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TRUTH IN
ADVERTISING

The discussion of La Boheme in this Guide contains (1)
background on how persbnalities, alitits, pjl
creative customs , social mores, the ever-p o p u haaky-p @ n k
and possibly even talent, brought the opera into being; and, (2)

a non-technical, seriously stripped -down synopsis of the
operatic opus and its major musical moments (a.k.a Tersely
Telling a Tuneful Tale).

As a result of such content, in  the privacy and pace of your own
home, grazing the Guide wi | | enabl e calculfat
potential to you for an enjoyable evening (or matinee)
performance .

A warning though, if you a re looking for a staid and sterile
read, you have bet on the wrong horse. The Guide is liberally
larded with, if not laughs, at least intended chuckles. It was
constructed optimistically , to be entertainingly informational.




La Boheme

b S B

Opera Carolina 2010:

An Overview of the

Commonalities and Not - so Commonalities
Among the Seasonds

Of the three Opera Carolina productions for 2010, two of them (La Boheme
and Carmen) are perpetually found at the top of the international list of most
popular' operas in the standard repertoire. Otello, while usually not in the
Top 10 of an | mpr ésoasrisliemly“)mels Clase andhis r v
regarded as Verdi 6s t-rthatgsipmisedop @esarl ma s

All three of the works appeared in 19" century Europ e , probably
most creative and productive period. Two of them (Carmen and Otello)
premiered within a decade of each other, respectively 1875 and 1887.°
Boheme appeared some ten years later (1896), on the edge of the modern
opera era. At their debuts, Otello was an immediate success; Boheme
opened to mixed reviews, but swiftly moved to massive popularity; as for
Carmen, even today ambiguity continues as to public and critical regard at
its debut. Most will concede it was not an overwhelming success; however,
it probably was not an overwhelming disaster, as frequently claimed. It is
commonly known though, that it took much subsequent production
promotion to even begin placement of the work in its present, vaulted
position of public popularity.

All three works found their plots in existing literature: a Shakespearean play
and two very popular novels. The literature sources for Otello and Boheme
also served other composers for creation of operas with similar story lines.
A Rossini 6 Stelle prensered in 1806f * Leoncavallod *sversion of

! Also means, most frequently performed.

2 This exclusion usually results from expensive and elaborate productions demands and/or

needs for both a killer tenor and baritone (no pun intended).

% For a historical refere  nce point, somewhat bracketing t he U. S. 8s centenni
4The same year as his Babiere di Siviglia .
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LaBohemef ol | owed Puccinibés by one year . I
dueling duplicates, the Verdi and Puccini operas quickly relegated their

Rossini and Leoncavallo dentical twins to the obscurity of an archival

dustbin.

The three 2010 Season operas are unanimous in not ending happily: all

their heroines leave this world as the curtain falls (not a pun); albeit, the

|l adi es6 departures are by -chénfhdroaegatsat r
are headed for perdition. Such is the way of operal!

Probably the most bizarre feature the three have in common is, as their final
curtain descends, all three heroes are weeping over the dead bodies of the
heroines. Two of those heroines were done in by the now, weeping heroes!
The third dies unassisted, except by a democratic contagious disease.

As to the composers, Bohemewas t he third of Puccini
one that first brought him, though over a long haul, massive public and

critical acclaim. Otello was t he second to | ast of
thirty and, as noted, a real barnbur ne
slim, probably five to seven works.® Of those, two were mildly successful

and occasionally are still produced; except for one, Carmen, the rest either

never made it onto the stage or disappeared from view after one poorly
received production. As to Carmen, most composers would kill to have that

as their only recognized work. That opera though is credited with probably

kiling Bi z et . He died of a dnfailed heart o
debatable debut. He did not live to see its veneration.

Among the three operas, their music is obviously, significantly different.’
However, it does have one thing in common, it is quite glorious and
consistently a treat to the ear.? You probably will never experience a more
enjoyable, diverse operatic trio. So, try any one or--- all three!

SPagliaccB s papa.

