to Die Zauberflote (The Magic Flute), a
singspiel—comic opera with spoken dialogue—that is generally recognized for its Masonic symbols and
themes.

The Abduction from the Seraglio

The national singspiel company in Vienna, founded by Emperor Joseph Il and directed by Gottlieb
Stephanie the Younger, commissioned Mozart to set Stephanie’s adaptation of Belmont und Constanze
(subtitled Die Entfiihrung aus dem Serail). That libretto, by the Leipzig merchant Christoph Friedrich
Bretzner, had already been set by Johann Anton André. The new singspiel was to be premiered during a
visit by Grand Duke Paul Petrovich, who came to Vienna for secret negotiations about dividing the
Ottoman Empire between Austria and Russia.

The Duke’s visit was postponed, and the premiere was postponed further. Composing The Abduction from
the Seraglio filled most of the year of Mozart’s life between leaving the service of Archbishop Colloredo of
Salzburg and marrying Constanze.

During Mozart’s life, The Abduction from the Seraglio was his most popular work outside of Vienna.

Financial Struggles

Even when Mozart was composing some of what are now his most famous works, he struggled to find
financial stability. The Mozarts were far from destitute, however. Rather, they were incapable of living
within their means, and so they fell into debt. He taught lessons to supplement his income, and published
as often as possible to collect immediate payment. In 1787 he was appointed composer for dance music
for the Viennese court — an increase in salary, but hardly enough to relieve his debt. Mozart took loans
from his brother Freemason Michael Puchberg and then wrote him letters requesting more money,
suggesting his desperation. Mozart paid most of the loans back in his lifetime, and Constanze settled the
rest after his death.

Mozart’s Last Year

Mozart was at work on Die Zauberflote when a representative of Count Walsegg came to his home and
commissioned a Requiem from him. Walsegg’s wife had died February 14, 1791 and he wanted a piece
written in her honor. Mozart began sketching the Requiem, then stopped to compose an opera, La
clemenza di Tito (The Clemency of Titus), commissioned to celebrate the coronation of Leopold Il in
Prague.

Mozart was in Prague for the September premiere of the opera. He then traveled back home and resumed
work on the Requiem. He had been sick on this trip and his condition worsened once he returned to
Vienna. Mozart died in the night on December 5, 1791. The unfinished Requiem was eventually completed

by Stssmayr, his student.
—NMichael Chiappardi, Production Associate
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Did Mozart use an original storyline for =~ The Abduction from the Seraglio ?
No. Thirteen other Turkish-abduction operas predate The Abduction from the Seraglio, including Mozart’s
own unfinished Zaide. All thirteen roughly adhere to the following:

Cast
A European couple - A Turkish sultan
The European man’s manservant - The sultan’s harem guard

The European woman’s chambermaid

Plot

(1) The European woman and her chambermaid are abducted by Turkish pirates
and sold to the sultan.

(2) The sultan falls in love with the woman and unsuccessfully attempts to seduce
her.

(3) Meanwhile, the sultan’s harem guard has become infatuated with the woman’s
chambermaid.

(4) The European man tracks down his love’'s whereabouts, and fails in his attempt
to rescue her, being apprehended by the sultan instead.

(5) Allthe Europeans are convinced they will die a horrific death at the hands of the
sultan, who unexpectedly forgives them and sends them home.

Who are some other composers of Turkish-abduction o peras?
Jean-Phillippe Rameau: Le Turc généreux (“The Generous Turk,” Paris, 1735)
Christoph Willibald von Gluck: La Rencontre imprévue / Die Pilgrime von Mecca (“The Unexpected
Encounter’/“The Pilgrim from Mecca,” Vienna, 1764)
Joseph Haydn: L’incontro improvviso (“The Unexpected Encounter,” adapted from Gluck libretto,
Esterhaza, 1775)
Johann Anton André, Belmont und Constanze, oder die Entfuhrung aus dem Serail (“Belmont and
Constanze, or the Abduction from the Seraglio,” Berlin, 1781)

Why does the “Abduction Opera” reach such a fever p itch of popularity in the decades before
Mozart's version?

Mozart's Viennese contemporaries believed in the centuries-old stereotype of the violent Turk. The image
dated back to the Crusades and the fall of the Byzantine Empire, and was reinforced by the unsuccessful
Ottoman siege of Vienna in 1683. France, however, had diplomatic relations with the Turks. Their
connection inspired turquerie—lavish, exotic “Turkish” fashions that swept over Europe. In 1771, Austria
actually allied briefly with the Ottomans, and with France, to resist Russia.

How does Mozart's Abduction differ from André’s?
Mozart and his librettist Gottlieb Stephanie the Younger changed very little of André’s plot, and were
mostly interested in adding more music to the story.
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(1) The most glaring modification is at the end: Mozart's Pasha Selim forgives Belmonte despite the
fact that Belmonte is found to be the son of Pasha Selim’s worst enemy. This provides
significantly more dramatic punch than André’s version, where Belmonte turns out to be the
Pasha’s son.

(2) Unlike André, who had cast Pedrillo as a bass and Osmin as a tenor, Mozart's Pedrillo is a tenor
and his Osmin is a bass. Mozart's Osmin, as the only singing Turk and as the comic relief, is
highlighted by his different vocal range, increasing his comic potential.

(3) When the chorus sings in Mozart, we hear a full sound of men and women'’s voices. André’s
Janissary chorus was men-only.

If 18™-century perceptions of the Ottoman Empire are so e ssential to the composition of ~ The
Abduction , why is Boston Lyric Opera’s version set on the Or ient Express?

Just as the political climate between Europe and the Ottoman Empire influenced the creation of The
Abduction, our production re-imagines the work at a similarly crucial time in history. The 1920s dealt
heavily with the aftermath of the First World War, which also saw the end of the Ottoman Empire. To set
the opera on a train provides an opportunity for two cultures to meet—and clash—in close quarters.
Updating this opera to the present day would not work as seamlessly: in the 1920s, these two cultures
would have little prior familiarity with each other.

