
      
         	
         
      

   
      
         
         
         
         
      

      
         
         
         
            
            
         

         
         
         
            
            
               The historical dictionaries present essential information on a broad range of subjects,
               including American and world history, art, business, cities, countries, 
               cultures, customs, film, global conflicts, international relations, literature, music,
               philosophy, religion, sports, and theater. Written by experts, all contain highly
               informative introductory essays of the topic and detailed chronologies that, in some
               cases, cover vast historical time periods but still manage to heavily feature more
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               ease of browsing. Extensive bibliographies are divided into several general subject
               areas, providing excellent access points for students, researchers, and anyone
               wanting to know more. Additionally, maps, photographs, and appendixes of supplemental
               information aid high school and college students doing term papers or introductory
               research projects. In short, the historical dictionaries are the perfect starting
               point for anyone looking to research in these fields.
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      Editor’s Foreword

      
      
      If you don’t know Italian, you may actually have a better idea of what opera is, since
         you judge it by what it is rather than as a simple word that just means a “work,”
         which does not tell us much. For what an extraordinary work it is! Combining music
         and dance, story and acting, scenery, costumes, and more, the final result can be
         enjoyed by countless audiences who may not know Italian—although that skill can come
         in handy—but who appreciate the incredible talent of a long line of composers and
         librettists whose work has been performed and is still being performed by remarkable
         casts of singers, dancers, musicians, set designers, and others ever since the late
         16th century. Moreover, opera is a “work in progress,” having evolved over centuries
         as it was fashioned by different cultures and countries, with Italian, French, German,
         English, Russian, American, and many other varieties, and reshaped by different currents
         and tastes, from the baroque through the classical and romantic periods, and more
         recently influenced by neo-classicism, serialism, minimalism, and whatever comes next.
         Will opera still be around for another century? That is a question that will not be
         answered here, but this book does give us every reason to hope so.
      

      
      This Historical Dictionary of Opera looks back on a very long history and follows it to the present time, starting with
         an introduction that provides a deep and also a broad overview, helping us to make
         sense of the many different and sometimes contradictory influences and trends. Since
         there are so many events and persons, an occasional look at the chronology can help
         readers keep track. Even more helpful is the dictionary section, with numerous entries
         on composers, librettists, singers, and conductors, as well as essential terminology,
         stylistic movements, and some of the major features of opera. For the former, it goes
         beyond mere biodata and looks into the careers of pivotal persons, and for the latter,
         it does more than offer a simple definition but also explains what they mean in practice,
         offering suitable examples. So, more than just information, there is a degree of insight
         that can be gleaned from what is hardly a dull compendium of facts. And those who
         want to know more can always look up some of the many articles and books included
         in the bibliography.
      

      
      This obviously was a very demanding and time-consuming task, which required more than
         merely an ability to track down the facts but to understand them, put them in context,
         and explain what they mean for opera per se. And that is not the sort of knowledge
         that can be accumulated just for the purposes of writing a book. Indeed, in a sense
         the author has been writing this book for decades, ever since he started his career
         almost 30 years ago, and especially during his long tenure as professor of music history
         at West Chester University of Pennsylvania, where he has been teaching since 1991.
         His specialization is 19th-century Italian opera as well as contemporary theories
         of instrumental form in the 18th and 19th centuries, but his interests range far wider.
         In addition to lecturing, he has written articles and reviews for various specialized
         music journals and has contributed to the New Grove Dictionary of Opera, the New Grove Dictionary of Music, the Cambridge Companion to Verdi, and most recently the Cambridge Verdi Encyclopedia. Unlike the above, this historical dictionary is not a composite work but the work
         of one person, one person who is very clearly fascinated by and knowledgeable about
         opera and also able to pass this fascination and knowledge along to others.
      

       

      Jon Woronoff

      
      Series Editor

      
      
   
      Preface

      
      
      The Historical Dictionary of Opera is a one-volume encyclopedia covering the history of the genre from ca. 1600 to the
         present in its major regional traditions (Italian, French, German, eastern European
         nationalist, and British), as well as touching on several that are peripheral (e.g.,
         Spanish and Chinese). Although it is directed primarily at students—and consequently
         assumes basic knowledge of European music history and some familiarity with general
         musical terms and techniques—it may be useful to all opera lovers, performers, and
         composers who seek information about the development of the genre in a compact format.
         In consideration of series goals, guidelines for length, and the scope of the subject,
         and unlike publications such as the comprehensive four-volume New Grove Dictionary of Opera (the authoritative reference for professionals) or trade-book opera dictionaries,
         it is conceived as a textbook in alphabetical format. It helps the reader identify
         central figures, works, concepts, and trends in the history of opera through selectively
         chosen entries that provide essential information and integrate that content within
         broad social or stylistic narratives. Most entries fall into the following five categories:
      

      
      Composers. Although they vary in length and detail depending on the importance of an individual
         for the history of opera, most composer entries deal with education and musical training,
         patronage, appointments and important commissions, and artistic influences that contributed
         to their style and success as opera composers and illustrate the development of the
         profession. Significant operas are characterized briefly (unless they merit their
         own individual articles) in relation to the composer’s musical style and the nature
         of librettos they set.
      

      
      Other individuals. Entries on particularly significant librettists, performers, impresarios, publishers,
         commentators, and the like focus on their contributions to the evolution of musical
         style, performance standards, poetry, the opera profession, and the role of opera
         in society.
      

      
      Individual keystone operas. Highly selective entries for landmark operas include basic information regarding
         composition and initial production, brief plot summaries, and discussions of ways
         in which these works represent broad trends in musical and textual style and illustrate
         the categories of opera and various technical features.
      

      
      Cities. Several entries cover locales that have been central to the development of opera;
         identify important patrons, theaters, conservatories, and composers based there; and
         briefly chronicle their rise to prominence (and decline if appropriate). Thus they
         provide geographical context and reference points for other topics.
      

      
      Terms. This multifarious category ranges from vocabulary to broader topics, including aspects
         of musical, poetic, and dramatic style; form, technique, and genre; performance practice;
         production; social and business concerns; and pertinent artistic and literary movements.
      

      
      Individual topics within these categories have been selected for their importance
         to historical trajectories, and topics that are less central have been left out. In
         addition, certain categories of entries—for example, those on subjects, themes, or
         characters shared by multiple operas—have been excluded, mostly because of limited
         space. For the same reason, a necessarily arbitrary division has been drawn between
         “true opera” and lighter satellite genres, such as operetta and musical theater, which
         receive minimal coverage.
      

      
      This volume also includes several supplements. A historical introduction links topics
         through a sketch of broad tendencies and introduces names and terms to provide novice
         readers with access points to specific entries. Similarly, a timeline contributes
         a second chronological pathway for exploring the dictionary. Cross-references, indicated
         by boldface in the text, by direct citation (e.g., see PARIS), or by reference to related entries (e.g., see also SOPRANO; CASTRATO) then open up further avenues of investigation. Readers interested
         in learning more should certainly consult the extended bibliography of further readings
         at the back of this volume.
      

      
      Such a sizable project could not have been completed without generous grants of alternate
         work assignment from the West Chester University Faculty Grants Development Committee,
         the Provost’s Stimulus Grant Program, and the Sabbatical Leave Committee. Series editor
         Jon Woronoff made countless invaluable suggestions. Thanks go to my West Chester University
         colleagues Julian Onderdonk, Thomas Winters, Maria Purciello, and Ann Hiloski-Fowler
         for their support and interest, and for their flexibility in accommodating my schedule.
         Judy, Dave, Herb, and Penny were always there for me, lifting my spirits and keeping
         me going throughout the lengthy process of writing this dictionary.
      

      
      
   
      Chronology

      
      
      1550 Emilio de’ Cavalieri (composer, ca. 1550–1602) born Rome
      

      
      1551 Giulio Caccini (composer, 1551–1618) born Rome
      

      
      1561 Jacopo Peri (composer, 1561–1633) born Rome or Florence
      

      
      1567 Claudio Monteverdi (composer, 1567–1643) born Cremona
      

      
      1573 First Florentine Camerata, led by Giovanni de’ Bardi, active ca. 1573–1587
      

      
      1587 Francesca Caccini (composer and singer, 1587–after 1641) born Florence
      

      
      1589 Spectacular intermedi performed for the wedding of Ferdinando de’ Medici and Christine of Lorraine
      

      
      1592 Second Florentine academy, led by Jacopo Corsi, active ca. 1592–after 1600
      

      
      1595 Francesco Manelli (producer and composer, after 1595–1667) born Tivoli
      

      
      1597 Virgilio Mazzocchi (composer, 1597–1646) born Civita Castellana
      

      
      1598 Peri’s Dafne, the first complete opera, performed Florence
      

      
      1600 Giulio Rospigliosi (librettist, 1600–1669) born Pistoia; Cavalieri’s Rappresentatione di Anima et di Corpo staged Rome; Loreto Vittori (singer, 1600–1670) born Spoleto; Peri and Caccini’s
         L’Euridice, the first surviving complete opera, staged Florence
      

      
      1602 Francesco Cavalli (composer, 1602–1676) born Crema; Caccini’s Le nuove musiche published Florence
      

      
      1607 Monteverdi’s L’Orfeo performed Mantua
      

      
      1608 Giacomo Torelli (theater designer, 1608–1678) born (probably) Fano
      

      
      1614 Juan Hidalgo (composer, 1614–1685) born Madrid
      

      
      1620 Anna Renzi (singer, ca. 1620–after 1661) born Rome
      

      
      1623 Antonio Cesti (composer, 1623–1669) born Arezzo
      

      
      1625 Francesca Caccini’s La liberazione di Ruggiero dall’isola d’Alcina, the first surviving opera by a female composer, performed Florence
      

      
      1626 Atto Melani (singer, 1626–1714) born Pistoia
      

      
      1627 Heinrich Schütz’s (1585–1672) Dafne, the first German-language opera, performed Torgau; Filippo Piccinini’s (composer,
         died 1648) La selva sin amor, the first opera produced in Spain, performed Madrid
      

      
      1628 Robert Cambert (composer, ca. 1628–1677) born Paris
      

      
      1631 Stefano Landi’s (1587–1639) Sant’ Alessio performed Rome
      

      
      1632 Jean-Baptiste Lully (composer, 1632–1687) born Florence
      

      
      1635 Philippe Quinault (librettist, 1635–1688) born Paris
      

      
      1637 Manelli’s Andromeda, the first public, commercial opera, performed Venice; Mazzocchi and Marco Marazzoli’s
         (ca. 1602–1662) Chi soffre speri, the earliest surviving prominent comic opera, performed Rome
      

      
      1643 Monteverdi’s L’incoronazione di Poppea performed Venice; Marc-Antoine Charpentier (composer, 1643–1704) born Paris
      

      
      1644 Tomás de Torrejón y Velasco (composer, 1644–1728) born Villarrobledo (probably),
         Spain; Sigmund Staden’s (1607–1655) sacred Singspiel Seelewig, the earliest surviving complete German opera, performed Nuremberg
      

      
      1645 Francesco Sacrati’s (1605–1650) La finta pazza (originally 1641), the earliest Italian opera imported to France, performed Paris
      

      
      1649 Cavalli’s Giasone performed Venice; John Blow (composer, 1649–1708) born Newark, England
      

      
      1653 Siface (singer, 1653–1697), born Chiesina Uzzanese
      

      
      1656 Cesti’s Orontea performed Innsbruck; The Siege of Rhodes, by various composers, the first true English opera (music lost), performed London
      

      
      1657 Hidalgo’s El laurel de Apolo, one of the earliest zarzuelas, performed
      

      
      1659 Henry Purcell (composer, 1659–1695) born London
      

      
      1660 Hidalgo’s La púrpura de la rosa, the first all-sung Spanish opera by a Spanish composer, performed Madrid; Alessandro
         Scarlatti (composer, 1660–1725) born Palermo; André Campra (composer, 1660–1744) born
         Aix-en-Provence; Hidalgo’s Celos aun del aire matan, the earliest extant complete Spanish opera sung throughout, performed Madrid
      

      
      1665 Luis Grabu (composer) active ca. 1665–1694
      

      
      1668 Cesti’s Il pomo d’oro performed Vienna; Apostolo Zeno (1668–1750) born Venice
      

      
      1671 Cambert’s Pomone, the first true French opera, performed Paris; Antonio Caldara (ca. 1671–1736) born
         Venice
      

      
      1672 Académie Royale de Musique established by Lully in Paris
      

      
      1673 Lully’s Cadmus et Hermione, the first tragédie en musique, performed Paris
      

      
      1674 Lully’s Alceste, ou Le triomphe d’Alcide performed Paris
      

      
      1678 Antonio Vivaldi (composer, 1678–1741) born Venice
      

      
      1683 Jean-Philippe Rameau (composer, 1683–1764) born Dijon; Blow’s Venus and Adonis (ca. 1683), the first surviving all-sung English stage work, performed London or
         Windsor
      

      
      1684 Francesco Durante (teacher, 1684–1755) born Frattamaggiore
      

      
      1685 George Frideric Handel (composer, 1685–1759) born Halle; Grabu’s Albion and Albanius, the earliest surviving full-scale English-language opera, performed London
      

      
      1686 Nicola Porpora (composer, 1686–1768) born Naples
      

      
      1689 Purcell’s Dido and Aeneas performed Chelsea, England
      

      
      1690 Arcadian Academy founded in Rome
      

      
      1694 Leonardo Leo (composer, 1694–1744) born San Vito degli Schiavoni
      

      
      1696 Leonardo Vinci (composer, ca. 1696–1730) born Strongoli; Francesca Cuzzoni (singer,
         1696–1778) born Parma
      

      
      1697 Faustina Bordoni (singer, 1697–1781) born Venice; Campra’s L’Europe galante, the first opéra-ballet, performed Paris
      

      
      1698 Pietro Metastasio (librettist, 1698–1782) born Rome
      

      
      1699 Johann Adolf Hasse (composer, 1699–1783) born Bergedorf
      

      
      1701 Torrejón y Velasco’s La púrpura de la rosa (1701), the first surviving opera written and premiered in the Americas, performed
         Lima
      

      
      1704 Carl Heinrich Graun (composer, 1704–1759) born Wahrenbrück
      

      
      1705 Farinelli (singer, 1705–1782) born Andria
      

      
      1706 Frappolone e Florinetta (probably composed by Francesco Gasparini, 1661–1727, music lost), the first known
         intermezzo, performed Venice; Baldassare Galuppi (composer, 1706–1785) born Burano
      

      
      1707 Scarlatti’s Mitridate Eupatore performed Venice; Carlo Goldoni (librettist, 1707–1793) born Venice; Michelangelo
         Faggioli’s (1666–1733) La Cilla, the first known comic opera in Neapolitan dialect, performed Naples
      

      
      1708 Egidio Duni (composer, 1708–1775) born Matera; Tomaso Albinoni’s (1671–1751) Pimpinone, the earliest surviving intermezzo, performed Venice
      

      
      1710 Giovanni Battista Pergolesi (composer, 1710–1736) born Lesi; Thomas Augustine Arne
         (composer, 1710–1778) born London
      

      
      1711 Handel’s Rinaldo, the first Italian opera written for England, performed London
      

      
      1712 Francesco Algarotti (writer on opera, 1712–1764) born Venice
      

      
      1714 Christoph Willibald Gluck (composer, 1714–1787) born Erasbach; Niccolò Jommelli (composer,
         1714–1774) born Aversa; Ranieri Calzabigi (librettist, 1714–1795) born Livorno
      