®Depending how youcount. | n gener al , counting an operatic ¢
target. Some composers revisit their original wor k for maj or rewrites
Tannhauser); th ose re-dos some folks consider two operas, but some count only the

original opera. Other composers will write one -act operas, combine them into a larger two

or three act pack4ddr ido)e thay prodiRtusoncei falks Gosint as one

opera, or count it as three. Have fun!

"Spanish rhythms versus Parisian romantic versus grand Italian overkill (not a pun).

8And most productions are also , a feast for the eye.
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A Brief
Boheme  Biography

(a.k.a. Background)

N
SN

Parisian Prelude. In 1845 some ten years befor e Pucci ni 6
Parisian literary magazine (Le Corsaire) begin serialized publication
ofstories by Henry Murger. Al l tt
Latin Quarter’dur i ng the 18406s. With a
romanticized bohemian life and were semi-autobiographical including
only slightly fictionalized char
Sometwenty-one of these fiscenes de | a
four-year period.'® The stories were popular among the literary set,

but did not create much of a stir among the general public--- yet.

In 1849, a young playwright Théodore Barriére proposed to Murger
that they develop the stories into a play. They did (circa 1850) and it
became a popular and lucrative success. As the fates would have it,
the play spawned (finally) a great public demand for broader
publication of the original stories. Murger no fool he, took the original
stories and worked them into a novel, published in 1851. That work
Scenes de la vie de bohéme, also became a popular and lucrative

9 Set on the left bank (  Rive Gauche) of the Seine, the Latin Quarter has been the historic

home of Parisds numerous wuniversities since
higher education communities at that time, the Rive Gauche was the home |
Latin -speaking communty, hencethe 6 Lat i n Qu ar t.dhe®uanas nais«k Game. to
house, in addition to students and pedagogues, artists and their associated groupies , as

well has inexpensive housing and cafes/bistros.

10 Murger prudently took time out-of -town during the P aris 1848 Revolution .
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public success, within and well beyond the city limits of Paris.** It will
alsobet he basi s Bobhame,Put that wilhhappen later.

Fast Forward to Italy . A few years after the publication of
Mur ger 6 s n o VePugcini @858-t984nwas born into the
fifth generation of an Iltalian family of church musicians and
composers. Initially, Puccini proved to be a lazy and indifferent
student. However, in his early teens, he did begin to show the
fami |l yds musadt tdahk bepame anioganist in the local
churches.™ It was therefore assumed, he would follow in the family
tradition of religious music composition. Wrong!

Looking backwards at his musical portfolio, it is true that Puccini did
produce church music.* However, it was a small proportion of his
total output, primarily because at age 18, the composer-to-be took a

hike. The occasi on waAiainhhisa, qpte & mi e

wal k from Puccini 6s *hbheeomposewlater o f

recalling the impact of that performance stated, A | t felt as

" The first edition sold more than 70,000 copies - huge sales for that period.

“For those who are sticklerés for full names:
Maria Puccini. It would take some marquee to fit that moniker !

¥ He also became an in-demand pianist in the local bars and also possibly, the town
brothel. About this time , Puccini fell into his i fe-long habit of cigarette -smoking. It is
said, to finance his habit, he would steal and sell pipes from the local church organs. To
avoid the thefts being detected, he would rework the organ music to eliminate the notes

of the purloined pipes. Unfortunately pay -back for his larceny occurred in 1924 with his

death from complications of throat cancer , brought on by decades of his bright leaf
addiction..

1 Puccini pirated some of the music from his ~ Messa di Gloria (1880), to use in Boheme.

Even then, recycling was a popular practice among composers.

Variously reported as (one -way) 15 miles, 18.5 miles, or 22 miles. Take your pick. His
walking companions (also variously reported) were either his younger brother or two

friends. The records donét state how many feet of
though.
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musi cal window had opened! o He
to compose only opera.