How did the Turkish obsession influence the compose rs’ musical choices?
The Turkish military band, or mehter, was originally used in the Ottoman Empire’s special military force,

the janissaries. The mehter first appeared in Europe in l7th-century Polish and Russian courts. The sound

of the original mehter was heavy on drums, cymbals, and shrill horns.

European composers of instrumental music, ballets, and operas attempted to imitate the percussive and
shrill nature of the mehter music. Only a little spice was added to European music—atfter all, composers
were still writing for European instruments and audiences. Sometimes referred to as the alla turca style,
this music included a march-like rhythm, dynamic contrasts, simple harmonies, and novel percussion
instruments (tambourine, triangle, cymbals), with piccolos evoking the shrill Turkish horns. Alla turca
music is usually in the keys of F, B-flat, D, or C, the easiest keys for the wind instruments.

What are other examples of “Turkish” or “Orientalis t” music by European composers?
Instrumental
Mozart: K219, “Turkish” violin concerto in A (1775)
Michael Haydn: Incidental music for Voltaire's Zaire (1777)
Mozart: K331, Piano Sonata in A, Rondo alla turca movement (1784)
Joseph Haydn: Symphony no. 100, “Military” (1794)

Opera
Bizet, Les pécheurs de perles (“The Pearl-Fishers,” Paris, 1863)
Verdi, Aida
Massenet, Thais
Richard Strauss, Salome
Puccini, Madama Butterfly and Turandot.
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How does Mozart imitate Turkish musicin ~ The Abduction from the Seraglio ?
Mozart chose C major as the predominant key of the entire opera; a full third of the opera occurs in C
major, including the show-stopping centerpiece aria, Martern aller Arten (“Torments unrelenting”).

Rhythmic percussion is particularly evident in the overture, which begins in C major. Repeated rhythmic
note patterns and sudden switches from a quiet dynamic to a more militaristic forte are quite common. Act |
also includes the “Chorus of the Janissaries,” which Mozart described to his father as “everything one
could wish a Janissary chorus to be...short and jolly; and written completely for the Viennese.” Mozart
gives different musical qualities to the Turkish and the European characters: there will be more lyricism in
the Europeans’ arias and vocal lines. Singspiel, with its spoken comic dialogue, is well-suited to the jolly
and more declamatory nature of the Turkish-style music.

Despite Mozart's imitation of Turkish music, The Abduction is undeniably Mozartean. Its florid passages
may have provoked Joseph Il of Austria to remark, “Too beautiful for our ears, my dear Mozart, and
monstrous many notes!” Mozart is reported to have replied, “Exactly as many notes as are necessary,

Your Majesty.” (See Mozart Myths)

Aside from music, what other Turkish cultural item swept Europe?
Coffee, imported by Venetian merchants to Italy from Constantinople in 1615. The
Catholic church sought to ban coffee due to its Turkish/Islamic origins. By the eighteenth
century, however, coffee had so permeated the fabric of everyday life in Europe that its
energizing effects served as muse to Voltaire, Balzac, and J. S. Bach, who composed a
“Coffee Cantata,” BWV 211.

-- Clare McNamara, Education Intern
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Mozart uses musical characterization to distinguish upper from lower class, and Turkish from
European.

Belmonte (Tenor) — Noble Belmonte’s music is lyrical and full of classic ornaments. Its smooth melodic
line is accompanied by pleasant harmonies and rhythms. Belmonte’s foil is the more forceful “Turkish”
chracter of Osmin. Mozart's comic heroes tend to be tenors.

Pedrillo (Tenor) — Pedrillo, a European servant, sings European folk-style music accompanied by plucked
strings.

Konstanze (Soprano) — Konstanze’s music is characterized by a loftiness of form and style, implying a
higher social and even moral status. Konstanze’s major aria comes at the moment in the plot where she is
at her most morally righteous as she resists the advances of the Pasha: she loves Belmonte and will not
let this love be violated. It is fitting, then, that her aria has a much more formal and intimidating sound in
the style of arias from more serious operas, such as Mozart's own ldomeneo (1781).

Blonde (Soprano) - Blonde’s music has a genuinely sweet quality to it. It lacks the formality of
Konstanze’s singing, as Blonde is Konstanze’s servant. Comical, appealing, and approachable, her music
provides a dynamic contrast in duets with the buffoon Osmin.

Osmin (Bass) — Osmin is the epitome of Mozart’s alla turca
(“Turkish style™) composition, especially since he is the only Turkish
character with significant singing. Mozart was careful to set Osmin’s
music in a way that highlighted the comedy of Osmin’s angry
moments. His music is much less lyrical than Belmonte’s, with a
rhythmic pulse and repeated sung notes.

Pasha Selim (spoken) — Music theorists and historians have come
up with some complicated explanations for the Pasha as a spoken
role, mixing everything from politics in Mozart's day to Turkish
stereotypes. The simplest explanation is that this is how the earlier
opera by André and Bretzner set the Pasha character. Mozart was
probably too much of a perfectionist for this to be a satisfactory
explanation, however. Perhaps by having the Pasha speak instead
of sing, Mozart avoided the question of how to compose for a
character who was upper-class yet Turkish.

— Clare McNamara, Education Intern

Boston Lyric Opera © 2007 48



3: 8

Wolfgang Amadeus Mozart is legendary. That is, while he was a real person, well-documented in many
sources, we can also find stories about him that are somewhat removed from fact.