      
      1715 Alain-René Lesage’s (writer, 1668–1747) parody of André Destouches’s (1672–1749)
         Télémaque et Calypso (1714), the first work to be designated opéra comique, performed Paris
      

      
      1717 David Garrick (actor and producer, 1717–1779) born Hereford
      

      
      1719 Handel’s first Royal Academy of Music (1719–1729) founded London
      

      
      1724 Handel’s Giulio Cesare in Egitto performed London
      

      
      1726 François-André Danican Philidor (composer, 1726–1795) born Dreux
      

      
      1727 Tommaso Traetta (composer, 1727–1779) born Bitonto
      

      
      1728 Niccolò Piccinni (composer, 1728–1800) born Bari; Johann Christoph Pepusch (1667–1752)
         and John Gay’s (playwright, 1685–1732) The Beggar’s Opera, the first ballad opera, performed London; Johann Adam Hiller (composer, 1728–1804)
         born Wendisch-Ossig
      

      
      1729 Handel’s Second Academy (1729–1734) established London
      

      
      1730 Mattia Verazi (librettist, ca. 1730–1794) born Rome (probably)
      

      
      1732 Joseph Haydn (composer, 1732–1809) born Rohrau, Austria
      

      
      1733 Pergolesi’s La serva padrona performed Naples; Rameau’s Hippolyte et Aricie performed Paris
      

      
      1737 San Carlo Theater constructed Naples
      

      
      1739 Joseph Legros (singer, 1739–1793) born Monampteuil; Carl Ditters von Dittersdorf
         (composer, 1739–1799) born Vienna
      

      
      1740 Giovanni Paisiello (composer, 1740–1816) born Roccaforzata
      

      
      1741 André-Ernest-Modeste Grétry (composer, 1741–1813) born Liège
      

      
      1749 Lorenzo Da Ponte (librettist, 1749–1838) born Ceneda, currently Vittorio Veneto;
         Domenico Cimarosa (composer, 1749–1801) born Aversa
      

      
      1750 Antonio Salieri (composer, 1750–1825) born Legnago
      

      
      1752 The War of the Comedians (1752–1754) begins in Paris; Johann Standfuss’s (died after
         ca. 1759) version of Der Teufel is los, the first singspiel in the modern sense of the word, performed Leipzig; Jean-Jacques
         Rousseau’s (writer/composer, 1712–1778) Le devin du village performed Fontainebleau (1752) and Paris (1753)
      

      
      1755 Catarina Cavalieri (singer, 1755–1801) born Vienna
      

      
      1756 Wolfgang Amadeus Mozart (composer, 1756–1791) born Salzburg
      

      
      1760 Luigi Cherubini (composer, 1760–1842) born Florence; Arne’s Thomas and Sally, or The Sailor’s Return, the first all-sung English comic opera, performed London
      

      
      1762 Stephen Storace (composer, 1762–1796) born London; Gluck’s Orfeo ed Euridice performed Vienna
      

      
      1763 Etienne-Nicolas Méhul (composer, 1763–1817) born Givet
      

      
      1767 Gluck’s Alceste performed Vienna
      

      
      1771 Ferdinando Paer (composer, 1771–1839) born Parma
      

      
      1776 Ernst Theodor Amadeus Hoffmann (composer, 1776–1822) born Königsberg
      

      
      1778 La Scala Theater opens Milan; Domenico Barbaia (impresario, ca. 1778–1841) born Milan
      

      
      1781 Mozart’s Idomeneo, re di Creta performed Munich
      

      
      1782 Daniel-François-Esprit Auber (composer, 1782–1871) born Caen; Paisiello’s Il barbiere di Siviglia performed St. Petersburg
      

      
      1783 Filippo Galli (singer, 1783–1853) born Rome
      

      
      1785 Isabella Colbran (singer, 1785–1845) born Madrid
      

      
      1786 Mozart’s Le nozze di Figaro performed Vienna; Carl Maria Von Weber (composer, 1786–1826) born Eutin, Germany
      

      
      1787 Mozart’s Don Giovanni performed Prague
      

      
      1788 Felice Romani (librettist, 1788–1865) born Genoa
      

      
      1789 Paisiello’s Nina, o sia La pazza per amore performed Caserta
      

      
      1790 Giovanni Davide (singer, 1790–1864) born Naples
      

      
      1791 Giacomo Meyerbeer (composer, 1791–1864) born Vogelsdorf; Mozart’s Die Zauberflöte performed Vienna; Eugène Scribe (librettist, 1791–1861) born Paris
      

      
      1792 Cimarosa’s Il matrimonio segreto performed Vienna; Gioachino Rossini (composer, 1792–1868) born Pesaro
      

      
      1794 Giovanni Battista Rubini (singer, 1794–1854) born Romano
      

      
      1795 Heinrich Marschner (composer, 1795–1861) born Zittau; Saverio Mercadante (composer,
         1795–1870) born Altamura
      

      
      1796 Giovanni Pacini (composer, 1796–1867) born Catania
      

      
      1797 Giuditta Pasta (singer, 1797–1865) born Saronno; Gaetano Donizetti (composer, 1797–1848)
         born Bergamo
      

      
      1799 Fromental Halévy (composer, 1799–1862) born Paris
      

      
      1801 Vincenzo Bellini (composer, 1801–1835) born Catania
      

      
      1803 Hector Berlioz (composer, 1803–1869) born La Côte-Saint-André
      

      
      1804 Mikhail Ivanovich Glinka (composer, 1804–1857) born Novospasskoye, Russia
      

      
      1805 Luigi Ricci (composer, 1805–1859) born Naples (probably); Ludwig van Beethoven’s
         (1770–1827) Fidelio performed Vienna
      

      
      1808 Ricordi publishing house established Milan
      

      
      1809 Federico Ricci (composer, 1809–1877) born Naples
      

      
      1810 Francesco Maria Piave (librettist, 1810–1876) born Murano; Otto Nicolai (composer,
         1810–1849) born Königsberg; Giorgio Ronconi (singer, 1810–1890) born Milan; Ferenc
         Erkel (composer, 1810–1893) born Gyula, Hungary
      

      
      1811 Ambroise Thomas (composer, 1811–1896) born Metz
      

      
      1813 Richard Wagner (composer and librettist, 1813–1883) born Leipzig; Giuseppe Verdi
         (composer, 1813–1901) born Roncole
      

      
      1816 Rossini’s Il barbiere di Siviglia performed Rome
      

      
      1818 Charles-François Gounod (composer, 1818–1893) born Paris
      

      
      1819 Stanislaw Moniuszko (composer, 1819–1872) born Ubiel, near Minsk; Jacques Offenbach
         (composer, 1819–1880) born Cologne
      

      
      1820 Jenny Lind (singer, 1820–1887) born Stockholm
      

      
      1821 Pauline Viardot (singer, 1821–1910) born Paris; Weber’s Der Freischütz performed Berlin; Angelo Mariani (conductor, 1821–1873) born Ravenna
      

      
      1823 Rossini’s Semiramide performed Venice
      

      
      1824 Bedřich Smetana (composer, 1824–1884) born Litomyšl, Bohemia
      

      
      1825 Léon Carvalho (theater director, 1825–1897) born Mauritius
      

      
      1829 Rossini’s Guillaume Tell performed Paris
      

      
      1831 Bellini’s Norma performed Milan
      

      
      1833 Aleksandr Porfir’yevich Borodin (composer, 1833–1887) born St. Petersburg
      

      
      1834 Amilcare Ponchielli (composer, 1834–1886) born Paderno Fasolaro
      

      
      1835 Donizetti’s Lucia Di Lammermoor performed Naples; Camille Saint-Saëns (composer, 1835–1921) born Paris
      

      
      1836 Meyerbeer’s Les Huguenots performed Paris; Carlos Gomes (composer, 1836–1896) born Campinas, Brazil; William
         Schwenck Gilbert (librettist, 1836–1911) born London
      

      
      1838 Georges Bizet (composer, 1838–1875) born Paris
      

      
      1839 Modest Petrovich Musorgsky (composer, 1839–1881) born Karevo, Russia
      

      
      1840 Pyotr Il’yich Tchaikovsky (composer, 1840–1893) born Votkinsk, Russia
      

      
      1841 Antonin Dvořák (composer, 1841–1904) born Nelahozeves, Bohemia
      

      
      1842 Arrigo Boito (librettist and composer, 1842–1918) born Padua; Verdi’s Nabucco performed Milan; Jules Massenet (composer, 1842–1912) born Montaud, France; Arthur
         Sullivan (composer, 1842–1900) born London
      

      
      1843 Wagner’s Der fliegende Holländer performed Dresden; Donizetti’s Don Pasquale performed Paris
      

      
      1844 Nikolay Andreyevich Rimsky-Korsakov (composer, 1844–1908) born Tikhvin, Russia
      

      
      1845 Wagner’s Tannhäuser und der Sängerkrieg auf Wartburg performed Dresden
      

      
      1847 Giuseppe Giacosa (librettist, 1847–1906) born Colleretto Parella
      

      
      1851 Verdi’s Rigoletto performed Venice
      

      
      1854 Alfredo Catalani (composer, 1854–1893) born Lucca; Leoš Janáček (composer, 1854–1928)
         born Hukvaldy, Moravia
      

      
      1857 Ruggero Leoncavallo (composer, 1857–1919) born Naples; Luigi Illica (librettist,
         1857–1919) born Castell’Arquato
      

      
      1858 Giacomo Puccini (composer, 1858–1924) born Lucca
      

      
      1859 Gounod’s Faust performed Paris
      

      
      1862 Claude Debussy (composer, 1862–1918) born St. Germain-en-Laye
      

      
      1863 Pietro Mascagni (composer, 1863–1945) born Livorno
      

      
      1864 Richard Strauss (composer, 1864–1949) born Munich
      

      
      1865 Wagner’s Tristan und Isolde performed Munich
      

      
      1867 Arturo Toscanini (conductor, 1867–1957) born Parma; Umberto Giordano (composer, 1867–1948)
         born Foggia
      

      
      1870 Franz Lehár (composer, 1870–1948) born Komáron, Hungary
      

      
      1871 Verdi’s Aida performed Cairo, Egypt
      

      
      1872 Ralph Vaughan Williams (composer, 1872–1958) born Down Ampney, England
      

      
      1873 Fyodor Chaliapin (singer, 1873–1938) born Kazan, Russia; Enrico Caruso (singer, 1873–1921)
         born Naples
      

      
      1874 Musorgsky’s Boris Godunov performed St. Petersburg; Mary Garden (singer, 1874–1967) born Aberdeen, Scotland;
         Arnold Schoenberg (composer, 1874–1951) born Vienna
      

      
      1875 Bizet’s Carmen performed Paris; Maurice Ravel (composer, 1875–1937) born Ciboure
      

      
      1876 Bayreuth Festival House (1876) opens; Wagner’s Der Ring des Nibelungen performed Bayreuth
      

      
      1881 Tchaikovsky’s Yevgeny Onegin performed Moscow; Béla Bartók (composer, 1881–1945) born Nagyszentmiklós, Hungary
      

      
      1882 Gian Francesco Malipiero (composer, 1882–1973) born Venice; Igor Stravinsky (composer,
         1882–1971) born Oranienbaum, Russia; Zoltán Kodály (composer, 1882–1967) born Kecskemét,
         Hungary
      

      
      1885 Alban Berg (composer, 1885–1935) born Vienna
      

      
      1887 Verdi’s Otello performed Milan
      

      
      1890 Mascagni’s Cavalleria rusticana performed Rome
      

      
      1892 Massenet’s Werther performed Vienna; Leoncavallo’s Pagliacci performed Milan; Darius Milhaud (composer, 1892–1974) born Marseilles
      

      
      1893 Alois Hába (composer, 1893–1973) born Vizovice, Moravia
      

      
      1895 Kirsten Flagstad (singer, 1895–1962) born Hamar, Norway; Paul Hindemith (composer,
         1895–1963) born Hanau, Germany
      

      
      1896 Puccini’s La bohème performed Turin
      

      
      1899 Francis Poulenc (composer, 1899–1963) born Paris
      

      
      1900 Puccini’s Tosca performed Rome; Kurt Weill (composer, 1900–1950) born Dessau
      

      
      1902 William Walton (composer, 1902–1983) born Oldham, England; Debussy’s Pelléas et Mélisande performed Paris
      

      
      1904 Luigi Dallapiccola (composer, 1904–1975) born Pisino d’Istria, Croatia
      

      
      1905 Michael Tippett (composer, 1905–1998) born London; Richard Strauss’s Salome performed Dresden
      

      
      1906 Dmitry Shostakovich (composer, 1906–1975) born St. Petersburg
      

      
      1911 Richard Strauss’s Der Rosenkavalier performed Dresden; Gian Carlo Menotti (1911–2007) born Cadegliano
      

      
      1913 Benjamin Britten (composer, 1913–1976) born Lowestoft
      

      
      1918 Leonard Bernstein (composer, 1918–1990) born Lawrence, Massachusetts
      

      
      1923 György Ligeti (composer, 1923–2006) born Diciosânmartin, Romania; Maria Callas (singer,
         1923–1977) born New York
      

      
      1925 Berg’s Wozzeck performed Berlin
      

      
      1926 Hans Werner Henze (composer, 1926– ) born Gütersloh, Germany; Joan Sutherland (singer,
         1926–2010) born Sydney
      

      
      1928 Weill’s Die Dreigroschenoper performed Berlin
      

      
      1929 Henri Pousseur (composer, 1929–2009) born Malmedy, Belgium
      

      
      1933 Krzysztof Penderecki (composer, 1933– ) born Dębica, Poland
      

      
      1934 Marilyn Horne (singer, 1934– ) born Bradford, Pennsylvania; Harrison Birtwistle (1934–
         ) born Accrington, England
      

      
      1935 John C. Eaton (composer, 1935– ) born Bryn Mawr, Pennsylvania; Luciano Pavarotti
         (singer, 1935–2007) born Modena
      

      
      1937 Philip Glass (composer, 1937– ) born Baltimore
      

      
      1945 Britten’s Peter Grimes performed London
      

      
      1947 John Adams (composer, 1947– ) born Worcester, Massachusetts
      

      
      1949 Dallapiccola’s Il prigioniero broadcast Radio Audizioni Italiane (stage premier Florence, 1950)
      

      
      1950 Menotti’s The Consul performed Philadelphia
      

      
      1951 Stravinsky’s The Rake’s Progress performed Venice; Britten’s Billy Budd performed London; Menotti’s Amahl and the Night Visitors broadcast National Broadcasting Company
      

      
      1954 Walton’s Troilus and Cressida performed London
      

      
      1956 Bernstein’s Candide performed New York
      

      
      1957 Tan Dun (composer, 1957– ) born Simao, Hunan; Peter Sellars (director, 1957– ) born
         Pittsburg
      

      
      1958 Menotti’s Festival of the Two Worlds founded Spoleto, Italy
      

      
      1959 Poulenc’s La voix humaine performed Paris
      

      
      1963 Shostakovich’s Ledi Makbet Mtsenskogo uyezda (Lady Macbeth of the Mtsensk District, composed 1930–1932, premiered 1934) revived as Katerina Izmaylova and performed Moscow
      