By the age of 22, Puccini had exhausted all the considerable
composition education resources of Lucca and applied for admission
to Milanbds Conservatori um. He qu
meager resources could not underwrite the cost. On his behalf, an
appeal was made to Queen Margherita of Italy*®; she responded by
facilitating a scholarship.

At the Conservatorium, his classroom performance appeared
exemplary; however, his extra-curricular escapades were worthy of
his later operatic bohemians. Companions for those bill-dodging, girl-
chasing, status quo-attacking and wine-swilling days included
Mascagni and Boito.'” They all were active participants in a slightly
disreputable, albeit talented group of students referred to as the
fiscapigliaturao (the disheveled o

The Operas Begin . As Puccini was finishing his years at the
Conservatorium, one of his instructors, Amilcare Ponchielli,*® urged
him to enter a one-act opera competition and put him in
communication with a librettist, Ferdinando Fontana. Further,

6 Margherita is also credited by history , as the inventor of pizza a s we know it.
Neapolitan tomato pie was a favorite of hers, but she had the idea of adding a cheese
to pping. Voila! Pizza Margherita, the first of a long, distinguished caloric line.

Her majesty also ironically presided over the raucous  but triumphant premi er e of Pu
Tosca, some twenty years after the scholarship gift. Her investment paid offt However,
all that is another story.

1 Cavaleria Rusticana and M efistofele,  respectively .

8 A group of bohemian painters, composers, and writers who saw s tyle as a means of
revolt and cultivated deviant behavior designed to shock their more staid contemporaries.

The French equivalent of the Italian term is boheme.

® The composer of La Gioconda, which included the music for all those Disney waltzing -
hippopotami.
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Ponchielli recommended the still-student composer to Giulio Ricordi,
the head of the prestigious Italian music publishing firm.

Puccini did enter the competition with Le villi. It did not win.°,*
However, the young Arturo Toscanini was in the audience and
conveyed favorable impressions of the work to Ricordi. Long story
short, Ricordi offered Puccini a contract for a second opera.

The second opera Edgar, also with a Fontana libretto was what the

composer | ater described as iluna

majority of the problem seemed to be a woefully inadequate and
wildly improbable libretto. From that, Puccini learned the importance
of a pitch-perfect libretto (not a pun) to match his musical style. He
later observed that Verdi had sufficient skill to overcome a deficient
libretto, but conceded that he (Puccini) did not. That valuable lesson
though made him a raging tyrant with his librettists.*?

Manon Lescaut, the first  Success. To say the least, Ricordi was a
successful publisher of some of the finest classical music of the 19"
century; largely one suspects, because of his fatherly mentoring skills
especially of composers new in career. Puccini had a major
disappointment with Edgar and at a critical stage in his young career.
Ricordi counseled and otherwise humored him through the
crossroads crisis. Soon Puccini was moving up the road to his third
opera, Manon Lescaut .

While not our target for tonight, two events from the creation of

Manon Lescaut are relevant to Boheme,Pucci ni 6s f ourt h

20 The opera did create a favorable impression though. Puccini was requested to rework

it into two acts. The revised version was publically staged to a positive critical and
public reception ; it was subsequently published by Ricordi .

2 several years later , that same annual competition was won by Mascagni for  Cavalleri
Rusticana.

2ZThe conflicts were so acrimonious that it
was to prevent the librettists and Puccini from killing each other.

12
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the composer now stood his ground on a libretto, his way! The
selection of Manon Lescaut as the opera-to-be subject also revealed
a very combative, competitive streak in the composer as well as
possibly the soul of a con man.

Puccini at first tried to write the Manon Lescaut libretto, but was
gently convinced by Ricordi that poetic words were not his forte.
Then a succession of ,iscluding lfebncavalloe t
(pre-Pagliacci), Ricordi himself and Luigi lllica.?® After three years,

the work was completed; an excessively | ong p
development, but probably not one that included a Puccini-esque war
overwords! The many hands involved in

so soured by their experience, they wanted no public credit.
Therefore, the opera was originally published without naming any
librettist. That wearying warfare sensitized Ricordi, so he was ready
for a different text tact when Boheme became a possibility.