Amadeus Myths The play and movie Amadeus started a fresh wave of Mozart mania—and popularized

the following myths about Mozart’s life:
Did Salieri kill Mozart? In real life, Salieri was not the jealous rival of Mozart and did not plot out
his demise—he was an esteemed musical colleague of Mozart’s who later taught music to Mozart’s
son. Toward the end of his life Salieri confessed to murdering Mozart—which might have been
believable had Salieri not been confined to an insane asylum at the time of his confession.
Did Salieri scare Mozart into writing his own Requi  em? The origin of the Requiem does have
an interesting story, but it does not involve a feverish obsession by Mozart with the ghost of his
father. Mozart was commissioned anonymously to compose the Requiem by intermediaries acting
for Franz Count of Walsegg, who hoped to pass it off as Walsegg's own work.
Was Mozart a silly, vulgar idiot with an annoying|  augh? Mozart had to retain a degree of
dignity when working at court and therefore could not have acted as he did in Amadeus. His
entertaining letters, however, do reveal that he was playful and wonderfully quick-witted. He could
sometimes have a vulgar sense of humor, but only showed that to his family and close friends—
and, accidentally, to us when we read his letters (see Resources). The laugh in Amadeus might be
based on his sister's comment, in a letter, that Wolfgang'’s laugh sounded like metal scraping glass.
Did Mozart write “too many notes”? Emperor Joseph II's reaction to Mozart's The Abduction
from the Seraglio in 1782 is...true! Or at least, widely believed to be so. The complete quote was,
“Too many notes, my dear Mozart, and too beautiful for our ears.” The Emperor may have been
echoing a sentiment felt by many regarding Mozart's music: that it was so complex and sublime
that it sometimes overwhelmed the senses of his eighteenth-century audience. Or he may have
said, “An extraordinary number of notes,” and been mistranslated from German.

How did Mozart die?
Nobody knows for certain how Mozart died. Theories include:
A sudden attack of rheumatic fever, from which he had often suffered as a child
Kidney failure
Trichinosis—a parasitic disease caused by undercooked pork
Fever and stroke caused by too much bloodletting
Mercury poisoning
What most people do agree on is that Mozart’s final illness came upon him suddenly and included fever
and rashes.

How poor was Mozart?

Mozart’s career is often romanticized today by the belief that Mozart lived in poverty and struggled
desperately to make ends meet with his compositions, unable even to afford a private funeral. In truth he
was well paid for his work but probably spent outside of his budget. He was given a small funeral service
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and buried in an unmarked grave—typical of Vienna at the time.

Was Mozart divinely inspired?

A forged letter describes how Mozart’s inspiration descended upon him as if from a lightning bolt from God,
and supports a common misconception that Mozart was able to compose music in his head and notate it
perfectly afterwards. This myth both belittles Mozart's struggles and efforts as a composer, and gives
undue importance to a skill that many composers have. In truth Mozart did have an uncanny ability to hear
music in his head and write it down perfectly—probably more so than most composers—but that is not to
say that he did not have to work through multiple drafts. In the 1790s Constanze burned all of her late
husband’s working drafts of completed works, further perpetuating this myth.

What did Mozart look like?

One of the most common This 1763 painting really
paintings believed to be of a is of Mozart, at age six,
young Mozart is actually of probably by Pietro

his friend, Count Karl Antonio Lorenzoni.

Firmian, by Thaddaus
Helbling in 1767.

Perhaps the most However, Doris Stock’s
recognizable image of 1789 drawing is a less
Mozart is this 1782 idealized, yet some say
unfinished portrait by his more accurate, depiction
brother-in-law Joseph of the musical genius.

Lange. Itis a popular

painting because of the
introspection it depicts as
Mozart contemplates his music.

What didn’t Mozart write?

Quirino Gasparini’s sacred choral piece Adoramus te was erroneously attributed to Mozart for many years.
Mozart met Gasparini, who was music director of the cathedral in Turin, when he visited that city during his
European tour as a child. Mozart’s father admired Gasparini’'s piece and copied it down, and the work later
got mixed in with Mozart's own collection.

Do you have a Mozart Myth that we haven't mentioned here? Email us at education@blo.org and
we might include it in a future study guide!

—Pamela Feo, 2006-2007 Education Intern
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Seraglio, meaning harem, comes from the Turkish serai, meaning “lodging” or “palace.” Other Turkish
words have migrated into English too. Most are names of foods, and some are conspicuously exotic, but a
few are surprisingly commonplace English words. We hope the list below enjoys the same status in your
vocabulary as borrowed words from other languages—such as bagel (borrowed from Yiddish as recently
as 1932) and je ne sais quoi (which has been used in English since 1656).

baklava lavash
bergamot lilac
bouzouki macramé
bridge (the card game; bir-uc means meze
“one-three,” because one hand, the minaret
dummy, is exposed and three held hidden) odalisque
caft.an paprika
caviar (khavyar in Turkish, borrowed from pastrami (via Yiddish)
It?]"an)' f he Turkish hri pilat
chagrin (from the Turkish saghri,
meaﬁing “r(ump of a horse,” na?nely the Sh,erbet
rough skin used for filing and polishing) shish kebab
coffee talisman
dervish tandoor (also “tandour”)
dolma (meaning “fil") tulip
dolman (capelike sleeve, named for a turban
Turkish garment) tzatz”_(i
doner kebab vampire
yogurt

jackal

How we found these: we searched oed.com (Oxford English Dictionary) for entries where the word
“Turkish” appears in the etymology, and then refined that list. Some of those words are also listed at
www.krysstal.com/borrow_turkish.html, a website with information on several topics from eclipses to
soccer.
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The Abduction from the Seraglio
Deutsche Grammophon; Rolf Boysen, Fritz Wunderlich & Erika Koth

http://www.amazon.com/dp/B0000241G3?tag=boslyrope-

20&camp=14573&creative=327641&linkCode=as1&creativeASIN=B0000241G3&adid=1BPYQF6BWEC

VSXO0GCWY3&

Janissary band music (mp3), from the Turkish ministry of culture:
www.discoverturkey.com/english/kultursanat/muzik-14.html
Nothing we can tell you about Turkish music says it quite as loud-and-clear as these sound clips.