      
      1966 Metropolitan Opera Company moves to Lincoln Center
      

      
      1968 Dallapiccola’s Ulisse performed Berlin
      

      
      1969 Pousseur’s Votre Faust (written 1960–1967) performed Milan; Penderecki’s The Devils of Loudun performed Hamburg
      

      
      1970 Tippett’s The Knot Garden performed London
      

      
      1973 Britten’s Death in Venice performed Snape Maltings, England
      

      
      1976 Glass’s Einstein on the Beach performed Avignon, France
      

      
      1978 Ligeti’s Le Grand Macabre performed Stockholm
      

      
      1980 Eaton’s The Cry of Clytaemnestra performed Bloomington, Indiana
      

      
      1981 Karlheinz Stockhausen’s (1928–2007) Licht cycle of seven operas created 1977–2003, staged individually 1981–2011 in Milan,
         Leipzig, Amsterdam, Stuttgart, Munich, and Cologne
      

      
      1983 Bernstein’s A Quiet Place performed with Trouble in Tahiti in Houston
      

      
      1986 Birtwistle’s The Mask of Orpheus performed London
      

      
      1987 Adams’s Nixon in China performed Houston
      

      
      1991 Meredith Monk’s (1942– ) Atlas performed Houston; Adams’s The Death of Klinghoffer performed Brussels
      

      
      1994 Birtwistle’s The Second Mrs. Kong performed Glyndebourne
      

      
      1998 Tan’s Peony Pavilion performed Vienna
      

      
      2003 Thea Musgrave’s (1928– ) Pontalba performed New Orleans, Louisiana; Teatro La Fenice reopens (rebuilt 2001–2003 following
         1996 fire)
      

      
      2004 Teatro alla Scala reopens after extensive renovations (2002–2004)
      

      
      2005 Adams’s Doctor Atomic performed San Francisco
      

      
      2006 Tan’s The First Emperor performed New York
      

      
      2009 Glass’s Kepler performed Linz
      

      
      2010 Henze’s Gisela! or The Strange and Memorable Ways of Happiness performed Gladbeck, Germany
      

      
      2011 Judith Weir’s (1954– ) Miss Fortune premiered Bregenz, Austria
      

      
      
   
      Introduction

      
      Opera, at its finest one of humankind’s most sublime artistic achievements, is an
         often high-minded theatrical entertainment in which a play enacted onstage is sung
         either entirely or to a significant extent. The most encompassing art form, it combines
         music (both vocal and instrumental), poetry and/or prose (the libretto), acting, and
         related media such as dance, mime, set painting, costuming, stage machinery, lighting,
         and other special effects. And its diverse elements are unified by plot, dramatic
         theme, or broad artistic conception. The proportion of sung versus recited lines varies,
         a number of subspecies such as French opéra comique and German singspiel alternating
         spoken dialogue and songs, as does the level of artistic ambition. Consequently the
         distinction between opera and popular musical theater is sometimes unclear. The term
         was first connected with musical drama in the early 17th century through the designation
         opera scenica (scenic or theatrical work), one of numerous alternatives for the more common dramma per musica.
      

      
      The 17th Century

      
      Apart from the liturgical dramas of the 12th century, which may be viewed as a distant
         predecessor, opera arrived relatively late in the history of European music. Born
         of Humanist hubris, ambition, and optimism, its invention required a quarter century
         of discussions concerning the power of ancient Greek music and experimentation in
         private and public entertainments with recapturing the intense expressive effect of
         ancient tragedy through a rhetorical combination of music and poetry. This creative
         process involved two successive artistic academies in Florence. Giovanni de’ Bardi’s
         first Florentine Camerata conceptualized opera in the 1570s and 1580s and devised
         the stile rappresentativo, later termed recitative, as the means by which dialogue could be sung. Jacopo Corsi’s
         second Camerata would put theory into practice in the 1590s to produce the first complete
         operas, beginning with Dafne by Jacopo Peri, Giulio Caccini, and others, and with Peri’s version of Euridice. These early works grew out of established traditions—those of the intermedio and the pastoral play with music, for example—in which music enhanced often lavish
         aristocratic theatrical productions that celebrated important occasions with splendid
         effect to convey the power of the court. Stories were drawn from classical mythology,
         in which the associations of Apollo and Orpheus with music rationalized their singing,
         as did the pastoral affinities of other characters.
      

      
      The earnestness of these initial attempts and their relegation of music to a supporting
         role dominated by recitative hamstrung the new genre, as Florence’s elite continued
         to prefer more elaborate alternatives. This perceived shortcoming was addressed by
         Claudio Monteverdi in his first opera for the court of Mantua, Orfeo, which enlarged the role of songlike canzonette and madrigals, instrumental music, dances, and stage effects, combined in large-scale
         scene complexes. However, as in Florence, other types of musical entertainments like
         intermedi and ballets, as well as spoken plays and outdoor spectacles, remained far more frequent
         and popular. Sacred opera had been introduced in Rome simultaneously with the first
         Florentine productions by Emilio de’ Cavalieri through his Rappresentatione di Anima et di Corpo. It flourished there when the Barberini family was in power from the 1620s through
         the 1650s (except for the decade 1644–53, when their extravagant spending on such
         entertainments contributed to their banishment). Its development was led by the librettist
         Giulio Rospigliosi, whose humanized treatments of the lives of saints and medieval
         epics incorporated comic contrascene and were often staged to spectacular effect.
      

      
      Opera was transplanted to Venice and its inauguration as a public entertainment supported
         by ticket sales begun by the composer/singer Francesco Manelli and his librettist
         Benedetto Ferrari, starting with Andromeda in 1637. It quickly became one of the city’s premier attractions for local nobles,
         diplomats, wealthy businessmen, and tourists. Its new brand of classical historical
         opera—Monteverdi’s L’incoronazione di Poppea appears to have been the first example—catered to the taste of public audiences,
         symbolizing the greatness of Venice by analogy to ancient Rome and combining heroic
         and comic elements in plot-driven librettos. The introduction of more human characters
         in historical rather than mythological contexts raised the perpetual issue of plausibility
         in sung theater. Commercial success brought about the initial development of the Italian
         operatic system, spawning numerous competing theaters opened by enterprising aristocrats
         and a calendar of operatic seasons that catered to its audiences’ schedules, and accelerated
         the pace of operatic creation, making opera a persistent enterprise. This success
         saw the emergence of the entrepreneurial impresario and advances in theater design,
         set construction, and stage machinery, led by the architect Giacomo Torelli. And it
         contributed to the rise of specialist composers such as Francesco Cavalli and Antonio
         Cesti who cultivated “aria opera” dominated by virtuoso performances that featured
         singing in the new bel canto style. The operatic castrato rose in prominence during
         this period: by 1680 the male lead in serious drama was normally a castrato, this
         remarkable vocal type being considered ideal for heroic parts. In short, this line
         of development tipped the balance of artistic purpose from idealized aesthetic enrichment
         toward quasi-popular entertainment.
      

      
      Beginning in the 1640s, opera was disseminated across Italy, particularly in Naples,
         and to the rest of Europe by Venetian touring companies, including a group or groups
         known as the Febiarmonici, following the example of commedia dell’arte troupes. Their
         productions, pervaded by Cavalli’s operas in the 1650s and 1660s, would secure the
         dominance of bel canto concert opera during that period. As opera spread, composers’
         careers became more cosmopolitan: Cesti, an Italian who spent the majority of his
         adult life in Austria, provides the most prominent example. Through this process,
         Italian opera became the springboard for the development of localized styles elsewhere,
         notably in France and England.
      

      
      French operatic activity centered on the court of Versailles and associated theaters
         in Paris, developing there in rivalry with imported Italian opera, which arrived under
         the endorsement of Cardinal Mazarin in 1645 and eventually featured operas by Cavalli
         and others. In an effort to control political content and maintain quality, Louis
         XIV granted a patent initially to Pierre Perrin and Robert Cambert in 1669, then to
         Jean-Baptiste Lully and Philippe Quinault, to establish the Académie d’Opéra (the
         Académie Royale de Musique under Lully) along the lines of other academies that had
         been launched in the 1660s. In their tragédies en musique, beginning with Cadmus et Hermione (1673) and including such masterpieces as Alceste, ou Le triomphe d’Alcide, Lully and Quinault combined elements of the court ballet (ballet de cour), the comédie-ballet (a spoken play with musical interpolations), the pastorale (a
         pastoral play with music), and spoken tragedy, emphasizing dance, chorus, and special
         effects in an attempt to outdo the Italians and create a style aligned with court
         taste. Owing to Lully’s patent, these pioneering works entrenched conventions such
         as the French overture and the divertissement that would govern tragédie lyrique through the middle of the 18th century until the arrival of Christoph Willibald Gluck
         and others in the 1770s.
      

      
      The French style was almost immediately carried to England by the expatriates Luis
         Grabu and Robert Cambert, where it received a congenial welcome in part because Charles
         II had spent part of his exile in Paris during the Commonwealth. In England it combined
         with features of Italian opera, which had been known there through musical scores
         (though probably not performed) since the 1650s, and the long-standing tradition of
         the masque. Composers, most notably John Blow and Henry Purcell, synthesized these
         styles into their semi-operas (plays with masque) and all-sung operas, resulting most
         prominently in Purcell’s masterpiece Dido and Aeneas.
      

      
      The 18th Century

      
      During the 18th century the preeminent operatic genre in Italy and throughout most
         of Europe was the dramma per musica, now more commonly termed opera seria, which was cultivated in court settings as
         well as independent theaters run by coalitions of aristocrats as elevated, edifying
         entertainment. It represented a classicizing reform of the Venetian style, which was
         viewed in some circles as undisciplined and coarse. The agenda for this reform was
         set beginning in the 1690s by Apostolo Zeno’s Accademia degli Animosi and by the Arcadian
         Academy, which eventually included Pietro Metastasio, the most revered librettist
         of the century. Amounting to an elegant simplification of language and form that rejected
         the mannerisms of the poet Giambattista Marino and his followers—their bizarre, sometimes
         licentious subjects, distortions of syntax, and indulgent metaphors—and advocating
         instead a more reasoned style informed by Homer, Dante, and Petrarch, it attempted
         to reclaim for opera the high ground of moral edification.
      

      
      Beginning with Alessandro Scarlatti, the development of a correspondingly direct and
         dignified musical style was particularly associated with Naples and the composers
         and singers who worked there, many of them products of its system of orphanage conservatories.
         Its most illustrious graduates included Nicola Porpora, Leonardo Vinci, Leonardo Leo,
         and Giovanni Battista Pergolesi in the first half of the century and extended through
         Niccolò Jommelli, Tommaso Traetta, Giovanni Paisiello, and Domenico Cimarosa in the
         second half to Saverio Mercadante and Vincenzo Bellini in the 19th century. The galant bel canto music most associated with the Arcadian style in the early to mid-18th century,
         which was invented by Vinci, Pergolesi, the German Johann Adolf Hasse, and numerous
         others, projected a corresponding aesthetic of naturalness, decorum, and simplicity.
         The style’s good manners were reinforced by its grounding in broadly accepted poetic,
         dramatic, and musical norms such as standardized stanzaic forms and rhyme schemes;
         the unities of time, place, and action; and the conventional alternation of recitatives
         and da capo arias, as well as stylized, symbolic expressions of emotion guided by
         the doctrine of the affections. Opera seria dominated the aristocratic theater not
         only in Italy but also in major cities elsewhere (apart from France), for example
         London, Vienna, Berlin, and Dresden.
      

      
      Across the second half of the century, these conventions were challenged increasingly
         by new generations of librettists and composers, including the critic Francesco Algarotti,
         librettists Mattia Verazi and Ranieri Calzabigi, and composers such as Jommelli, Traetta,
         and Christoph Willibald Gluck, whose novelties were nurtured by sympathetic theater
         managers, performers, and aristocratic patrons. These innovators, who were influenced
         by the more diverse resources and spectacle of French opera and by the archeological
         rediscovery of classical architecture, and who were averse to the perceived expressive
         restrictions imposed by Arcadian conventions and Metastasio’s hegemony and disaffected
         with aria opera and the Italian castrato star system, adopted the goals of greater
         verisimilitude, naturalness, and dramatic conviction.
      

      
      Their efforts met the least resistance outside of the doctrinaire Italian orbit in
         artistically open-minded, often Francophile courts like Vienna, Mannheim, Stuttgart,
         Dresden, St. Petersburg, and Parma. And initially novelties appeared most frequently
         in anything-goes genres like the festa teatrale and azione teatrale (for example, Gluck’s Orfeo ed Euridice for Vienna). But by the 1780s even formal opera seria routinely included progressive
         features: exploration of new, nonclassical subjects; staged deaths; more duets and
         other ensembles—including act-ending finales—at the expense of arias; less static
         set-piece forms like the rondò; increased presence of chorus and ballet; larger orchestras and more colorful scoring;
         more frequent obbligato recitative; and recitative-like declamation within arias.
         Thus it embodied compromises between the French and Italian and the old and new manners,
         exemplified in various works by Antonio Salieri, Niccolò Piccinni, and Wolfgang Amadeus
         Mozart (e.g., in Idomeneo, re di Creta). This transformative movement eventually infiltrated even the more hidebound Italian
         centers such as Naples, with Venice playing a leading role in replacing the Metastasian
         lieto fine with tragic endings, paving the way for 19th-century tragic melodramma.
      

      
      In France, even after Lully’s death his tragédies en musiques dominated the repertory in revivals until Gluck’s operas appeared in Paris in the
         1770s. Their primacy, buttressed by the Académie Royale de Musique, was challenged
         mainly by Jean-Philippe Rameau’s operas of the 1730s and 1740s, which revived the
         genre as new works were becoming less frequent, and by isolated productions by other
         composers, for example Marc-Antoine Charpentier’s Médée. Rameau’s works sparked notable controversy by shifting the text-music balance toward
         music while keeping the Italianate galant style at arm’s length through their complex harmonic progressions, and by his adherence
         to Lully’s fluid interplay between lyrical melody and declamation and his emphasis
         on spectacle, chorus, and dance. During the same period, new types, such as the less
         formalized, less high-minded opéra-ballet popularized by André Campra, also gained an increasing presence.
      

      
      Although tragédie en musique was attacked by the liberal philosophes during the War of the Comedians in the 1750s
         for its antiquated musical style and its associations with the French academies and
         the cultural status quo, it still contributed to mid-18th-century adaptations of Italian
         opera by Gluck and others. And, ironically, the controversy prompted a short-lived
         renewal of interest in the genre. Importation of Italian opera buffa and intermezzo
         sparked a prickly rivalry between advocates of the French and Italian styles, and
         reciprocal influences occurred as composers sought compromises and enriched their
         resources by drawing on competing idioms. The arrivals of Gluck and Piccinni in the
         1770s brought a rapprochement between the French and Italian traditions, establishing
         a more international musical language that prevailed in French serious opera into
         the 19th century and prefigured 19th-century syntheses in France, Italy, Germany,
         and elsewhere.
      