As to the. somewhat mean-spirited spirit of competitive chase. Julies

Ma s s e n e t Gvanoro haa suaessfully premiered in Paris some

five years before Puccini began work on his Manon Lecaut. Both
Massenetds version and Puccini®ds
Al t hough the Massenetds version
Puccini was familiar with the pie
opera was tremendously popular with both the critics and the public,

so it was fool-hearty for an yet-to-be successful operatic composer

as Puccini, to create a work that would provide comparison with a
know quality. However, he did and the result was both works were
equallysucce ssf ul and remain in today?®o:

% lica, with h i s partner Gi acosa, subsequently au
successful operas: Boheme, Tosca and Butterfly . Unfortunately, lllica died shortly after

Butterfly 6 s Pari s pr emi er ewitoPuccihi hméghtrhave dofitioued dt was
rumored llicads somewhat wunanticipated death had r oc¢
2 The 18™M century novel of Abbé Prévost, The Story of the Chevalier des Grieux and of

Manon Lescaut (a.k.a. just plain  Manon Lescaur).
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In selecting Manon Lescaut for his third opera, the composer
considered and rejected several options. Why he decided on Manon
Lescaut can only be speculated. However, the fact it would offer a
chancetotak e on one of the fAbig guyso
conclusion.

Puccini is said to have differentiated between the two operatic

versions i n t he statement , i Massenet f
Frenchman, with the powder and the minuets. | feel it as an Italian,
wi t h desper at Whateyed sBU omni! i 6 s comp

competiveness was born. Anything other note-notaters could do, he
could do better! Bohéme proved to be his next demonstration.

Birthing Bohéme  In moving towards his fourth operatic subject,
Puccini again engaged in a long, fruitless search.”® Then in 1892

there was a chance conversation between Puccini and his friend and

fellow composer, Ruggierio Leoncavallo. That composer fresh from

his triumph with Pagliacci, was beginning work on a new opera. He
said it was t o b &celeade &diede Bohdmme.rHg er 06 ¢
showed Puccini his libretto and asked him to compose the music.

Puccini declined.

Several months later in 1893, the two men again met and Puccini
announced his new opera would be based on the Murger text.
Pagliacciod s papa went ballistic , ¢had r
substance of their earlier conversation. The dispute escalated into a
vitriolic press exchange between the two men and their publishers.
Puccini denied thathehadeven been told of .Leon
He walked away from further dispute by indicating both men should

®He was discouraged from one of his possible subjects (Ve rlg &/8asby no less a

personage than CosmiaWagner , t hatwfeomposeros
®All this is Leoncavallods recall of the meetin
Read on!
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write their Boheme operas and then let the public and the critics
decide!

I n reviewing the design of botih
i mplicit support for Leoncavallo
appear in both operas that are not in the novel. Puccini advised his
librettists on the structure of those scenes. It appears that advice
may have been purloined from the Leoncavallo libretto that Puccini
denied ever seeing. Whatta guy! Great music though.

Puccini s version beat Leoncaval |

Leoncavall obs was more success.ful
However, Leoncavall o6s Wbrorhteenopesan s
stage, whil e P uSo €ar, Rucé@ns hag thumped ®vd .

successful composers!

Librettists, Lucky or Luckless? with the subject and source? of the
new Puccini opera decided, decisions now turned to the sensitive
subject of librettists. Who would be the initial victims this time
around?

A pair with a proven track record and hence, professional maturity
was put forth by Ricordi. The two were Giuseppe Giacosa and Luigi
lllica. Both had been involved to some degree with the traumatic text
to-dos over Manon; the team therefore should have been
appropriately sensitized to?Phecci
allocation of work between the two librettists was that lllica was to
create the scenario and Giacosa would translate it into poetic verse.

271896 and 1897, respectively.

% The Murger novel rather thanthe pl ay was decided as the op
evidently had a T7raviata -like plot with a rich uncle of Rudolfo talking ~ Mini into leaving the
young man Puccini would risk invidious comparison to a Frenchman, but not the Italian
maestro.