Mozart Project Abduction page, with history, synopsis,
and sound clips
www.mozartproject.org/compositions/k_384___.html

Full orchestral score in German:
www.dlib.indiana.edu/variations/scores/baj3789/large/index.html

The same orchestral score as a single document (294 pages) to download from the
International Music Score Library Project:

http://imslp.org/index.php?title=Die_Entfiihrung_aus dem_ Serail%2C K.384 %28Mozart%2C Wolfga

ng_Amadeus%29

Libretto in German:
http://opera.stanford.edu/iu/libretti/entfuehr.htm

Libretto in English:
www.opera-guide.ch/libretto.php?id=246&uilang=de&lang=en
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YouTube searches:

“Entfuhrung aus dem Serail”
www.youtube.com/results?search query=%22entfuhrung%20aus%20dem%20serail%22&search=Search

"Entfihrung aus dem serail" (with U instead of u)
www.youtube.com/results?search _guery=%22entfiihrung+aus+dem-+serail%22&search=Search

“Abduction from the Seraglio”
www.youtube.com/results?search query=%22Abduction+from+the+seraglio%22&search=Search

You can travel on the actual Orient Express —or buy stock in it!
www.orient-express.com/web/luxury/luxury travel.jsp

Scott Cantrell, “Abduction on the Orient Express: the transcontinent al
journey of a Mozart masterpiece .” Opera News, 1/1/2003

W. Daniel Wilson, “Turks on the Eighteenth-Century Operatic Stage and European Political, Military,
and Cultural History ,” Eighteenth-Century Life, 2 (1985): 79-92.

Donal Henahan, “Rest in Peace, Salieri, No One Killed Mozart " (New
York Times, November 11, 1984).
guery.nytimes.com/gst/fullpage.html?res=9DODE3DC1039F932A25752
C1A962948260&sec=health&spon=&pagewanted=print
Conspiracy theories are debunked by this article, which provides evidence that illness—not murder—was
the cause of Mozart's death.
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Robert Spaethling, Mozart's Letters, Mozart’s Life . (New York: W. W. Norton, 2005)
Mozart's revealing letters lend insight into his personality and his relationships with family,
friends and employers. A beautiful new translation!
http://www.amazon.com/Mozarts-Letters-Life-Selected/dp/0393047199

Thomas Bauman, Die Entfihrung aus dem Serail , Cambridge Opera Handbooks

(Cambridge University Press, 1987)
http://www.cambridge.org/us/catalogue/catalogue.asp?isbn=0521310601

(@™

Bavarian State Opera (1980), with Edita Gruberova, Reri Grist, and Martti Talvela, conducted

by Karl B6hm
www.amazon.com/Mozart-Entfuhrung-Serail-Abduction-Seraglio/dp/B0009I8PHS/ref=pd_rhf p 1/102-
0418769-8027333?ie=UTF8&(id=1191366360&sr=1-2

Bavarian State Opera Chorus and Orchestra, 1966

A classic recording (1987) by Georg Solti and the Vienna Philharmonic, including
Kathleen Battle as Blonde.
www.amazon.com/Mozart-Entfuhrung-Serail-Chorus-Vienna/dp/B0000041RT/ref=sr_1_6/102-
0418769-8027333?ie=UTF8&s=music&qid=1191366007&sr=1-6
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1. Do you identify with any of the characters in The Abduction from the Seraglio?
If not with an entire character, perhaps with some traits?
Some Mozart operas include a character that represents Mozart himself -- some see him in
Cherubino (The Marriage of Figaro) or Leporello (Don Giovanni). Do you think Mozart
identified with any character(s) in The Abduction from the Seraglio?
How would Mozart’s eighteenth-century audience have identified with, or related to, the various
characters?

2. The elements of race, class, and gender are prominent in The Abduction from the Seraglio.
Characters are clearly European or Turkish, upper- or lower-class, and (of course!) male or female.
Are the women strong individuals, or symbols of their race, class, and gender?
How essential are the contrasts of race, class, and gender to the drama?

3. The Abduction from the Seraglio is staged every summer at the Topkapi Sarayi (Topkapi Palace,
the original Seraglio) in Istanbul, Turkey. How would the experience of Abduction feel in that
venue, with an audience of Turks and tourists? According to Yekta Kara, chairwoman and general
art director of the Istanbul State Opera and Ballet, Abduction “celebrates the tolerance and
magnanimity of Turks,” because the Pasha releases Konstanze to marry the son of his enemy.

4. The Orient Express setting of The Abduction from the Seraglio is Boston Lyric Opera’s co-
production with Houston Grand Opera, Opera Colorado, Lyric Opera of Kansas City, Minnesota
Opera and Opera Pacific. It has also been produced at Florida Grand Opera and Portland Opera.
Clearly it's not a one-time experiment! What do you think Mozart would think of the transplant?
How would you explain it to him?

5. The Abduction from the Seraglio is a singspiel—essentially a musical theatre work, with spoken
dialogue. Georges Bizet's Carmen was also originally set with spoken dialogue, later adapted as
recitative by Ernest Guiraud. As far as we know, no one has attempted this with The Abduction
from the Seraglio. How essential is the use of speech to The Abduction from the Seraglio? How
would the opera be different if everything were sung?

o " 0" 1" 1 8
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What is opera?

Opera is a story told through song. It is actually a combination of art forms using words, music, art, drama,
and dance. Many famous stories have been made into operas, including Cleopatra, Hansel and Gretel,
and Romeo and Juliet.

How did opera get started?

The concept of opera was developing many years before the first opera was
written. Its beginnings can be traced to the ancient Greeks. They fused poetry
and music, creating plays that incorporate song, spoken language and dance,
accompanied by strings or wind instruments.

In the 1100s the early Christian church set religious stories to music, a style
known as liturgical drama. The first true opera, Daphne, was composed by
Jacopo Peri (1561-1633). It told the story of a Greek myth. The first great
composer of opera was Claudio Monteverdi (1567-1643). Some of his operas
are still performed today.

Why do many people associate opera with Italy?