      
      Despite the continuing importance of opera seria and tragédie en musique in the 18th century, the most progressive aspect of 18th-century opera—and the aspect
         most in tune with Enlightenment ideals and the democratization of culture—was the
         development of lighter alternatives to historical or mythological heroic opera. These
         new comic genres incorporated more current, familiar, and culturally relevant subject
         matter directed toward a socially diverse audience, and in some cases forged a local
         connection through the use of regional dialects. Their music was less affected, and
         in certain respects more “natural” and popular in style, putting less emphasis on
         individual vocal agility and more on convincing delivery of lines and the intricacies
         of ensemble interaction. Unencumbered by costly prima donnas and castratos, comic
         opera was less expensive to produce and therefore more susceptible to revivals and
         longer production seasons and more affordable for audiences. Because the stakes were
         lower, it often served as a proving ground for young composers who then alternated
         between serious and comic opera for the remainder of their careers.
      

      
      The birth of comic opera in Italy coincided with and likely resulted in large measure
         from shedding comic scenes from opera seria pursuant to the Arcadian reforms. It began
         with intermezzos performed between acts of serious operas in Venice as early as 1706,
         a practice transplanted to Naples by the 1720s, resulting in the most famous work
         in the genre, Pergolesi’s La serva padrona (1733). Full-length comic opera (eventually termed opera buffa) developed simultaneously
         but took the opposite geographical path, appearing initially in Naples in the first
         decade of the century, often featuring parts for commoners in Neapolitan dialect,
         and spread to Venice and elsewhere by the 1740s. Although invented by lesser lights,
         it was soon taken up by such established composers of opera seria as Alessandro Scarlatti
         (a single commedia), Leonardo Vinci, and Leonardo Leo.
      

      
      Both the intermezzo and opera buffa explored issues of class and social mores, often
         in contemporary domestic settings. Based initially on the lowbrow themes of the commedia
         dell-arte, its situations and plots were treated with increasing maturity in midcentury
         Venice in the librettos of Carlo Goldoni, who humanized its characterization of individuals
         and emphasized ensemble interaction in duets and most notably in central finales occurring
         at the end of act 1 or 2. Such composers as Baldassare Galuppi became adept at writing
         rhythmically energized music sufficiently pliable in phrase structure to facilitate
         natural banter. During the second half of the century, successful comic operas were
         quickly exported as far away as Lisbon and St. Petersburg and were responsible for
         establishing the international reputations of such composers as Piccinni, Paisiello,
         and Cimarosa. Composers competed to enlarge the central finale as their command of
         flexible dialogue and dynamic pacing increased, and they escalated comic mannerisms
         such as patter song in establishing the vernacular of the buffo bass and other vocal
         types. While much of this development went on in Italian theaters, the emergence of
         opera buffa as a vehicle for sophisticated political, social, and cultural commentary
         centered on Vienna’s Burgtheater in the 1780s. With Joseph II’s backing, the company
         assembled a world-class cast of singing actors to perform opere buffe by Wolfgang
         Amadeus Mozart and others, notably Le nozze di Figaro, Don Giovanni, Così fan tutte, and (under Leopold II) Cimarosa’s Il matrimonio segreto.
      

      
      In Paris, opéra comique grew out of the comédies en vaudevilles of the annual fair theaters, which adapted popular songs for insertion within spoken
         plays. Its development was sparked in the 1750s by an Italian troupe performing intermezzos—most
         famously La serva padrona—and opere buffe and by the success of Jean-Jacques Rousseau’s Le devin du village, a knockoff of the Italian intermezzo. By the 1760s, newly composed, often Italianate
         songs termed ariettes replaced the borrowed vaudeville melodies, resulting in opéra comique as currently
         defined, which alternates spoken dialogue with newly composed songs and which was
         initially promoted by Egidio Duni and François-André Danican Philidor and epitomized
         in the 1780s by André-Ernest-Modeste Grétry. Following the Revolution, opéra comique
         supplanted the tragédie lyrique as the preeminent French genre and adopted its seriousness of purpose, grandeur,
         expansive use of chorus, imposing orchestration, and spectacular scenic effects in
         presenting melodramatic, politicized, moralizing topics that served republican ideals.
      

      
      English ballad opera developed under the influence of imported French comédies en vaudevilles, beginning with John Gay’s The Beggar’s Opera in 1728, and featured a similar combination of spoken dialogue and borrowed popular
         melodies. The musical pasticcio, in which arias from different operas, often by different
         composers, combined with new recitatives, dominated theaters in the middle of the
         century. However, beginning in the 1760s, England also saw experiments with operas
         by single composers having either spoken dialogue or, more rarely, composed-out recitatives,
         notably Thomas Arne’s Thomas and Sally. Although serious opera in German had appeared in the 17th century and was supported
         by a stable company in Hamburg, it was far less common than opera imported from Italy
         or France. Thus singspiel (at first an existing spoken play to which adapted melodies
         were added, later a newly written play sporting increasingly ambitious original music),
         which took its cue from translated ballad opera and later rustic sentimental opera,
         became the first native genre that received widespread performance during the second
         half of the century. It began in Leipzig, then took root particularly in Berlin and
         in southern Germany and Vienna, where it competed with opera buffa and opéra comique.
         Joseph II’s National-Singspiel (established 1778) and a subsequent enterprise treated
         it with the same seriousness of purpose as its rival genres in an effort to bolster
         German-language theater. While significant successes were few and far between, these
         efforts produced several monumental representatives of the type, most prominently
         Mozart’s Die Entführung aus dem Serail and Die Zauberflöte.
      

      
      By the end of the 18th century the various brands of comic opera far surpassed their
         serious counterparts in frequency of performance and social relevance. And their predominance
         is reflected in their assimilation of serious elements in such mixed types as sentimental
         opera, opera semiseria, and rescue opera, as well as in the more heroic, melodramatic, and spectacular treatments
         of opéra comique.
      

      
      The 19th Century

      
      During the 19th century, Paris would become the glittering operatic jewel of Europe,
         a beacon for composers, librettists, performers, and audiences alike. The French Revolution
         had temporarily ended the government monopoly on opera and dissolved the theatrical
         hierarchy dominated by the orthodox Opéra, allowing new theaters to open and encouraging
         the innovative Opéra-Comique and other companies to pursue different subjects and
         genres that addressed a more diverse range of social constituencies, at least until
         Napoleon reestablished the Opéra as the preeminent state-sponsored venue and took
         greater control of the Opéra-Comique prior to 1810. Works that idealized Republican
         Rome and served as democratic parables, faits historiques that centered on recent events and glorified the heroism of commoners, and adventure
         plots featuring gloomy Gothic settings were enhanced by a new level of realism in
         the scenery, costuming, and cataclysmic and picturesque special effects of their productions,
         prefiguring grand opéra of the 1830s and the Gesamtkunstwerk of Richard Wagner. Escalating Italian influence surfaced in French operas at the
         Opéra-Comique and Opéra by the expatriates Luigi Cherubini and Gaspare Spontini, as
         well as those of native son Étienne-Nicolas Méhul. This tendency was reinforced by
         Napoleon’s support of imported Italian operas at the new Théâtre-Italien, which would
         eventually showcase works by Gioachino Rossini, Gaetano Donizetti, Vincenzo Bellini,
         and numerous others. Their synthesis of Italianate lyricism with such traditional
         French characteristics as fluid vocal declamation and flexible phrasing, piquant orchestration,
         and harmonic enrichment became institutionalized in state-sponsored grand opéra in the late 1820s and 1830s, led by giants such as Rossini, Daniel-François-Esprit
         Auber, Giacomo Meyerbeer, and the librettist Eugène Scribe.
      

      
      Targeted to dazzle its audience of passably cultured, socially and artistically conservative
         bourgeoisie, grand opéra deployed historical plots in an expansive five-act format, entwining human interrelationships
         with a panoramic political and religious background and treating multiple choruses
         as social cohorts that interact on a personal level with the principals. Standards
         for the genre were unreasonably high, each premier expected to outdo previous productions
         in its spectacular crowd scenes, sets, costuming, ballets, and cataclysmic special
         effects. Thus in contrast to the lighter, more modest opéras comiques concurrently
         promoted by Auber and Fromental Halévy to complement its appeal, it was the most prohibitively
         costly type of opera ever produced, limiting numbers of productions and creating a
         discouragingly exclusive creative environment dominated by a coterie of privileged
         individuals led by Meyerbeer.
      

      
      Other composers as prominent as Hector Berlioz and Richard Wagner tested the waters
         with limited success, and the growing perception that the Opéra was inbred, corrupt,
         and indulgent caused a backlash after the Revolutions of 1848. It fostered the development
         of new genres and theaters, such as operetta at Jacques Offenbach’s Bouffes-Parisiens
         and opéra lyrique at Léon Carvalho’s Théâtre-Lyrique, and the more intimate, psychologically introspective,
         personalized works of Charles Gounod, Auber, Halévy, Georges Bizet, and Jules Massenet.
         By the 1860s, the excesses of grand opéra would mostly succumb to naturalism and more modest scale. Reduced spectacle, musical
         continuity created through emphasis of flexible declamation and recurring motifs linked
         to literary theme and characterization, subtle orchestral tone color, and chromatic
         harmony—characteristics in part influenced by Wagner—combined at the end of the century
         with fin-de-siècle sensuality and decadence to humanize characters and their situations
         and rouse empathy for their misfortunes.
      

      
      As noted above, Italian opera was gaining an increasingly secure and influential presence
         in Paris and continued to dominate stages elsewhere across Europe. In Italy, political
         disruptions caused by Napoleon’s advances, along with romantic agitation for a renewal
         of Italian literature and culture, broke Metastasio’s perennial stranglehold at the
         more conservative courts and supplied the grist for a range of new plots for opera
         buffa, opera seria, and opera semiseria, many showing resemblances to post-revolutionary opéra comique. Disruption of the
         court system, as in France, also facilitated theater openings, initially increasing
         the demand for new operas, although financial constraints would eventually lead to
         reliance on repertory operas to flesh out seasons more frugally.
      

      
      At the turn of the century, Simon Mayr and Ferdinando Paer made mainstream practice
         out of modifications to opera seria that had been tested in the second half of the
         18th century. And they introduced new expressive and structural conventions, which
         would be consolidated and popularized by Rossini in the 1810s and 1820s and by immediate
         successors such as Donizetti and Bellini. With their librettists, they explored recent
         French, English, and German literary subjects and advanced the process of humanizing
         tragic catharsis through increasingly complex and subtle psychological interrelationships,
         building on precedents from opera semiseria and opéra comique in replacing opera seria with tragic melodramma. Dialogues, no longer confined primarily to recitative scenas, gained a more prominent
         profile in lyric set pieces, both in an expanding proportion of ensembles devoted
         to that purpose and even in primarily solo numbers, thanks to new multimovement formal
         schemata for the grand aria, duet, introduzione, and finale that created a balance between interaction and reflection, passionate
         declamation and vocalism. More populist-sounding melodies based on the lyric prototype
         made opera aesthetically accessible to a broader public and helped melodramma push opera buffa into the background (and virtual extinction by midcentury), its
         potential for further comic intensification having been exhausted by Rossini and others
         in such masterworks as Il barbiere di Siviglia.
      

      
      By the 1840s composers and librettists began to resist in earnest the constriction
         of structural options imposed by the now-conventional scene forms by truncating, expanding,
         and otherwise modifying both their individual movements and their broad designs to
         adapt them to increasingly diverse dramatic situations. Giuseppe Verdi, the dominant
         figure in Italian opera from the 1840s through at least the 1870s, played a significant
         role in steering this trend, as well as in loosening the conventions for distributing
         time onstage among primary, secondary, and supporting roles, particularly as his clout
         increased with his skyrocketing reputation in the 1850s. And he became more selective
         about choosing original subject matter, holding out for innovative and uniquely characteristic
         situations that allowed him to create individualized works, each evoking a particular
         color in its psychological, musical, social, and visual ambience. In this endeavor
         he drew heavily on French opera, exploiting glaring clashes between comic and serious
         elements, integrating small forms into broad scene complexes, and fusing French and
         Italian vocal styles, enlarging his orchestral palette in a complex synthesis that
         would characterize Italian opera into the 20th century. He also put an end to traditional
         number opera by demanding unaccustomed respect for the musical integrity and cohesiveness
         of entire works. Verdi’s intimidating presence imposed virtually insurmountable hurdles
         for lesser composers of his own generation and the next (e.g., Saverio Mercadante
         and Amilcare Ponchielli), and even the giovane scuola of the 1890s numbered mainly one-hit verismo composers such as Pietro Mascagni and
         Ruggero Leoncavallo. Only Giacomo Puccini was able to establish himself as a viable
         successor to Verdi by combining aspects of verismo, domestic tragedy, and light opera
         across the turn of the century.
      

      
      In Germany and Austria, singspiel embraced the artistic ambition modeled by Die Zauberflöte, adopting attributes of rescue opera (as in Ludwig van Beethoven’s Fidelio) and themes of northern European romanticism (as in Louis Spohr’s Faust), while a more comic strain continued to be cultivated by Otto Nicolai and others.
         Composers and librettists combined set pieces into more substantial scene complexes;
         unified their music with recurring melodies and motifs; expanded the roles of solo
         ensembles, choruses, and dance; and provided for stunning special effects. They embraced
         such weighty literary themes as the relationship between material and spiritual existence,
         the reunion of mankind with nature, and redemption through self-denial, as well as
         the romantic supernatural and other elements of anti-rationalism, nature worship,
         nostalgia, and nationalist folklore. Periodic attempts to substitute composed-out
         recitative for spoken dialogue converted singspiel into romantic grand opera. These
         tendencies, seen in the first half of the 19th century in works by E. T. A. Hoffmann
         and Heinrich Marschner, were popularized particularly by Carl Maria von Weber’s Der Freischütz and reached their apex in the early operas of Wagner.
      

      
      Wagner began his career attempting to cultivate German operas modeled on a broad range
         of established genres, from German romantic opera (Die Feen, Der fliegende Holländer) to Italian and French comic opera (Das Liebesverbot) and French grand opéra (Rienzi, Tannhäuser, and Lohengrin). His sabbatical in exile during the late 1840s and early 1850s allowed him to hold
         forth in print on a host of issues concerning historical and contemporary religion,
         politics, and society and their relationships to art and to formulate what he regarded
         as a superior, more encompassing category of opera, the Gesamtkunstwerk. It was to synthesize existing operatic models and put equivalent emphasis on all
         aspects of the theatrical experience—music, poetry, dance, mime, and various aspects
         of staging (set design, costuming, and special effects)—in presenting mythic parables
         based on northern European folklore that would resonate with his German audience.
         The resulting music dramas—Der Ring des Nibelungen, Tristan und Isolde, Die Meistersinger von Nürnberg, and Parsifal—spearheaded his crusade of promoting German pride and ambition and redeeming humanity
         through quasi-religious didactic/philosophical artistic experiences. Wagner’s legacy
         loomed over subsequent generations of composers and artists in all fields, although
         his operatic successes were never equaled during the remainder of the 19th century,
         and it was co-opted for various political agendas through the first half of the 20th
         century and World War II.
      

      
      Efforts to establish a distinct identity for Germanic opera and to counteract domination
         by Italian, and to a lesser extent French opera, were in due course duplicated by
         composers in other countries. While Spain and Scandinavia were unable to detach themselves
         decisively from the Italian and German traditions respectively, composers in Russia,
         Czechoslovakia/Bohemia, Poland, and Hungary had successes of more or less long-standing
         duration. Operas had been performed in those regions as early as the first half of
         the 17th century, and a range of traditions and genres from Italian opera seria and
         opera buffa to German singspiel and French opéra comique and grand opéra became widely familiar by the 18th. Although the first vernacular operas appeared
         in the 18th century, they were isolated occurrences mostly created by foreigners.
      