29 Ak.a. they should have known better!
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In retrospect, the Bohéme libretto6 sreation had numerous artistic

i fferences, 0 but was C 0 mMamanat i v
However, it was no shorter in development; three years passed

before Puccini was pleased and the musical composition completed.

Both librettists at various points during the long creative stretch,
resigned (rejected). Ricordi, determined not to let the Manon
problems reoccur, earned his battle stripes; the trio was productively

held together.*

The opera opened under the baton of a young Arturo Toscanini. The
first night6 seception was good, but not the wild Italian public hysteria
that greeted Manon. Next day, the critics were generally lukewarm.
However, each successive performance reached greater public
acclaim. Very quickly, the piece rose to a public acme of demand. It
then became and remains so now, one of t he mos't i
operas of the general repertoire. Six more Puccini operas were to

follow.® All were successful albeit with different degrees of Italian

hysteria, or lack thereof.

>

P.S. Even his friends admitted Puccini had only two loves, in addition
to composition: sex and fast cars. A fast car he was driving almost
kiled him in 1903 ial | egedo®d sex produced
notorious law suit in 1909 and some claimed, very much killed his
spirit;*® however, it was a unlisted vice, tobacco, that finally killed
him via cancer in 1924, leaving his final opera,[Turandot, incomplete.

%In fact, subsequently produced (as noted) two additional Puccini public and critical

favorites.

%puccini developed a great fondness for the United States and two of his works
premiered internationally Qpera(NdniicoY candkl@ sancat r o p O
del West).

%2 That collision had the dubious honorof It al y6s first reported autom
3 However, it did produce the character of Liu in Turandot and her two quite lovely Act

Il arias. All that is another st ory though.
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An Off -the -Wall
Orientation To
Pseudo -Parisian s
in a Pealing
Performance of

Wi\ Puccini

( Puccini caricature by
Enrico Car uso)
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Who are tiResay French Per
Intoning Italian while

Steadfastly Suffering?

(a.k.a The Cast in order of first vocal venturing)

1 Mar rcello (Baritone).  An impoverished painter whose
pictures produce a paucity of public praise, but crowds of carping
critics. He abides in an awful attic where he shivers and starves,
but sings sensationally. Despite his absent artistic ability, he is
luckier in love than his best Bohemian buddy, who also is his rom
of a roommate. *

1 Rodolpho (Tenor). Our hero and the o0be
buddyo6 (see above), of t he awful
shivering and starving. He is a poet, although productively
unpublished and perpetually penniless. If those were not

problems a-plenty, during our drama, his love life will drop dead,

albeit dramatically. Now for the good news, Puccini presented

this poor Parisian poetry parser with the most memorable

melodies and astonishing arias in almost all of Opryland. Truly a
tenords treasure trovel.

1 Colline (Bass). A philosopher with no public acclaim to

proclaim and a buddy of the Bohemian boys (above). While the

shirt off his back, he is not summoned to share, he operatically

34 A pathetic pun! You may have fun figuring it out though.
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of fers his overcoat for a cons
convalescence.

1 Schaunard (Baritone). = The musician member of the
Bohemi an buddi es® bund. Hi s pl ay
artfully awful and frankly, Franc  -less. *

1 Benoit (Bass). Our lads (see above) luckless landlord, who
leased his loft to those gypsy guys. ¢ His rent revenue is ruined
by his randy romance recollections.

1 Mimi (Soprano). ** Our heroine who embroiders to exist.
Her cacophony is complicated by continuous coughing. In
Opryland, tha t is always ominous. She seems a sweetie,, but her
smiles and soothing sounds are carefully calculated to land a
loaded lover. Our poet, her part -time pet, lodges in the Latin
Quarter with a life a little too louche for our lovely. She would
prefer a margu is in a mansion. Her music though is a marvel,
perfectly penned by Puccini. His glorious gift to gals who sing
soprano.