Italy was the first country where opera became popular. It was the
homeland of Jacopo Peri and Claudio Monteverdi. In time this exciting
form of entertainment spread to the rest of Europe. France and Germany
joined Italy as the principal opera producers. Eventually opera came to
reflect the stories and musical styles of each of these countries.

Who went to the opera?
Everyonel

What are the different styles of opera?

Bel canto This Italian phrase means “beautiful singing.” These operas grew from
a style of singing emphasizing long phrases, breath control and
flexibility in singing both loudly and softly. Because the voice is
considered the most expressive element, the words are often
secondary. Composer Gaetano Donizetti is an example of this style.

Grand opera Spectacular opera. It is performed with elaborate sets and costumes.
Many people are needed to make it happen. Grand opera always
involves royalty, heroism, an elaborate ballet scene, and is often long.
Composer Jules Massenet wrote opera in this style.

Opera seria Serious opera. These stories are often tragic, and typically involve
heroes and kings or ancient myths and gods. Some of Mozart's
operas are in this style.

Opera buffa Comic opera, sung in ltalian. The characters who supply the jokes
represent the working class, such as maids, peasants, or servants.
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These operas usually end with a happy lesson and with the antagonist
defeated. Gioachino Rossini composed in this style.

Singspiel Singspiel evolved in German speaking countries out of the comic opera
tradition. It includes both elements of comic opera (funny, working
class characters), spoken dialogue interjected among the sung
phrases, and often incorporates an exotic or fanciful theme. Mozart's
The Abduction from the Seraglio is an example of this style.

Music drama A style of opera that is created by a single artist who writes both the
text and the music to advance the drama. Composer Richard Wagner
(1813-1883) defined this style.

What is the difference between opera and music thea  tre?

Music theatre is an American art form that grew out of the rich music and theatre traditions of Europe. The
main difference between these two forms is in the musical language: opera is composed in a classical
style, while music theatre is composed in a popular and/or jazz style. Also, opera is usually completely
sung while music theatre contains spoken dialogue and songs. The differences can be difficult to
distinguish. Most often, the composer of the work specifies whether it will be opera or music theatre.

Opera is alive and well!

Even today opera composers adhere to the Greek tradition of fusing poetry and music. The subject matter
of operas has evolved to include contemporary plays, biographies and folk tales. There will always be a
place for beautiful music, great drama, and the very best of storytelling.
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A score is the blueprint to an opera. It consists of the words, music, stage directions, and often
performance notes for the entire show. An opera score is often divided into sections. It begins with the
overture, followed by one to five acts, and one or more intermissions. Each act may be divided into
scenes. The scenes are comprised of recitatives, arias, duets, larger ensembles and choruses.

Listen to this ...

... The William Tell Overture by Gioachino Rossini is a great example of a popular
opera overture. A recording of this overture can be found at the Boston Public Library.
(Call number M1000.R57 z6 1982x) Visit www.bpl.org for additional resources.

Overture

Act

Intermission

Recitative
(ress-it-uh-TEEV)
Aria

(AR-ee-uh)

Duet

Trio

Ensemble

Chorus

Musical introduction played by the orchestra that sometimes consists of excerpts
from major pieces in the opera.

A grouping of scenes with a common theme, such as a specific time or place.
Most operas consist of one to five acts.

A break between acts. This provides an opportunity for the audience to stretch
and the performers to relax.

Speech-like singing that advances the plot. It fills the spaces between the arias,
duets, or choruses.

A musical piece sung by one character. Arias allow singers to demonstrate their
vocal skills while reflecting on one emotion.

A musical piece sung by two people.

A musical piece sung by three people.

A musical piece sung by five to nine people.

A song sung by a group of people. The chorus may sing on stage or off stage.

Listen to this ...
...A fine introduction to the great opera arias is The Greatest Opera Show on Earth on
CD at the Boston Public Library. (Call number M1506.G741997x) Visit www.bpl.org.
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Opera is created by a composer who writes the music, and a librettist who writes the words. Most operas
are composed in European languages—mainly Italian, German, French, Russian, and English.

Did you know?

Today many opera companies in the United States project surtitles on screens above or beside the stage. They
are English translations of the opera designed specifically for the convenience of patrons unfamiliar with the
language in which the opera was composed.

The Composer

The composer has a historically important role in Western culture. Both the nobility
and the Church respected musicians, and thus provided for the care and livelihood
of artists throughout the latter part of the 18th century. Although artists benefited
from the personal security of the patronage system, most did not have the freedom
to choose the subject or style of their compositions. It was not until the end of the
1700s that the patronage system declined. The rise of the consumer class allowed
composers to write music that could be published and sold to the public. The result
was an explosion of creativity, in both style and subject, throughout Europe.

Did you know?

The composer Richard Wagner (VAHG-ner) revolutionized the idea of the libretto. His strong literary background
prompted him to write all the texts to his music dramas. In addition, he took control of all aspects of the
production, including set and costume design, music and stage direction. By unifying music and drama he
demonstrated that drama, complemented by music and visual art, is among the greatest art forms.

Some renowned composers who emerged as masters of the opera art form are:

Composer Famous Operas

Mozart, Wolfgang Amadeus (1756-1791) Don Giovanni, The Magic Flute, The Marriage of Figaro
Donizetti, Gaetano (1797-1848) The Daughter of the Regiment, Don Pasquale

Rossini, Gioacchino (1792-1868) The Barber of Seville, William Tell

Verdi, Giuseppe (1813-1901) La traviata, Don Carlos, Nabucco

Wagner, Richard (1813-1883) The Ring Cycle, Tristan und Isolde

Bizet, Georges (1838-1875) Carmen

Puccini, Giacomo (1858-1924) La bohéeme, Madama Butterfly, Turandot

Strauss, Richard (1864-1949) Salome, Elektra

The Librettist

The librettist creates or adapts a story so that it can be sung. The stories adapted for opera were usually
taken from historical events, myths, or poems or plays. Composers often had favorite librettists with whom
they worked regularly. Perhaps the most well-known librettist is Lorenzo da Ponte (1749-1838) who
collaborated with Mozart on three of his most popular operas: The Marriage of Figaro, Don Giovanni, and

Cosi fan tutte.
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More information about some of the composers who defined and redefined the opera world ...