      
      Cultivation of nationalist traditions depended variously on levels of aristocratic
         support; perceived need for artistic reinforcement of social, political, cultural,
         and ethnic identity (often related to the impetus for political, social, and cultural
         independence); and regard for the indigenous language. Regional styles of opera involved
         local historical and mythic/heroic subject matter—normally chronologically distanced
         from contemporary politics, although parallels were apparent—set among the historical
         aristocracy or in idealized rural settings that resonate with native, folkloric culture.
         Their music quotes from or reinterprets both native dance and song traditions, either
         as they currently existed or as they had been co-opted and diluted for salon settings,
         and ersatz stereotypes associated wrongly or not with ethnic localities (for example
         verbunkos music in Hungary). Ultimately adaptations of non-major-minor modalities and whole-tone
         and pentatonic scales, mimicry of traditional instruments, and brilliant late 19th-century
         orchestration evoking exotic or fantastic settings (for example, in the works of Nikolay
         Andreyevich Rimsky-Korsakov) gave a culturally idiosyncratic color to styles that
         to one extent or another remained rooted in international conventions for organization,
         vocal writing, and casting of various categories of characters.
      

      
      Apart from vernacular operas in foreign styles having little ethnic identity, the
         first real nationalist successes came in the mid-19th century with works by Mikhail
         Ivanovich Glinka in Russia, Bedřich Smetana in Bohemia/Czechoslovakia, Stanislaw Moniuszko
         in Poland, and Ferenc Erkel in Hungary. While Moniuszko and Erkel remained isolated
         figures who found no prominent successors during the 19th century, the Russian and
         Czech traditions were more permanent, later involving on the one hand Modest Petrovich
         Musorgsky, Pyotr Il’yich Tchaikovsky, Rimsky-Korsakov, and Aleksandr Porfir’yevich
         Borodin, and on the other Antonin Dvořák and Leoš Janáček, among others. The Russian
         development of “realist” declamation by Aleksandr Sergeyevich Dargomïzhsky and Musorgsky
         in direct settings of literature by the likes of Aleksandr Sergeyevich Pushkin (Literaturoper) established precedents for more mainstream composers at the turn of the century.
      

      
      The 20th Century

      
      Innovation in the 20th century took place in the context of an ingrained repertory
         of several dozen historical works composed mainly in the 19th century, which dominated
         the major opera houses. This stock-in-trade was enriched sparingly as years went by
         through increased attention to Mozart and through revival of works from the baroque,
         primarily operas of Handel and Monteverdi. Relatively few new operas entered this
         repertory, mainly those of such composers as Puccini, Richard Strauss, and Benjamin
         Britten, whose musical styles maintained ties to traditional approaches while diversifying
         their subject matter. Various other factors undermined support for new works: belt-tightening
         from the economic and social traumas of the period delineated by the two world wars;
         the displacement of support from the aristocracy to the state, private donations,
         and ticket revenues; the lack of appeal and perceived relevance in middle- and lower-class
         markets of a genre linked to elitist culture; the advent of “difficult” modernist
         styles that made extraordinary demands on listeners and performers alike; and competition
         from more contemporary forms of entertainment such as movies, television, popular
         music, and popular musical theater. The cult of novelty among the most progressive
         composers and their development of styles that are difficult to sustain across multiple
         long works (e.g., expressionism) further reduced output and contributed to the decline
         of the specialist opera composer and of common international and nationalist styles,
         which were replaced by a remarkable array of individual voices.
      

      
      Composers and their librettists addressed these challenges with a gamut of strategies,
         extending the trend toward individualizing operas that had begun in the 19th century
         and had been piloted by Wagner and Verdi. Approaches ranged from miniaturism, chamber
         opera, and neo-classical number opera, which abandon Wagnerian grandeur and embrace
         the opportunities provided by smaller theaters and academic workshops (for example
         Paul Hindemith’s Hin und Zurück), and comic and light opera, which attempt to bridge the gap with popular culture
         (for example Kurt Weill’s Die Dreigroschenoper), to gigantism, most notably in Karlheinz Stockhausen’s cycle Licht, which takes Wagnerian monumentality to its logical endpoint while also embracing
         the avant-garde deconstructive experiments that challenged traditional naturalist
         values and confronted the preconceptions of a conservative mainstream.
      

      
      This centrifugal tendency toward idiosyncrasy, which makes many 20th-century operas
         resistant to categorization, is evident in their broad dispersion of subject matter.
         Alongside the inertia represented by various traditionalist neo-romantic and neo-verismo
         styles, which remained in the mix during the early 20th century and were particularly
         promoted by totalitarian regimes in the 1930s and 1940s, progressive composers and
         librettists confronted topics that had been only sporadically explored at the end
         of the 19th century, departing from Italianate and French naturalism and Wagnerian
         philosophical idealism and epic heroism partly in an effort to find subjects appropriate
         for their new musical resources. Symbolist and expressionist composers such as Claude
         Debussy, Arnold Schoenberg, and Alban Berg directed their alternately understated/allusive
         and hyperbolic/exaggerated musical languages toward advancing the preoccupation of
         Wagner’s music dramas with inner motivations and psychology under the influence of
         Freudian and Jungian psychoanalysis. Neuroses and psychoses—frequently embodied disturbingly
         in female leads—were now separated from broader philosophical, religious, historical,
         mythical, and heroic ideals. The morbid dissociation of Debussy’s Pelléas et Mélisande; the hallucinatory derangement of Berg’s Wozzeck; and the sexual violence, promiscuity, and incest of Strauss’s Salome led almost inevitably to exploration of such taboos as homosexuality, bisexuality,
         transgendering, and cross-dressing, as in Francis Poulenc’s surreal parody Les mamelles de Tirésias or Britten’s psychodrama Death in Venice. Simultaneously, a revival of comedy and operetta (e.g., Strauss’s Der Rosenkavalier or Franz Lehár’s The Merry Widow) provided an escapist antidote to more emotionally invested alternatives.
      

      
      In other cases the range of 20th-century orchestral, harmonic, and melodic resources
         facilitated the projection of exotic, fantastic, or self-consciously artificial worlds
         having satiric goals or a comic orientation, as in such Russian folk operas as Rimsky-Korsakov’s
         The Golden Cockerel and Igor Stravinsky’s The Nightingale, or later in more grotesque manifestations such as Dmitry Shostakovich’s The Nose. Nationalism remains a factor in these fanciful, folkloric topics, in historical
         operas such as Sergey Prokofiev’s War and Peace, and in social or political satires, whether historical or current, for example Weill’s
         Aufstieg und Fall der Stadt Mahagonny or Luigi Dallapiccola’s Il prigioniero. Zeitopern, beginning between the wars, served up parodies of contemporary life, manners, and
         mores; mocked political oppression; and in certain instances examined the role of
         the artist, art and music, and even opera itself in contemporary society, as in Weill’s
         Jonny spielt auf, as do their recent progeny, “CNN operas” such as John Adams’s Nixon in China and The Death of Klinghoffer. In contrast, such cultural specificity is rejected in favor of a more universalizing
         agenda, and traditional linear narrative is replaced by ritual and ceremony, in operas
         that adapt classical myths and allegories (Stravinsky’s Oedipus rex and Harrison Birtwistle’s The Mask of Orpheus), which detach themselves from contemporary reality by focusing on timeless, universal
         themes of the human condition. So too do radical avant-garde works beginning in the
         1960s, which dispense with linear plotting, empathy, catharsis, and resolution in
         favor of more abstract collages of ideas, sounds, and images, distancing the audience
         from action onstage, for example Philip Glass’s cycle of portrait operas, which includes
         Einstein on the Beach, descendents of numerous other 20th-century portrait operas (e.g., Hindemith’s Mathis der Maler).
      

      
      Twentieth-century operatic music frequently derived from broader stylistic movements
         that were not primarily operatic but equally involved various other instrumental and
         vocal genres, which served as inspiration for composers seeking new directions. At
         the turn of the century the most prominent trends may be viewed to one extent or another
         as extensions of Wagnerian principles—inner drama, emphasis of poetry and other dramatic
         components apart from music, minimization of lyricism and vocality, and structural
         continuity—with which progressive musical languages were merged. The most patent connections
         to Wagner were seen in spin-offs appearing shortly after the composer’s death (notably
         Engelbert Humperdinck’s Hansel und Gretel, 1893, and Strauss’s Guntram, 1894), many of which closely imitated his style and were guided and constrained
         by injunctions from Bayreuth.
      

      
      More modernist adaptations took Wagnerian precepts in new directions. The symbolist
         works of Debussy, Paul Dukas, and Béla Bartók, beginning with Pelléas et Mélisande, accosted middle-class, traditionalist values, rejecting the Germanic pretense of
         the music drama (as well as the exhibitionism of French opéra and Italian melodramma, the sentimentality and histrionics of verismo, and the mundaneness and bleak social
         criticism of naturalism) and forgoing theatrical realism. Instead they concentrated
         entirely on psychological allusiveness conveyed by a non-Germanic musical idiom, while
         treating idiomatic declamation of text as a badge of non-Germanic cultural identity
         and increasing the importance of sonic and associative qualities of words separated
         from syntax and meaning.
      

      
      Following its appearance in 1890s in poetry, the visual arts, and music, symbolism
         gained a pan-European presence and exerted particular influence in Germany (through
         the poet Stefan George) on the development of expressionism among the composers of
         the Second Viennese School and of other modernist styles. Like symbolism, operatic
         expressionism, exemplified by such works as Schoenberg’s monodrama Erwartung, emphasizes inner drama. However, it operates at a much higher pitch of intensity,
         exaggerating the psychological trauma previously essayed, for example, in Kundry’s
         music from Wagner’s Parsifal. Appropriately for its subject matter, it utilizes new musical resources that are
         even more fervid in their effect: chromatic, atonal harmony; pervasive dissonance;
         and new sonic resources, among them the speechlike style of Sprechstimme. In combination, they create a spontaneous stream of dreamlike ecstasy and hysteria,
         camouflaging the constructivism of Wagner’s leitmotif technique in a continuum of
         motivic development and, eventually, serial procedures, assiduously avoiding traditional
         formalism. The musical and theatrical influence of expressionism cast a long shadow,
         playing a seminal role in the development of modernist dramatic and musical languages
         in opera.
      

      
      Russian and other eastern European traditions, which persisted into the first quarter
         of the 20th century as represented by Rimsky-Korsakov, Shostakovich, Dvořák, Janáček,
         and Zoltán Kodály, also incorporated elements of post-Wagnerian music drama, grand opéra, and other 19th-century genres. International characteristics combine with historical,
         epic, folkloric, and fantastic plots; elements of realism and the supernatural; nationalist
         preoccupations with rhythmic accentuation and pitch shapes that convey the essence
         of the vernacular language; and ethnically tinged adaptations—in some cases exaggerated
         parodies—of mainstream musical developments. Russian operas by Musorgsky, Borodin,
         and Stravinsky accompanied the ballet to Paris in the second decade of the century.
         Alongside the Spanish music of Isaac Albéniz and Manuel de Falla, oriental exoticisms,
         and American popular music, they exerted a profound influence on developments between
         the world wars, particularly in modernist stagings by Sergey Diaghilev and Vsevolod
         Meyerhold, which featured dehumanized figures that encouraged emotional detachment
         by the audience. Similarly in Italy, the international expansion of options, which
         had begun with the scapigliati in the last quarter of the 19th century and continued until opera was eventually
         superseded by film music and ballet, included a judicious internalization of Wagnerian
         formal and expressive approaches. Continuity, emphasis of the orchestra, reminiscence
         motifs, progressive harmony, and plastically constructed, motivically oriented melody—tinged
         with elements of symbolism and expressionism—are heard to varying degrees, for example
         in Gian Francesco Malipiero’s operas of the 1920s.
      

      
      Between the world wars, operatic innovation turned against post-Wagnerian approaches,
         particularly post-romantic expressive extremes and extravagances of casting, orchestration,
         and production, as well as the apparent disdain for structure and (at times) morality
         that was associated with symbolism and expressionism. The economic realities of the
         time encouraged composers to blunt modernist idioms and adapt them to the more familiar
         and accessible environments of comedy and musical theater, while they addressed structural
         concerns by reconsidering traditional forms. These tendencies were represented by
         the neo-classicisms of Stravinsky and others, their nostalgic, often parodistic recollection
         of past musical styles and number opera, whether baroque, classical, or romantic,
         variously implying criticism of present-day culture and distancing their audiences
         from the theatrical experience. Similarly, the Zeitopern of Weill, Hindemith, and Ernst Krenek, which examined current subjects from modern,
         generally urban society with an ironic detachment often reinforced by their stagings,
         delivered political or social critiques that made them as popular with their Weimar
         Republic audiences as they were unpopular with the Nazi regime. The United States
         became a center for operatic experimentation—part of its broader emergence in music
         and the arts generally in the 20th century—as it provided a refuge from the Nazis
         (and later the Stalinists) for numerous composers (for example Schoenberg, Weill,
         Krenek, Hindemith, and Stravinsky).
      

      
      Following World War II the leading modernists—the serialist composers of the Darmstadt
         school and their followers, represented most prominently by Pierre Boulez early in
         his career—largely abandoned opera. They questioned the validity of the genre and
         its associations with the bourgeoisie and conventional values, viewing music as an
         abstract constructivist enterprise unsuited to traditional theater and adopting an
         anti-melodic dogma and a consequent restriction of traditional expressive resources
         unsuited to most operagoers. They ceded the field, in part, to composers who adopted
         existing post-Wagnerian, post-verismo, neo-expressionist, neo-classical, and Zeitoper styles, embracing them either in sequence across their careers or interweaving them
         in eclectic mixtures within individual works, as in the oeuvres of Harrison Birtwistle
         and Hans Werner Henze. A tendency toward conservatism was particularly pronounced
         in the Soviet Union and its satellites under Joseph Stalin owing to government censorship
         of “modernist formalism” and anything that smacked of political dissent (e.g., condemnation
         of Dmitry Shostakovich in the 1930s) and to forcible promotion of socialist realism
         in politicized operas on contemporary or historical subjects that glorified proletarian
         heroism and the nation, the most successful of which was War and Peace. Works in more progressive styles (for example those by the Hungarian György Ligeti
         and the Pole Krzysztof Penderecki) appeared outside the Soviet Union or following
         its demise.
      

      
      At the same time, postmodernist composers challenged the nature of opera and its traditional
         preconceptions, reimagining it under the influences of alternative theater, performance
         art, and the “happenings” of the beat period, film and television, and non-European
         musical, ritual, and ceremonial traditions, while incorporating electronic resources
         developed after World War II. They regarded the crux of opera as conceptual originality
         and consequently extended their exploration of available options to the brink of generic
         disintegration, at which point the designation “opera” becomes inappropriate or meaningless.
      