1 Parpignol (Tenor). The Rive Gauche purveyor of puppets
and pull-toys; a king to cacophonous kids celebrating the
Christmas season.

1 Musetta (Soprano). A magnificently manipulative minx,
she saunters sensationally through the streets, singing
seductively. She isthe part -t i me opal 6 of our

% There is a below -the -radar debate in Opryland as whether the musician and philosopher
actually live in the garret with the painter and poet, or just frequently freeload off them.
Some opera-obsessive folks really have too much time on their hands !

% A.k.a. Bohemians.

%" In analyses of the opera, Mimi is frequently described as a grisette, a young working

woman of the lower classes and/or a female Bohemian.
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theirsisa merry -go-r ound romance (frequent
However, she is a fa ithful friend to our hacking heroine.

1 Alcindoro (Bass). Our singing, street -str ol Il i ng so
(see above) coescortdo for a Christr
sums of sous sufficient for celebrating. He is putty in her paws, a

savior of her shoes and the patsythatpays -of f t he garr e
and gals6 partying at a bohemian bi
1 Customs Guard (Bass). The big boss of the Barriere
doENnfer . He <col | ect-side@ardons perniting m ¢ o
them to purvey their produce to Parisians.

1 Plenty of Parisians , including but not limited to: cavorting

kids, military men making music, farming folk, Latin Quarter

lovers and laggards, and a bevy of Bohemians all commingling with

a chorusing crowd.




Tersely Telling a Tuneful Tale

Min gled with Minute Memos

Mentioning
Memorable Musical Moments.

Time: 183008s Pari s.
Setting: Latin Quarter locales, generally on or around the Left
Bank (Rive Gauche)*® of the Seine .

The Plot and Other Miscellany. 89

Act I.

Time: Christmas Eve.

Place: A typical tenement, a template for grim garrets , the world
around.

Such habitats habitually house, smart but starving students, out -of -work
artistes and/or bunches of bohemians savoring their salad days before

registering in the real

% As a left -handed person, as | grew | learned it is a right  -handed world! Clever little

code words pop-up periodically to p rick on our left -handed sense of self -esteem. A case in

point is the French word for left, 6 gauched. In English , gauche means lacking social grace,
clumsy, tactless. | rest my case!

39 Apropos to probably nothing, Cosima Wagnerthe comp oser 6 s wi fe and t i ge
of Bayreuth was alleged to have condescendingly said , that the first act of
Gotterdamerung was longer than all of La Boheme Make of that wha t you will.
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1 While the opera opens absent an overture to alert the

audience, the curtain raises as the orchestra rousts a rollicking

rhythm. #°

i In their grim garret, the painter (Marcello) and poet

(Rudolfo) persons are freezing fast. The poet is pensively posed

producing no poetry, but the painter is productive --- albeit, a
pathetic portrait of 0The Red Sea.

Questo Mar Rosso--- / This Red Sea (of mine)
More so than many other composers. Puccini had a knack for spi

his ensemble musical lines as if they were typical conversations a
friends. The opening sequenceBathemds such an example. It begin
as a duewith the poet and painter, becomes a trio with the entranc
the philosopher and then finally segues into a quartet with the arriy
the musician. Each of the singers has very short lines, deliverq
conversation. The music parallels the occasiguick, light with
humorous overtones. The exchanges are liberally larded
outrageous puns and great h um
play for warmth.

q Desperate men, desperate measures. Their silent stove
must succor them, so the poet sacrifices his unproduced play,
page by page into the pot -belly. A feeble flame is fanned, but
their flat remains fairly frigid.

1 Their philosopher pal (Colline) pops in.

Gi a del | 8 --A pSignsof thesApoealypse  ---
At t he p hentlarcethe duetesmantbly becomes a trio. The py
semiseriously delivered begin to fly more frantically as the play]
pulverized intgoumice.