Wolfgang Amadeus Mozart (1756-1791)

Don Giovanni, The Marriage of Figaro, Cosi fan tutte

Mozart was a child prodigy who toured throughout Europe, performing and
composing. When he was just 8 years old, his first compositions were published.
Mozart served in a number of royal and papal courts, but was inclined to insist on
freedom when composing. He was a prolific composer, completing more than 20
operas and countless chamber pieces, concertos and choral works.

Gaetano Donizetti (1797-1848)
Lucie de Lammermoor, The Daughter of the Regiment
Donizetti contributed to both serious opera and comic opera. He was trained as a
singer and keyboardist, though his teachers noted Donizetti’'s sharp ear but poor
voice. He was a hard worker, composing over 30 operas before one, Anna Bolena,
became famous. Donizetti achieved success in the Paris Opera house, eventually
composing over 65 operas, though only a handful are performed today. After
suffering from physical and mental paralysis, he died in 1848.

Gioachino Rossini (1792-1868)
The Barber of Seville, Otello

Born to musician parents, Rossini is most noted for transforming Italian opera from

an aging style, as well as developing both French and German opera traditions.

Rossini was a great lyric composer, always grateful for and attentive to the singer.

In all, he composed 39 operas in 19 years, most meeting with great success. He
battled with illness from the 1840s until his death in 1868.

Giuseppe Verdi (1813-1901)
La traviata, Don Carlos, Nabucco, Rigoletto
Verdi’s music education is largely described as “self-taught,” the result of private
study with various composers, as opposed to formal study at the conservatory. In
1839, his first opera premiered at the most famous theatre in Italy, La Scala. He was
immediately commissioned to compose three more operas, and he began a rigorous
schedule of composing an opera every nine months. His pace eventually slowed,
though the importance of his work did not falter. In all, Verdi composed twenty-seven
operas; at the time of his death, he was regarded as a cultural institution.
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Richard Wagner (1813-1883)
The Ring Cycle, Tristan und Isolde
Wagner is responsible for revolutionizing opera in the 19th century. He was a
scholar and composer with a strong literary background, and an appetite for
political revolution. In fact, he fled to Switzerland in 1848, shunned by his
native Germany. Wagner’s contribution to the opera world is dramatic—he was
the first to describe his works as “music dramas,” focusing on drama through
music. He wrote the words, he designed the set, he created musical idioms for
characters, and he created an orchestra that could tell the story on its own.
Wagner’s principle music drama is a cycle of four works called The Ring Cycle,
which takes several days to perform.

Georges Bizet (1838-1875)
Carmen
Bizet was a child piano prodigy, admitted to the Paris Conservatory at the age
of 10. Though his short career is marked by many incomplete works, his
crowning achievement is Carmen, one of the best known operas of all time.
Bizet experimented in a musical movement termed exoticism, that is, a
fascination with Asian and Spanish music and themes. Carmen is a result of
this movement. The opera was shunned by Paris audiences for its risqué
themes, but was quickly revered when Bizet died of a heart attack, three
months following the premiere.

Giacomo Puccini (1858-1924)

La bohéme, Tosca, Madama Butterfly, Turandot

Puccini had an early music education and proceeded on to the Milan
Conservatory. He fell in love with opera and decided to pursue a career in opera
composition. He soon soared to success, playing with the musical movement of
his time, verismo, or simply, realism. Elements of this style, which includes
unrestrained emotion and drama, violence, and the lower class, are apparent in
both La bohéme and Tosca. Puccini is regarded as the greatest Italian
composer of his time.

Richard Strauss (1864-1949)
Salome, Elektra
From his early years, the well-educated and financially stable Strauss absorbed
the musical environment that surrounded him. He was deeply affected by
Wagner’s Tristan und Isolde, and this influence is evident in Strauss’ own
compositions. Strauss composed in both the raw, expressionist style of the
early 20th century and the lighter, more Romantic style of his later operas. In
all, he wrote 14 operas, and died peacefully in his home at the age of 85.
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Once an opera is created, a team of artists begins the process of transforming the words and music into a
visual spectacle. These artists are called directors and designers. Their role is essential in interpreting the
intentions of the composer and librettist.

The directors and designers develop an opera’s visual concept by first identifying the key themes. Then
they engage in extensive research on the historical context for the work, including the clothing of the period
and the culture of the society. Sometimes directors and designers choose to stay true to the history and
setting of the work. Other times they elect to change the location or historical period of an opera. Either
way, they are required to make countless decisions about everything from costumes to sets to the action
on the stage.

Roles of the Artistic Team

The Stage Director is responsible for the action on the stage. This is accomplished by working with the
singers for weeks before the performances, directing their movements and developing their individual
characters.

The Music Director , also known as the
conductor , interprets the music of the opera
and rehearses it with the singers and the
orchestra. During rehearsal the music is
shaped to express different moods of the opera.
For example, the conductor decides how fast or
slow (tempo) and how loudly and softly
(dynamics) the music is played.

The Set Designer designs the scenery for the
opera.

Did you know?
Both the costume and lighting design are closely tied to the designs of the scenery. For example, when
we see an opera set in the 17" century, the costumes will need to reflect that period.

The Lighting Designer manipulates the
lights to create effects which help set the
mood and complement the action on stage.

The Costume Designer creates the clothes
that the singers will wear on stage.

The Choreographer is responsible for

creating and directing any dancing that takes
place in the opera.
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On the stage

Most likely, singers are the first people we imagine when we think of opera.
In fact, in the Italian tradition, singers were held in the highest esteem.
Remember the bel canto style discussed in the Opera at a Glance section?
This style of opera was totally devoted to the vocalist.