      
      These radical reinventions of the medium appear among the works of such composers
         as Ligeti, Luciano Berio, Karlheinz Stockhausen, and Birtwistle, and in the most prominent,
         original, and influential postmodernist style, the minimalism (or process music) of
         Glass (and to a much lesser extent the post-minimalist adaptations of John Adams).
         They involve the replacement of linear narrative with a collage-like assemblage of
         static scenes that explore abstract, often metaphysical ideas like the nature of time,
         space, and existence and disjunctions between representational expression and nonrepresentational
         expression, between immersion and detached contemplation. Their incorporation of interactive
         relationships with their audience (beyond the evaluative feedback that had long been
         a part of the operatic experience) and introduction of aleatory (randomness), improvisation,
         and other indeterminate elements at various times breaks the fourth wall, erasing
         the lines between art and reality, stagecraft and illusion; contradicts 19th-century
         assumptions regarding art’s preeminent role and the sanctity of the operatic experience;
         and calls into question the value of the opera composer in contemporary society.
      

      
      Such progressive works mix various styles from within Western art music and juxtapose
         idioms from the European classical tradition with those of non-Western cultures, folk,
         jazz, and pop. They magnify the importance of dance and mime, which are often enlisted
         for their primitivist or folklike associations, allowing presentation of dramatic
         characters or ideas in multiple dimensions as singers, instruments, puppets, and so
         on (e.g., Birtwistle’s Mask of Orpheus) and even inviting instrumentalists to take roles onstage, sometimes in costume (Glass’s
         Einstein on the Beach). And they demand a new vocal and instrumental virtuosity of rhythmic and metrical
         complexity, nontraditional tuning, innovative timbres, improvisation, chance relationships,
         and interaction with electronic media, as well as the acting chops necessary to convey
         mercurial changes of mood, psychology, and personality, requiring performers to dedicate
         themselves to scores that sometimes put them at a disadvantage.
      

      
      At the turn of the 21st century, opera faces significant challenges. While state subsidies
         and private endowments continue in the United States and particularly in Europe, they
         have suffered against other political priorities and have fallen off sharply since
         the economic downturn of 2008. The importance of new operas is dwindling, and the
         live theater continues to be dominated by the late 18th- and 19th-century repertory
         revolving around Mozart, Verdi, and Wagner. Puccini, Strauss, Britten, and Prokofiev
         count among a relatively few 20th-century composers making headway, and only a small
         collection of works written after World War II (e.g., The Rake’s Progress and Peter Grimes) have been produced repeatedly. Novelty in the Age of the Director has largely involved
         reassessment and reinterpretation of aging masterpieces—recontextualizations and contemporary
         displacements, frequently with nonrepresentational sets—much more than launching new
         ones. Despite engagement with opera by numerous composers, difficulty of entry has
         resulted in the extinction of the specialist opera composer, at least in the sense
         familiar from the Italian and French traditions, with rare exceptions such as Gian
         Carlo Menotti, Britten, and Henze. As noted above, cross-pollination of opera with
         musical theater and avant-garde performance art dissolved its traditional boundaries
         and threatened its identity as a genre, promoting radical reinterpretations that eventually
         exhausted the possibilities for violating its conventions, pointing toward a creative
         dead end and reducing audience appeal. As a result, opera has been vastly surpassed
         by musical theater in the United States and elsewhere in terms of popularity, productions
         of new works, and financial success.
      

      
      Yet grounds remain for guarded optimism. Despite financial stringencies, many companies,
         even major houses, have embraced the role of periodically fielding new operas as an
         alternative to repertory standards, and numerous composers have made at least one
         foray. Belt-tightening has encouraged them to create more accessible dramas and comedies
         involving traditional storytelling that are aesthetically inviting and can be produced
         with modest means. Improvements in transportation across the last quarter of the 20th
         century have allowed an elite cadre of devotees to pursue premiers, performers, and
         productions of repertory works to far-flung locales. And for the rest of us, the proliferation
         of recording technologies from phonograph records to audiocassettes, compact discs,
         video tapes, digital versatile discs, and online videos and websites has had beneficial
         effects. It has provided access to the panorama of contemporary styles and has contributed,
         among other things, to decreasing domination of the field by male composers, to revival
         of baroque and other operas outside the canon, and to consideration of issues of authentic
         performance practice (e.g., the use of period instruments or replicas, historical
         vocal ornamentation, and reduced vibrato). While it has reinforced the system of star
         performers by prioritizing commercially marketable voices enhanced by studio editing,
         it has also allowed new talents to be seen and heard and raised expectations regarding
         quality of performance across the board. And it has facilitated comparison of various
         productions and highlighted the advantages and disadvantages of traditional versus
         deconstructionist approaches.
      

      
      A burgeoning calendar of opera festivals, concert programs of opera arias or other
         excerpts, concert performances (unstaged or partially staged) of entire operas, and
         movie theater simulcasts by a host of companies have also provided opportunities for
         younger singers, brought opera to different venues, and broadened its exposure to
         a new public. The introduction of subtitles in video recordings and surtitles or supertitles
         in the opera house has demystified the art form and made experiencing it in the original
         languages more feasible and appealing for a wider audience. And scholarly interest
         in and regard for opera has grown prodigiously since the 1970s. In short, while obstacles
         are numerous, opera maintains its viability and shows every sign of remaining robust
         as it enters its fifth century.
      

      
      
   
      A

      
      
      
         
         	ACTING

         
         	
            A perennial butt of disparagement, operatic acting has varied considerably in its
               goals, style, and effectiveness throughout its history. Reflecting the high ideals
               of opera’s initial creators (see FLORENTINE CAMERATA), early acting reportedly showed a commitment to psychologically moving representation
               of the action and its emotional substance through affective facial expressions and
               other physical gestures. Stage movement was apparently limited to positioning oneself
               in a prominent location for vocal passages and repositioning during ritornellos and
               other instrumental interludes. Chorus members were expected to act their parts in a manner supportive of the leads, adopting
               geometrically patterned arrangements, often an encompassing semicircle, without seeming
               rigid or unnatural.
            

            
            Expectations for sensitive acting declined with the advent of aria opera in the Venetian public theater ca. 1640–60, even more so in conjunction with
               the cult of virtuosity in the 18th century, when castratos like Farinelli and Senesino made only token efforts to amplify their singing, and passionate performers like
               Nicolo Grimaldi (“Nicolini,” 1673–1732) and Faustina Bordoni were exceptional. Still, theater critics advocated appropriate facial expressions
               and gestures, noble bearing in imitation of classicizing painting and sculpture, and
               dramatic engagement with other performers. And they warned against inappropriate onstage
               behavior, such as unnatural, exaggerated breathing or spitting; breaking character
               during ritornellos; interacting with members of the audience or orchestra when idle;
               and indulging personal habits like taking snuff. French standards for acting, which
               had been ambitious under Jean-Baptiste Lully’s domineering hand, similarly receded in the early 18th century as Italianate virtuosity
               gained increasing prominence, although the best performers, such as the French bass Claude Louis Dominique Chassé (1699–1786), still gave stirring performances. While
               the chorus had a much greater presence in France than in Italy, it was treated largely
               as spectacular décor, entering ostentatiously from the wings and arranging itself
               in a semicircular configuration, its members often masked and their arms folded.
            

            
            The style of operatic acting and its aspirations experienced a fundamental shift in
               the direction of emotiveness and naturally paced interaction among characters in conjunction
               with the rise of comic opera (see CATEGORIES OF OPERA) and the popularization of artistic ideals associated with late 18th-century reforms.
               Christoph Willibald Gluck was himself credited with facilitating passionate acting by both soloists and chorus
               through the emotional immediacy of his music and its relaxation of conventions, potential
               unlocked by the alto castrato Gaetano Guadagni, said to have created the title role of Orfeo ed Euridice under the tutelage of the famous actor David Garrick.
            

            
            Numerous other contributions could be cited, among them Mattia Verazi’s nuanced stage directions in his librettos and his detailed involvement in every aspect of the productions he directed; Wolfgang Amadeus Mozart’s investment in naturally paced comic dialogue; the increased attention given to
               duets and other ensembles in the late 18th and 19th centuries; treatment of the chorus
               as an interactive presence; the internalized characterization demonstrated by such
               innovators as the dramatically gifted soprano Wilhelmine Schröder-Devrient (1804–1860) under the guidance of Carl Maria von Weber and others; and the illusionistic approach promoted by Richard Wagner and his followers at the Bayreuth Festival. Konstantin Stanislavsky’s (1863–1938) system of method acting, in which performers
               immerse themselves in the characters they play, was developed at the Moscow Art Theater
               (founded 1898) and applied to opera at his Bol’shoy Theater Opera Studio (founded
               1918, later renamed the Stanislavsky Opera Theater Studio), resulting in a number
               of influential productions in the 1920s and 1930s that integrated singing and movement
               (including La bohème, 1927, and Carmen, 1935). The relatively recent involvement of theater and film directors such as Franco
               Zeffirelli (1923– ) and Jean-Pierre Ponnelle (1932–1988) in productions crafted for
               video recording have continued to raise expectations regarding the realism and subtlety
               of operatic acting.
            

            
            See also CHALIAPIN, FYODOR; COLBRAN, ISABELLA; GALLI, FILIPPO; GARDEN, MARY; PRODUCTION; VERISMO; VIARDOT, PAULINE.
            

         

         
         	ADAMS, JOHN

         
         	
            (Born 1947, Worcester, Massachusetts.) American minimalist/post-minimalist composer of five operatic works (beginning 1983) and other vocal and instrumental music. Trained
               initially as a clarinetist, Adams studied composition at Harvard University with teachers
               including Roger Sessions (1896–1985) and David Del Tredici (born 1937). He taught
               at the San Francisco Conservatory (1972–82) and was composer in residence for the
               San Francisco Symphony Orchestra (1982–85). From the late 1980s to the present, Adams
               has served as artistic director for music festivals in California, conducted an array of major world orchestras, and received numerous
               awards, including multiple Grammys, a Pulitzer Prize (2003), and an honorary doctorate
               from Cambridge University.
            

            
            To date, Adams’s operas have with one exception been based on events, sometimes controversial,
               from the 20th century and have all been produced in collaboration with the American
               director Peter Sellars: Nixon in China (1987), on the president’s 1972 meeting with Mao Zedong; The Death of Klinghoffer (1991), a reenactment of the 1985 hijacking by terrorists of the cruise ship Achille Lauro and the murder of one of its passengers; I Was Looking at the Ceiling and Then I Saw the Sky (1995), a love story and social parody set in the aftermath of the 1994 Los Angeles
               earthquake presented in 25 pop songs accompanied by synthesizer and rock band; Doctor Atomic (2005), concerning the Manhattan Project of the 1940s; and A Flowering Tree (2006), based on a south Indian folktale of the awakening of moral consciousness
               and showing similarities to Die Zauberflöte. Adams has deployed elements of his eclectic postmodernist style, which ranges from
               such popular idioms as rock, gospel, and rap to traditional operatic lyricism, post-minimalist
               repetitive constructions, and atonal chromaticism, to bridge the gap between low and
               high art and provide sensitive and powerful readings of broad-ranging contemporary
               situations.
            

         

         
         	AIDA

         
         	AIDA

         
         	
            Opera; music by Giuseppe Verdi, libretto by Antonio Ghislanzoni (1824–1893) based on a scenario by Auguste Mariette (1821–1881);
               four acts; premiered Cairo, Egypt, Opera House, December 1871. One of Verdi’s most
               magnificent and familiar operas, it culminated his synthesis of French and Italian
               features beginning in the late 1840s.
            

            
            Having declined an offer from the khedive (colonial governor) of Egypt to compose
               an ode for the inauguration of the Suez Canal in 1869, Verdi agreed to an opera for
               the new Cairo Opera House after he received the scenario for Aida created by Mariette, the French-born Egyptian director of antiquities. As was increasingly
               his custom, Verdi took an active role in expanding the scenario and revising the verses
               supplied by Ghislanzoni. Its scheduled January opening delayed because delivery of
               the imported sets and costumes was held up during the siege of Paris in the Franco-Prussian War, Aida eventually saw acclaimed premiers in Cairo and Milan (1872) and joined the general
               European repertory almost immediately.
            

            
            Aida sets its love triangle in ancient Egypt, which faces invasion by Ethiopia. The Egyptian
               commander Radames loves the prisoner Aida, daughter of the Ethiopian king Amonasro,
               and is loved by the jealous Egyptian princess Amneris. As rewards for leading his
               army to victory over the advancing Ethiopians, the king grants Radames’s request to
               free the captives, who include Amonasro, over the objections of Ramfis and his militant
               Egyptian priests, but also makes Amneris his unwelcome prize. Torn between love and
               homeland, Radames agrees to flee with Aida and reveals—when she prods him as her father
               has coached her to do—the route the Egyptians will take to pursue the rejuvenated
               Ethiopian army, information Amonasro needs to set up an ambush. However, Amneris and
               Ramfis overhear and arrest him immediately for treason. Amneris’s love eventually
               overcomes her jealousy, but the implacable priests sentence Radames to entombment.
               Aida, who has concealed herself in the underground vault, joins him, while Amneris
               prays for their souls in the chamber above.
            

            
            Verdi’s fusion of French and Italian characteristics addressed inadequacies of both
               grand opéra and numerous Italian subjects he had rejected during the 1860s. Monumental beyond
               any other Verdi opera, Aida’s evocative locale and panoramic, quasi-historical religious and political background
               give multiple opportunities for spectacular tableaux in the French style. These exotic
               and often patriotic entertainments marshal multiple, lavishly costumed choruses and corps of dancers representing priests, maidens, soldiers, and slaves in front
               of elaborate, innovative sets, including the spectacular split stage for the entombment
               scene (Act 4). To evoke a Middle Eastern tinta, Verdi enlisted a French musical dialect consisting of modal and pentatonic scales,
               chromatic harmony and nonfunctional chord juxtapositions, and instrumentation charged
               with winds, brass, and harp. Spontaneously unfolding melodies in the French style
               convey psychological deflections phrase by phrase, as in Aida’s prayer “Numi, pietà”
               (Act 1). Structural cohesion and unity of characterization is created by thematic
               linkages stemming from French practice. These techniques include framing recapitulations
               of melodies within scenes; reminiscences of melodies between scenes, such as “Su!
               del Nilo” and “Numi, pietà” (Acts 1 and 2); and returns of motifs associated with
               Amneris’s cloying and vindictive alter egos, Aida’s love for Radames, and the dogmatism
               of the priests (the latter two ideas introduced in the prelude to the opera—see OVERTURE).
            

            
            More Italianate is the intensely personalized projection of the consequences of the
               political background in the love triangle and in the mind games leading to Radames’s
               treason. Bel canto melody, most famously Radames’s one-movement romanza “Celeste Aida” (Act 1), and impassioned arioso, for example Amneris’s monologues during the trial scene (Act 4), humanize the characters
               and provide more intimate foreground communication against the epic background. Underneath
               the comparatively continuous surface, Verdi continued to rely to one extent or another
               on the schematic forms of Italian set pieces. These appear occasionally in their entirety,
               as in Aida and Radames’s four-movement love duet “Pur ti riveggo, mia dolce Aida” (Act 3). Or following general trends in Verdi’s
               usage, they occur more commonly in adaptations, in which they are abridged and their
               movements joined to more idiosyncratic sections. Amneris’s confrontation with Aida
               (Act 2) begins with a tempo d’attacco “Fu la sorte dell’armi” and slow second-movement “Pietà ti prenda del mio dolore.”
               But then the women sing on top of the offstage reprise of the patriotic hymn “Su! del Nilo” from Act
               1, combining the typical intrusion that occurs in tempi di mezzo with a pseudo-cabaletta, followed by Aida’s imploring reprise of her Act 1 prayer “Numi, pietà.”
            