Training

Opera singers are specially trained, like a type of athlete. They must acquire
skill in controlling the flow of air, which means developing abdominal muscles
and good lung capacity. Many singers attend a college music school or
conservatory. There they study their craft and practice technique—including
breath control, vowel production, and diction.

A singer must also study multiple languages, literature, and history. In
addition, singers must have knowledge about an opera’s composer and
librettist, as well as an understanding of the reason for its creation. Then they
can begin the process of practicing the piece.

Try this ...
Find the singing muscle! Place one hand on your belly and laugh. The muscle that is moving is the
diaphragm. It controls the flow of air.

The Types of Singers

Soprano Female singer with a high voice.

Mezzo-soprano Italian term meaning “middle soprano.” Woman with a voice slightly lower than a
soprano.

Tenor Male singer with a high voice.

Baritone Mid-range male singer who sings some high notes and some low notes.

Bass A male singer with a low voice.

Did you know?
The term alto is usually used to refer to a woman who sings in the mid to low range. This term is used in
choral singing but not when referring to opera singers.

There are variations on each voice category. The most common are:
Coloratura soprano Female singer with a very high voice who is capable of performing fast-moving

notes with ease.

Contralto Rare female singer who can sing very low notes.

Countertenor Male singer who can sing in a woman'’s voice range. Men are able to sing in
falsetto, a style of singing that allows them to reach almost all the notes that
women can reach. A countertenor has developed this style of singing so that he is
able to sing in this manner naturally.

Bass-Baritone Type of male singer who can sing high notes and low notes with ease.
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Did you know?

Women singers did not appear on stage until the late 1700s. Until that time, men played all the female
roles.

Other People on the Stage
Supernumeraries  “Supers” are actors who perform a number of functions. They fill stage space during

large crowd scenes, handle props, and sometimes dance. “Supers” do not sing but
are essential to the opera.

Down Below: The Orchestra

Orchestra The orchestra is a group of instrumentalists who accompany the singers. The
orchestra performs in a pit, the sunken area in front of the stage.

Keeping it Together: The Conductor

Conductor The conductor has the task of unifying the singers and orchestra. Since the orchestra
and the singers cannot see one another, conductors are charged with directing all
musicians. With the use of their hands they provide tempo, volume, and other
expressive elements of the music.

Behind the Scenes
While all the action is happening on stage, some very important people are orchestrating all the action
backstage. They are the production crew, and this is what they do:

The Stage Manager leads the crew and directs all the action that happens backstage. Stage Managers
direct scene changes, artists’ entrances and exits, sound/light changes, curtain movement and all other
activities that make the opera run smoothly. Their job requires great leadership and quick decision
making.

A crew of stage hands work in synchrony with the Stage Manager. They move scenery and set props
(short for “properties”), which are objects used in the scene. The Props Supervisor makes sure that all
props are placed appropriately and are available when the singers need them. The Wardrobe Supervisor
oversees the costumes and attends to last minute fittings and repairs. The Wardrobe Supervisor may be
assisted by dressers , who help with fast costume changes.

The Makeup Artist assists singers with dramatic stage makeup that must be applied in order for their
features to be seen from the back of the theatre.

Not all crew members work backstage. The Sound Engineer , working from a table in the rear of the
theatre, operates the microphones and adjusts the sound. The Master Electrician , also working in a
booth in the rear of the theatre, directs the positioning of the lights and then operates the lights during a
show. Both need to be in the audience to hear and see what is happening onstage.

Did you know?

Professional opera singers are expected to project their voices into large theaters without any
amplification.

The rehearsal pianist accompanies the artists as they rehearse the opera. This job also entails serving as
a coach, assisting the artists with language and musical preparation.

As we can see, the production of a fully staged professional opera requires the commitment of many
people willing and able to work together.
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Act

Aria
Baritone
Bass

Bel canto

Choreographer

Chorus

Coach

Coloratura soprano

Composer

Conductor

Contralto
Costume Ddesigner

Countertenor

Diction
Dresser
Duet
Dynamics

Ensemble

A group of scenes, usually related by a passage of time or a place.
A musical piece sung by one character that describes an emotion.
The middle male voice.
The lowest male voice.

An ltalian style of opera that emphasizes the voice and beautiful singing as the
most expressive element in opera.

Directs and designs dance scenes.

A musical piece sung by a large group of people (usually men and women of all
voice types).

Assists artists with musical and language preparation.

Female singers with a high voice and the ability to perform fast moving notes in
the extreme high range.

The artist who writes the music of the opera.

Interprets the music of the opera; keeps the singers and the orchestra together
during the performance.

A female singer who can sing very low notes.
Designs the clothes for the opera.

A male singer with a highly developed falsetto; able to produce and sustain notes
in a woman’s range.

The process of proper enunciation and communication of text.
Assists with quick costume changes.

A musical piece sung by two characters.

How loudly or softly a piece is performed.

A musical piece sung by five to nine people.
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Falsetto

Grand opera

Intermission

Librettist

Lighting designer

Makeup artist

Master electrician

Mezzo-soprano

Music director

Music drama

Opera

Opera buffa

Opera seria

Orchestra

Orchestra pit

Overture

Production crew

Props

(short for “properties”)

Props supervisor

The term giving to a male singing in the female voice range.

A lengthy style of opera favored by the French involving royalty and heroism, and
containing a ballet.

A break between acts that allows the audience and the singers to rest.

The artist who writes the words of the opera.

Develops lighting scheme for the opera.

Applies the stage makeup on singers and actors.

Directs positions of lights and operates lights during the performance.

Middle female voice.

Oversees all musical aspects of an opera company, from providing input on the
selection of an opera season to the casting of singers; helps to ensure the quality
of the orchestra and the chorus; and often conducts one or more operas per

season (see Conductor ).

Music and text created by a single artist and developed into an onstage
production.

A story that is told through singing, acting, and sometimes dance.

Comic opera that involves the working class—maids, peasants, and servants.
Tragic opera that involves a hero, a villain, and usually ends sadly.
Instrumentalists who perform with the singers.

The sunken area in front of the stage where the orchestra is located.

Musical introduction played by the orchestra that sometimes includes excerpts
from the major pieces of the opera.

The team behind the scenes that handles sets, props, lights, costumes, and
makeup.

Objects used by characters onstage; they may be hand-held or part of the
scenery, such as furniture.

Secures and maintains all props.
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Recitative
Rehearsal pianist

Score

Set (Scenery)
Set designer

Singspiel

Soprano

Sound engineer
Stage director
Stage hands

Stage manager

Supernumeraries

Supertitles (or surtitles)

Technique

Tempo
Tenor
Trio

Wardrobe supervisor

Fast, speech-like musical phrases that advance the action of the plot.
Accompanies artists during rehearsal period.

Collection of music, words, stage directions and sometime performance notes
that is the blueprint for opera.

The background for the opera that helps establish a setting or location.
Designs the scenery for the opera.

Opera originating in Germany and Austria that includes spoken dialogue and
simpler songs.

A high female voice.

Operates the microphones and adjusts sound in the theatre.
Responsible for directing the action on the stage.

Crew members who assist with changing scenery and props.

Coordinates all the action backstage including scene changes, exits and
entrances, and curtain movement.

Actors who do not sing, but move about the stage, handling props, or otherwise
contributing to the action.

English translations of the opera text, usually projected over or next to the stage.

The physical functions that a singer utilizes while singing, including breath control,
vowel production, and diction.

How fast or slow a piece is performed.
The highest male voice.
A musical piece sung by three people.

Oversees costumes, fittings and repairs, and maintenance.
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The NPR Curious Listener’'s Guide to
Opera

by William Berger;

Published by Berkeley Publishing Group,
2002

Prima Donna: A History
by Rupert Christiansen;
Published by The Bodley Head, 1984

A Song of Love and Death: The Meaning
of Opera

by Peter Conrad;

Published by Poseidon Press, 1987

Getting Opera: A Guide for the Cultured
but Confused

by Matt Dobkin

Published by Pocket Books, 2000

The Viking Opera Guide
edited by Amanda Holden
London: Viking, 1993

Demented
by Ethan Mordden
Published by Franklin Watts, 1984

*( 78

The Splendid Art of Opera
by Ethan Mordden
Published by Methuen, 1980

The Oxford lllustrated History of Opera
edited by Roger Parker
Published by Oxford University Press, 1994

Opera 101: A Complete Guide to Learning
and Loving Opera

by Fred Plotkin

Published by Hyperion Books, 1994

Bravo! A Guide to Opera for the Perplexed
by Barrymore Laurence Scherer
Published by Dutton, 1996

100 Great Operas and Their Stories
by Henry W. Simon
Published by Random House, 1989

Opera (Eyewitness Companions)
by Alan Riding and Leslie Dunton-Downer
Published Dorling Kindersley Adult, 2006

Who’s Who in Opera: A Guide to Opera
Characters

by Joyce Bourne

Published by Oxford University Press, 2000

The Viking Opera Guide on CD-ROM by Penguin Electronics.
This guide examines over 1,500 operas in detail with musical excerpts.

/

www.theoperacritic.com

Great reviews, articles, and photos from opera around the world

WWW.operaamerica.org

A service organization for North American opera companies, OPERA America offers a
comprehensive website, including an excellent section on opera education.

www.operaworld.com

This site is a good resource for information about opera broadcasts and video and DVD recordings
of operas. There are also links to dozens of opera-related websites.

www.aria-database.com

Interesting and useful information about over a thousand opera arias, including decent translations

and synopses
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For details on all Adult Education events, see http://www.blo.org/ed events.html

“Tuesday Night at the Opera” talks at Boston Public Library
Want to get more comfortable with opera? Attend a free one-hour talk in Rabb Auditorium at Boston Public
Library in Copley Square. These light talks include a mini-performance. Talks will be held for each
production, all Tuesdays 7-8pm:

La bohéme : October 23, 2007

L’elisir d’amore : March 4, 2008

The Abduction from the Seraglio : April 15, 2008

Opera Insights
Join opera expert Richard Beams for a three-hour, in-depth look into each mainstage opera. Examine the
opera’s origins and important elements of BLO’s production. Fridays 10am-1pm, Pine Manor College
(Founder's Room), Chestnut Hill. $40 fee includes light brunch:

La bohéme : October 26, 2007

L’elisir d’amore : March 7, 2008

The Abduction from the Seraglio : April 18, 2008
Register online (and find subscriber discount) at https://www.blo.org/ed_register.html.

Opera Previews
One hour before each performance, BLO offers a free half-hour talk. Opera Previews are held inside the
Shubert Theatre of the Citi Performing Arts Center.

Hansel and Gretel for Schools and Families

For over 30 years, we have presented fully staged and costumed popular operas for students and families
throughout New England. Schools receive Massachusetts Learning Standards-based study guides and
interactive In-School Preview Programs. School and Family performances of Humperdinck’'s Hansel and
Gretel take place in April and May 2008. Details at http://www.blo.org/season_HG.html.

Educator Workshops

Opera—it’'s not just for music teachers! Learn to use opera in your classroom across the curriculum! Our
workshop shows educators how to use any amount of time efficiently to prepare students to attend Hansel
and Gretel, and to work opera into lesson plans for all grade levels. E-mail ngilbert@blo.org for details.

Dress Rehearsal Program

The Dress Rehearsal program engages high school and college students in opera by offering free tickets
and study guides to the final dress rehearsals of all three productions in the Shubert Theatre of the Citi
Performing Arts Center.

For more information on Education and Community Programs at Boston Lyric Opera, contact
(617) 542-4912, ext. 239 « education@blo.org * www.blo.org
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