            
            This amalgamation of French and Italian traits is represented magnificently by the
               grand finale of Act 2, in which the Ethiopian slaves are paraded before the Egyptians and eventually
               pardoned. It begins with a colossal choral processional and ballet constructed of numerous patriotic, martial, religious, and exotic melodies—the instrumental
               march preceding the ballet being one of Verdi’s biggest hits—arranged in telescoped
               ABA patterns. This preface introduces an Italianate recitative and three-movement ensemble structured traditionally in important respects. Amonasro
               steps forward and pleads for his people in the largo concertato “Anch’io pugnai? . . . Ma tu, Re”; Radames wins their freedom, and his betrothal
               is proclaimed in the tempo di mezzo “Re: pei sacri numi”; and a colossal reprise of several of the opening choruses with
               the leads singing rapturous counterpoint takes the role of a stretta and frames the entire scene.
            

         

         
         	AIR

         
         	
            Term used somewhat inconsistently in 17th-century French opera for any type of distinguishable
               set piece. Airs fall into three main categories established in Jean-Baptiste Lully’s tragédies en musique in the 1670s. Occurring as relatively minor elements of dramatic scenes dominated
               by recitative, vocal airs (airs à chanter) may be solos or duets, trios, larger ensembles, or choruses, or even distinctive passages of recitative (until the mid-18th century). In divertissements, vocal airs, dance airs (airs de movement, which may or may not include singing), and instrumental airs (airs à jouer, overtures and descriptive instrumental pieces) constitute the bulk of the music. This range
               of options served tragédie en musique and opéra-ballet through the mid-18th century.
            

            
            The air à chanter typically adopts a simple, unornamented, more or less lyrical style of melody in
               which the vocal rhythms emphasize proper accentuation of the poetry. The most common
               forms are binary and ternary variants and the rondeau (ABACA . . .), although more
               complex designs involving recitative also occur. The air à chanter may present monologue or dialogue and attend to a broad range of dramatic functions,
               from real-time action to parenthetical reflection. In many cases it lacks regular
               meter, obbligato accompaniment, conventional form, or definitive closure to distinguish
               it from its recitative context, causing contemporary critics to complain about the
               monotony of dramatic scenes in French opera.
            

            
            In the early 18th century, shorter declamatory airs in binary form in the French style
               were distinguished from longer Italianate ariettes, which gave music greater prominence. More substantial, normally accompanied by orchestra and cast in versions of da capo form (see ARIA), and characterized by regular meter and virtuosic coloratura ornamentation, these ariettes began appearing in opéra-ballets of the 1710s and infiltrated tragédie en musique as early as André Campra’s Télèphe (1713), becoming a feature of Jean-Philippe Rameau’s style in the 1730s (e.g., in Hippolyte et Aricie). Air and ariette were further distinguished from couplets (strophic songs), cavatines (short songs lacking a reprise), and romances. Beginning in the 1750s, ariette also designated newly composed set pieces (as opposed to vaudevilles) for one or more singers in the comédie mêlée d’ariettes (see OPÉRA COMIQUE).
            

            
            By the end of the century the designation “air” was mostly limited to solo songs,
               while dances were termed air de ballet or air de danse, and other types of instrumental numbers received descriptive titles. It continued
               to be used in the 19th century as the preferred title for French solo set pieces,
               which sometimes borrowed features of their designs from the Italian grand aria.
            

         

         
         	ALCESTE

         
         	ALCESTE

         
         	
            Tragedia; music by Christoph Willibald Gluck, libretto by Ranieri Calzabigi based on Euripides; three acts; premiered Vienna, Burgtheater, December 1767. Written between Orfeo ed Euridice and Paride ed Elena (1770), Alceste was the second of Gluck’s three “reform” operas created with Calzabigi before Gluck
               relocated to Paris in the 1770s. A resounding hit in Vienna, it was revised extensively with a new libretto
               by Marie François Louis Gand Leblanc, Bailli du Roullet (1716–1786), for Paris (1776)
               to fulfill obligations for that city. Gluck cut, altered, and redistributed material
               from Vienna and added many new sections, particularly in the second and third acts,
               including a new role for Hercules in Act 3.
            

            
            Currently Alceste is best known for its preface, probably written primarily by Calzabigi for the published
               score (1769), which constitutes a kind of manifesto of the reform movement in late
               18th-century Italian opera that was shaped in great part by French tendencies. It
               promotes the classicizing goals of “noble simplicity” and musical enhancement of dramatic
               and poetic expression over the traditional subservience of Italian music to the vanity
               of singers and to expectations by the audience merely to be entertained. Opposing
               both hidebound conventions and any misplaced emphasis on novelty that undermines dramatic
               truth, Gluck and Calzabigi rejected impediments to the flow of the action, such as
               virtuoso passagework and ornamentation, long ritornellos, unmotivated repetitions of text caused by the conventions of the
               da capo aria, and discontinuities created by simple recitative. And they advocated the employment of a broad range of moods and styles to convey
               different situations, in particular the contribution of the overture and other instrumental music to dramatic atmosphere.
            

            
            Alceste deploys these principles on a much grander scale than Orfeo. Its economical plot, devoid of Italianate intrigues, shifts emphasis from the twists
               of opera seria to the impassioned reactions of its very human characters to their grievous situation.
               An oracle proclaims the imminent death of Admeto (Admetus), king of Thessaly, unless
               someone takes his place. His wife Alceste (Alcestis) volunteers, resulting in Admeto’s
               recovery and despair when he learns about her sacrifice. Happily she is rescued—by
               Apollo in the Viennese version and by Hercule (Hercules), who fights the demons of
               Hades to reclaim her, in the Parisian version. Amplification of this minimal narrative
               across an opera of approximately three hours places unaccustomed demands on dramatic
               singing; on visual elements such as scenery, costuming, and choreography; and on a
               chorus capable of characterizing both the Thessalian people and the denizens of the underworld.
            

            
            See also WOMEN AND OPERA.
            

         

         
         	ALCESTE, OU LE TRIOMPHE D’ALCIDE

         
         	ALCESTE, OU LE TRIOMPHE D’ALCIDE

         
         	
            Tragédie en musique; music by Jean-Baptiste Lully, libretto by Philippe Quinault based on Euripides; prologue and five acts; premiered Paris, Opéra, January 1674.
            

            
            Alcestis, or The Triumph of Alcides debuted amidst extended celebrations of Louis XIV’s return in 1674 from the Dutch
               War (1672–78), during which dikes were breached to impede the French advance. Like
               other tragédies en musique, it constituted an apotheosis of the king through allegorical representation of his
               presumably illustrious participation in the campaign, which had also been the subject
               of countless news reports and other artworks. Following a prologue in which the Nymph
               of the Seine laments Louis’s absence in pursuit of Glory, the opera presents the saga
               of Alceste (Alcestis), wife of Admète (Admetus, king of Thessaly), who is loved by
               Alcide (Hercules) and Lycomède (Lycomedes). Lycomède kidnaps Alceste, taking her by
               ship to his fortified island, Scyros, his escape abetted by the sea nymph Thétis,
               who temporarily impedes his pursuers Admète and Alcide with a storm. Admète, wounded
               in the battle to reclaim Alceste, will die unless she takes his place in Hades. Alcide
               agrees to rescue her there if Admète allows him to claim her. He then enters Hades
               through a portal revealed by the goddess Diana, makes fast work of the boatman Charon
               and the three-headed beast Cerberus, and charms Proserpine, who persuades Pluto to
               release Alceste. Returning to life, Alcide sets aside his own prerogatives and gives
               Alceste back to Admète, a union blessed by Apollo.
            

            
            At its premier, Alceste prevailed over organized opposition rooted in jealousy of Lully’s power at court
               and enjoyed regular revivals through the 1750s, setting the standard for tragédie en musique well into the 18th century. Its mythological plot, cast with gods and demigods, ignores
               the unities of time, place, and action, encompassing geographically detached locales, an extended time frame, and a secondary,
               comic love triangle involving companions of the principal characters. In particular,
               Alceste’s confidant Céphise receives a disproportionate number of airs. And it encourages comparisons with contemporary events—Lycomède personifies Holland’s
               illegitimate challenge to France, the siege of Scyros represents the Dutch War, Thétis’s
               storm parallels the Dutch flood defense, and so on—while idolizing Louis XIV by equating
               him (as often was done) with the dauntless and righteous Hercules.
            

            
            Alceste also follows the standard format of five acts, each of which centers on one main
               event: the abduction of Alceste, the defeat of Lycomède, the death of Alceste, her
               rescue from Hades, and her return to Admète. Each of these acts includes a ballet divertissement that presents spectacular scenic action integrated into the plot and depicted by a
               descriptive orchestral accompaniment (Act 1, storm; Act 2, battle; Act 3, funeral;
               Act 4, infernal dance; and Act 5, celebration). Choruses appear prominently throughout
               (e.g., the three choruses of water nymphs and gods, Thessalians, and sea nymphs and
               tritons in Act 1). Varying styles of recitative declamation convey diverging personalities, from Lycomède’s belligerent arrogance
               to Alcide’s temperate heroism. Unlike Italian arias, Lully’s short, syllabic, dance-based airs, though numerous, avoid virtuosic display
               and play a relatively modest role in the drama (as in Céphise’s songs in Act 2). The
               opera begins with a French overture in the conventional style that Lully had originated in his ballets de cours (see BALLET).
            

            
            See also WOMEN AND OPERA.
            

         

         
         	ALGAROTTI, FRANCESCO

         
         	
            (1712, Venice–1764, Pisa.) Italian theater, music, and art critic and librettist, one of the most influential writers on opera of the mid-18th century. After training
               in the liberal arts in Rome and Bologna, Algarotti became involved in literary and scientific discourse in Paris (1732), where he befriended Voltaire, and in London (1734). In the 1740s and early 1750s he served in advisory positions to Frederick
               the Great in Berlin and Augustus III in Dresden. In both cities he adapted librettos to local tastes, and in Dresden he frequented the same classicizing artistic circles
               as Johann Adolf Hasse.
            

            
            After returning to Italy in 1753 (Venice, then Pisa), Algarotti published his Saggio sopra l’opera in musica (1755), in which he criticized the lack of decorum in Italian theaters and the hegemony
               of singers, particularly castratos, and of music in general over dramatic poetry. He favored a partnership between composer and librettist like that of Jean-Baptiste Lully and Philippe Quinault in adapting exotic subjects susceptible to stylized operatic treatment and spectacular
               staging, simplifying the plot and situation, and integrating choruses and ballets in the French manner. He attached to the Saggio an Iphigénie en Aulide libretto that seems to have influenced Christoph Willibald Gluck’s version (Paris, 1774) and other late 18th-century “reform” operas. He was also
               probably involved to some extent with Tommaso Traetta’s Italian-French fusion operas for Parma ca. 1760. An early neoclassicist, Algarotti
               advocated less ornate, classically inspired opera houses incorporating stadium seating
               to optimize clear acoustics and sight lines, anticipating Richard Wagner’s Bayreuth Festival Theater.
            

         

         
         	ALTO

         
         	
            See CONTRALTO.
            

         

         
         	ARCADIAN ACADEMY

         
         	
            Roman literary academy of aristocrats, writers, artists, and musicians founded to
               restore good taste in the arts. Its precepts guided the development of Italian opera
               in the 18th century.
            

            
            The Accademia degli Arcadi was established after the death of Queen Christina of Sweden
               in 1689 to honor her patronage of the arts in Rome following her arrival there in the 1650s. Under the protection of Cardinal Pietro
               Ottoboni (1667–1740) and the leadership of Giovanni Maria Crescimbeni (1663–1728),
               the Arcadians began meeting in 1690 in a woods on the Janiculum, a hill on the outskirts
               of Rome, and subsequently relocated among the rooms, theaters, and gardens of various
               palaces over the next decades. Librettists who belonged to the academy included the founding members Gian Vincenzo Gravina (1664–1718)
               and Silvio Stampiglia (1664–1725), as well as Pietro Metastasio, student of Gravina and one of the most influential playwrights of the 18th century,
               and Ranieri Calzabigi, author of the Christoph Willibald Gluck reforms of the 1760s. Apostolo Zeno was a member of the Accademia degli Animosi, after 1698 a branch of the Arcadian
               Academy that shared similar aims. The opera composers Alessandro Scarlatti and Niccolò Jommelli were Arcadians—as was Arcangelo Corelli (1653–1713)—and George Frideric Handel attended and composed music for their meetings (1707–08). Although it faced opposition
               and various crises, particularly during the French Revolution owing to its aristocratic
               associations, the academy survived into the 20th century, when it was reconstituted
               as the Accademia Litteraria Italiana.
            

            
            At its inception, the Arcadian Academy attempted to reform the style of Italian poetry
               to reflect the simplicity and naturalness of pastoral literature, in contrast to the contrived complexity, formality, virtuosity, and embellishment,
               and the mixture of serious and comic elements, of 17th-century poetry and theater.
               In particular, it opposed the mannered poetry of Giambattista Marino (1569–1625) and
               his followers, which featured bizarre, sometimes licentious subjects, distortions
               of syntax, and indulgent metaphors, advocating instead a more classicizing, reasoned,
               elevated style theoretically informed by Homer, Dante, and Petrarch. According to
               these principles, poets associated with the academy and their many imitators developed
               conventions of genre, form, and language that would govern Italian opera seria through the 18th century and would precipitate the development of opera buffa and the comic intermezzo.
            

         

         
         	ARCHILEI, VITTORIA

         
         	
            (Active 1582–1620.) Italian soprano known as “La Romanina,” Archilei was one of the most famous singers at the turn of
               the 17th century. Emilio de’ Cavalieri mentored her in Rome, and she followed him to Florence in the late 1580s, where she remained in the service
               of the Medici family through the end of her career. She performed in the intermedi for several important wedding celebrations, including that of Ferdinando de’ Medici
               in 1589, as well as other stage works including Cavalieri’s Disperazione di Fileno, her passionate singing reportedly bringing tears from the audience. Giulio Caccini and Jacopo Peri both claimed she had sung their new music and praised her brilliant and sometimes
               subtle ornamentation. Although the death of a famous singer named Vittoria was reported as early as 1614,
               she probably lived into the early 1640s.
            

            
            See also WOMEN AND OPERA.
            

         

         
         	ARIA

         
         	
            In opera, a song for one singer, normally setting Italian lyric poetry as opposed
               to recitative verse (see VERSIFICATION), accompanied by orchestra and/or basso continuo.
            

            
            In the early 17th century the term distinguished solos in strophic form, in which
               successive stanzas of poetry (strophes) are set to the same music (AAA . . .) or similar
               music (strophic variations, AA'A'' . . .), from through-composed madrigals. These arias are monodies accompanied by basso continuo, although ritornellos (short instrumental passages)
               for small orchestras of strings and other instruments frequently separate stanzas
               (e.g., ARAR . . . or ARA'RA'' . . .). Examples, which are relatively few in number
               and share the stage with lengthy recitatives, madrigals, various ensembles, and choruses, include dance songs (see CANZONETTA), such as Orfeo’s “Vi ricorda,” and more emotionally invested, metrically flexible
               pieces in various recitative styles, such as the strophic variations for Music’s “Dal
               mio Permesso amato” and Orfeo’s “Possente spirto” (Orfeo, Act 2, Prologue, and Act 3, respectively).
            

            
            In the Venetian-style works of the mid-17th century, bel canto arias in triple meter came to dominate, multiplying to as many as 50 per opera, and
               began to take a standardized position at the end of a scene following a recitative. While strophic forms remained common, librettists tended to reduce the number of strophes to two, and conventionalized internal forms
               developed for the individual strophes (ABB' and ABA'), creating the complete forms
               ABB'R ABB'R and ABA'R ABA'R. Although continuo accompaniment for the voice with intervening
               orchestral ritornellos remained standard, concertato arias in which instruments accompany
               the voice or punctuate its phrases appeared beginning in the 1640s and include the
               popular trumpet arias of the 1670s. As written, their vocal lines appear relatively
               plain but in practice were doubtless elaborately ornamented. By this time conventional
               categories of aria—comic arias, love arias, and the like—had begun to develop. One
               particularly important type was the lament—an aria expressing grief or remorse—which
               had appeared as early as Euridice and had become a shopworn cliché by the 1660s, many of Francesco Cavalli’s and Antonio Cesti’s operas including multiple examples. Dido’s lament (Dido and Aeneas, Act 3) provides the most famous Italianate (though not Italian) example from later
               in the century. As early as 1638, Claudio Monteverdi’s madrigal Lamento della ninfa included a basso ostinato (a short bass melody, normally a diatonic or chromatic descent from tonic to dominant, repeated
               numerous times) over which the vocal melody unfolds, and later laments (including
               Dido’s) followed suit.
            

            
            Prior to 1690 the ABA'R ABA'R form lost its second strophe and became the da capo
               aria ABA, in which the reprise of the opening section, rather than being written out,
               was indicated by the instruction “da capo” (“from the head”: AB da capo). The form
               took root first in Venice, after which it and its variants dominated opera seria during the 18th century and also served in opera buffa. Valuing its stable symmetry, classicizing poets connected to the Arcadian Academy and composers working in Naples, most visibly Alessandro Scarlatti, institutionalized its conventions, including its function of providing parenthetical
               summation, reflection, or moralizing commentary detached temporally from the real-time
               action presented in recitative. This purpose, which has been compared to that of the
               chorus in Greek tragedy, is often achieved through a poetic metaphor (simile aria).
               The continuo aria all but disappears by the 1720s, orchestral accompaniment reinforcing
               the vocal passages throughout. And arias were commonly categorized according to affect
               or topoi/topic (for example, “rage” arias or “military” arias, see DOCTRINE OF THE AFFECTIONS) or by vocal type (the virtuosic aria di bravura or the more lyrical aria cantabile). Aside from occasional entrance arias (for example Caesar’s “Presti omai,” Giulio Cesare in Egitto, Act 1), da capo arias typically follow recitatives and conclude the scenes in which
               they occur, their singers leaving the stage to applause (hopefully) following their
               so-called exit arias.
            

            
            The length of arias progressively increased as the da capo form incorporated additional
               subdivisions, resulting in the Neapolitan five-part da capo form. The A and B sections
               each set a short stanza of poetry (most often four lines long). In the A section (and
               subsequently in the da capo) the opening stanza is sung twice framed by ritornellos
               (RAR'A'R''), while the B section sets the second stanza one or more times without
               ritornellos. The complete form plays out RAR'A'R'' B RAR'A'R'', the vocal passages
               constituting the five parts: AA' B AA'. In the opening section, the first vocal passage
               (A) normally modulates from the home key to the dominant (or to the relative major
               in minor keys), the new key being confirmed by the second ritornello (R'), while the
               second vocal passage (A') returns to the home key, which is confirmed by the final
               ritornello (R''), making the opening section tonally closed. The B section ranges
               further afield, modulating between more distantly related keys in music that contrasts
               to a greater or lesser degree with that of the A section.
            

            
            By midcentury, variations of the standard form abounded. Before 1750 they leaned toward
               greater length and complexity through expanding and increasing the number of vocal
               passages in the opening section, interpolating recitative in the middle section, and
               intensifying the contrast between the A and B sections through changes of musical
               theme, tempo, and meter. (Giulio Cesare includes examples such as Cleopatra’s “V’adoro, pupille,” Act 2.) However, by midcentury—and
               to a limited extent as early as the 1720s—composers also tended to simplify the form
               in a number of ways. In the dal segno aria, the instruction da capo dal segno (“from
               the head, from the sign”) directs performers to begin the reprise of the A section
               not at the opening, but at an internal point indicated by a sign, which may appear
               anywhere from near the beginning of the opening ritornello to the beginning of the
               second vocal passage, resulting sometimes in drastic abridgements (RAR'A'R'' B A'R'').
               The opening A section could also be shortened by eliminating its second vocal passage
               and writing out the reprise (RAR' B A'R'') so that the opening vocal passage moves
               from tonic to dominant and its return remains in the tonic, mimicking the exposition
               and recapitulation of sonata form, while the B section stands in for the development.
            

            
            Alternative forms that were particularly common in opera buffa were the so-called
               cavatina, which consisted in effect of only the opening section of the da capo form
               (RAR'A'R'' without B or the da capo) and the binary form AB A'B', sometimes with a
               final faster section (stretta). By the 1780s composers were increasingly turning to episodic arias consisting of
               a series of different melodies and textures often framed by recapitulation of the
               opening idea, as in Figaro’s “Se vuol ballare” (Le nozze di Figaro, Act 1), which privileged natural psychological movement through varying moods and
               points of view—and dramatic progression—over classical balance and closure. Similar
               concerns probably contributed to the popularity of the two-movement, slow-fast rondò, the shift between tempos conveying a change of focus or mood on the part of the
               character singing (for example, Idamantes, “Non ho colpa,” Idomeneo, Act 1). Such arias are normally dramatic, expressive, and technical tours de forces
               for principal characters, so naturally they were adapted and parodied in lighter genres,
               for example Leporello’s catalog aria “Madamina, il catalogo è questo” (Don Giovanni, Act 1) which reverses the tempos.
            

            
            At the end of the 18th century, duets and larger ensembles increased in importance, and the number of arias declined, encouraging
               cultivation of an aria form that could showcase the various capabilities of the singer
               within a single set piece. Consequently in the 19th century the da capo aria was replaced
               by the multimovement grand aria, which developed out of the two-tempo rondò through the definition of an additional distinct middle section. In its most elaborate
               form, the grand aria consisted of three separate movements: a reflective lyrical slow
               movement, a more energetic, dramatically active tempo di mezzo that incorporated an event, announcement, or change of focus that at least theoretically
               motivated the final reflective movement, a fast, vocally dazzling cabaletta. Whereas slow movements of Gioachino Rossini’s era typically consisted of an episodic melody that proceeded from disconnected,
               highly embellished phrases to more integrated coloratura passagework, beginning with
               Vincenzo Bellini’s generation it comprised a single lyrical melody that adopted a version of the lyric prototype. This complex of movements set multiple stanzas of lyric verse and normally followed
               a scena (see SCENE) in recitative style, which in the most extended examples was preceded by a chorus.
               A well-known illustration of the three-movement form with chorus and scena is Norma’s
               “Casta diva” (Norma, Act 1). Through the 1830s a two-movement version of this form without the tempo di mezzo also appeared frequently, for example in Arsace’s “Ah quel giorno” (Semiramide, Act 1). In the 19th century an aria for a character’s first appearance onstage is
               called a cavatina (compare the 18th-century usage designating a shortened da capo
               aria)—as in the aforementioned arias for Norma and Arsace—and a principal character’s
               aria at the end of an opera is their rondò finale.
            

            
            The 19th-century grand aria had the advantage of incorporating a range of vocal modalities—lyrical,
               dramatic, and virtuosic—in its three movements, respectively. The tempo di mezzo also revived the real-time action within the set piece and often included chorus
               and pertichini (secondary characters), who might also sing in the opening movement and cabaletta,
               linking it to the dramatic matrix of the scena. As a result of the Rossini craze of
               the 1810s and 1820s, the form was widely imitated, often loosely, in France (see AIR) and Germany, for example in Marguerite’s “O beau pays” (Les Huguenots, Act 2) and Agathe’s “Leise, leise” (Der Freischütz, Act 2).
            

            
            After ca. 1850, however, effective motivation of the cabaletta and the perceived unnaturalness
               of the monolithic conventionalized structure led composers like Giuseppe Verdi and their librettists to rely on one-movement arias like the canzone (a quasi popular
               song), ballata (a dance song), preghiera (prayer), racconto (narrative), and romanza (see ROMANCE) with increasing frequency, either embedded within flexibly constructed
               ensemble scenes or as stand-alone solos. For these arias, composers adopted a variety
               of forms, from conventional strophic and ternary (ABA') forms to progressing episodic
               arrangements, treated the lyric prototype with greater flexibility, and included frequent
               impassioned declamation, increasingly allowing the music to emerge seamlessly from
               its context and deflect through a series of spontaneously organized vocal phrases
               and orchestral motifs in response to the words. By Giacomo Puccini’s day, typically only the applause break at the end of an aria distinguishes it from
               its surroundings and from other monologues.
            

            
            In the 20th century, unless the designation is broadened sufficiently to include any
               extended vocal solo, “aria” has a much more limited application than in previous eras,
               owing literally to the scarcity of Italian opera after Puccini. But language aside,
               one may legitimately question whether the diverse solos scattered among number operas
               like Der Rosenkavalier, Wozzeck, Die Dreigroschenoper, Peter Grimes, or The Rake’s Progress—the ruminative monologues, the narratives, stage songs, pseudo-pop songs, or the
               ironic parodies of traditional archetypes—really serve the same dramatic, performative,
               or structural functions as the distinct virtuosic or emotive centerpieces of past
               ages, to which the term properly applies.
            

         

         
         	ARIETTE

         
         	
            See AIR.
            

         

         
         	ARIOSO

         
         	
            Operatic singing that is “aria-like,” but not a formal aria. In the 17th and 18th centuries, arioso occurred within
               recitatives, setting recitative verse (see VERSIFICATION), hence the term recitativo arioso. Arioso is more melodious than typical recitative, often having a more patterned
               and fully notated accompaniment, and is performed in stricter meter and tempo. It
               sometimes appears at the end of a recitative to create a transition with the following
               aria. In the 18th century, short arias were sometimes called “arioso.” Conversely,
               the terms “cavata” and “cavatina” were sometimes used to denote extended, clearly
               defined sections of arioso within recitatives. In the 19th century, the turn to multipart
               set pieces that include dramatically active declamatory movements meant that arioso
               could occur within a formal aria (or duet or ensemble) in a movement that was not primarily lyrical, especially the tempo di mezzo. In French opera beginning with Jean-Baptiste Lully, récitatif mesuré often fits the definition of arioso, as do many passages in 19th-century German operas
               by Richard Wagner and others.
            

         

         
         	ARNE, THOMAS AUGUSTINE

         
         	
            (1710, London–1778, London.) The most prominent English theater composer of the mid-18th century. Arne made his livelihood a family affair, composing music
               for a succession of London troupes that included his younger sister (Susanna, 1714–1766) and brother (Richard),
               who were actor-singers; his father, who handled business concerns; his brother-in-law
               and manager Theophilus Cibber; and probably more than one mistress among his female
               protégées. In addition to copious music for spoken plays, pantomimes, masques, and ballets, Arne wrote approximately 20 operas of various categories from the 1730s through the 1770s. They run the gamut from ballad opera, including a remake of The Beggar’s Opera (1759); to English comic opera either with spoken dialogue or with music throughout,
               as in Thomas and Sally, or The Sailor’s Return (1760), the first all-sung English comic opera; to fully composed serious opera with
               recitatives, for example, the three-act allegorical historical opera Eliza (1754), concerning Elizabeth I and the Spanish Armada, and Artaxerxes (1762), an English-language opera seria based on Pietro Metastasio’s Artaserse (1730).
            

         

         
         	AUBER, DANIEL-FRANÇOIS-ESPRIT

         
         	
            (1782, Caen–1871, Paris.) French composer of approximately 50 operas mostly from the 1810s through the 1860s (the majority
               opéras comiques) and instrumental and other vocal music, teacher, and writer on music theory. Auber
               is credited with originating the genre of French grand opéra.
            

            
            The son of a well-to-do merchant, Auber was trained as a pianist, string player, and
               singer. Having returned from a trip to London (1802–03) in connection with the family
               business, Auber lived in Paris the remainder of his life, pursing his musical career at first as a dilettante supported
               by his father. After a number of string concertos, he composed his first opera, the
               one-act comedy Julie (1805), for an amateur academy that included painter and lifelong friend Jean-Auguste-Dominique
               Ingres. He also began composition lessons with Luigi Cherubini and associated with a Belgian prince residing in Paris, for whom he accompanied touring
               virtuosos in the prince’s salon and composed the opéra comique Jean de Chimay (1812). After his father’s death he took a more professional approach to music and
               made a name for himself at the Opéra-Comique (and in Germany) with La bergère châtelaine (1820) and Emma (1821).
            

            
            Auber’s long-standing collaboration with the librettist Eugène Scribe, which produced more than three dozen works, began with the opéra comique Leicester, ou Le château de Kenilworth (1823). Their ninth project, La muette de Portici (1825) on a libretto heavily rewritten by Scribe, is considered to be the first grand opéra, a story of revolution set in 17th-century Naples and its environs as the Neapolitans suffer under the Spanish viceroy. Its mute heroine,
               who has been seduced and abandoned by the viceroy’s son, is sister to the leader of
               an unexpectedly bloody rebellion. When he is poisoned by fanatical followers, she
               commits suicide by magma as Vesuvius erupts.
            

            
            La muette established many of the conventions of the new genre as it would develop in the 1830s:
               the five-act structure, specificity of historical context and locale, spectacular
               tableaux that involve huge crowd scenes and dazzling special effects requiring state-of-the-art
               technology, visual acting (the female lead dances and mimes her role), a broad spectrum of musical idioms from
               coloratura in the manner of Gioachino Rossini to exuberant songs and dances in a popular style, and a network of dramatically motivated
               melodic reminiscences. Alongside Giacomo Meyerbeer’s operas, it became one of the most performed stage works of the 19th century in
               Paris and elsewhere.
            

            
            On the heels of La muette, Auber cemented his reputation with the opéras comiques La fiancée (1829), Fra diavolo, ou L’hôtellerie de Terracine (1830, supposedly based on the escapades of a recent Italian brigand), and Le domino noir (1837), as well as the opéra historique Gustave III, ou Le bal masqué (1833), all on Scribe librettos. The last, recounting the historical assassination
               of an 18th-century king of Sweden, was staged including a ballroom scene of 300 participants
               and is the antecedent to Giuseppe Verdi’s Un ballo in maschera (1859). Riding this wave of success, Auber became director of the Paris Conservatoire
               (1842) and sacred music director for Napoleon III during the 1850s and 1860s. And
               he received numerous awards, beginning with the Legion of Honor (1825). Despite his
               other duties, Auber continued to write operas frequently until about 1860, most prominently
               the biblical L’enfant prodigue (1850) and the opéra comique Manon Lescaut (1856), a domestic tragedy in the style of opéra lyrique, its naturalistic depictions of urban life and its heroine’s onstage death anticipating
               Carmen and verismo. Auber’s last international success was Le premier jour de bonheur (1868).
            

         

         
         	AZIONE TEATRALE

         
         	
            See FESTA TEATRALE.
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