40 This introductory music will be heard at several points throughout the opera. It is

generally regarded as t he ©&bohemiansd theme. d |t is a |
extreme mode of Wagner who had gained much credibility by the time of Bohemed s
premiere. Puccini uses this same memory triggering music al device in 7osca with the Baron
Scarpiads bal eful orchestral sl ashes.
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i The phil osopher 0s really
promenades, he was trying to procure some paltry pence by
purveying his prose property. Bah humbug ! The Christmas season
has shuttered the book buyerso
q Our bohemian boys, cold and creative comfort clueless,
are quickly cheered when a deus ex machine drops through the
door. This is their musician mate (Schaunard). He has
miraculously made mucho money by prolonged piano-playing for a
Parisian plutocrat.

(Legna! Sigari! / Wood! Cigars!)

This rousing quartet begins when porters burst into the garret porting f
of provisions and potent portables. They are quickly followed by t
benefactor As the bohemians sample the largesse and enjoy a stove
producing plentiful warmth, their temporarily wealthy pal spins the talg
his performancdor pay, a contracttoplap er pet ual |y ur
parrot (perched on the piand)p ass 6 e After three d
the musiciands c harimpoisogmedarfd peridhes. Th
tuneful tale though is largely ignored as tineet other bohemiangrade
musical expressions of their good fortufi&en, the musician proposes n
to eat and drink tonight, the provisions he provided. Let us dine out!
lures of the Latin Quarter await! Unfortunatelyy good thing lastforever,
so & the quartéls shging lisesto a raucous climax, an ominous kkds
heard at the door.

1 The landlord (Benoit) *! lurks on the landing. The rent is
ominously overdue!

Questo e | dultiBnd It fiomedthere.d /mon
With the entrance of the landlord (Benoit), the quartet now is a quintet

same tone of musical banter continuag, &s the wine is seriously consum
the musidoecomes agitate@nd climaxes nosily as the landlord is directed
of the garret.




1 Our four finagling fellows invite their innkeeper in and ply

him with plentiful portions o f a potent potable. The landlord gets
looped.

1 The soused senior is seduced,by our bawdy bohemians,
into exposing a recent romantic rendezvous, but not with the
mate from his marriage.

1 Hi s tenants intone mor al i ndign
session with a Latin Quarter lovely. He is directly directed to the

door; his demeanor decorated with declarations of dire
damnation!

q Now released from a rent -related wrangle, fun and frolic

is forthcoming.

i The |l ager a nlares ofltha datindQuarter  are thei rs
to lariat . L e t O sourlqgeest oayhaff quarts , consume quiche
and squire sweeties!

1 The philosopher, musician and painter hoof hurriedly to
hell-raise. The poet pleads a need to pen some prose for
payment. He will seek his frolicking friends, soon  in the streets.

q Al one, the poet 06s muse wi || n o
tap! The landlord leading a group of gendarmes to roust his rent?
1 No ! Oour her of’noarile hat Mi spittered

shutdown on the stairway. Could a light be lent?

1 Though h edd betterh gick r-up prose, our hero
welcomes this wondrous woman into his grubby garret.

1 Just to telegraph the termination of our tale, as Mimi
minces in, she consumptively coughs and then, flops on the floor
in a faint.

1 If there is any doubt, this duo is do  omed before they can
even debut a do -re-mi duet. Damn!

“2A favorite opera quiz quealstaimer? 6i ,0r0 Wheat ains wMir
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1 As our heroine hits the deck, she drops the key to her
quarters. Watch that key, it is key to what will commence!

i As Rudolfo revives Mimi and ministers to her haggard
health, love looms.
q However, candle-quitting cuteness commences. To cut to

the chase on this complication, the lovers are left with no light
(except lunar) and that crucial key is concealed in the clutches of
the puppy -love plagued poet. An aria approaches!

Che gelida manina! / How cold is your little hand!
In the now only moonlit, garret (the candles have been blow out, sar

pur pose, some not), our Parisian
has already pocketed). Their hands collipeobably notaccidentally. The
tenor initiates this welknown aria softly and slowly. Initially hg
commiserates with her over thestokey, but then distracts the search
calling attention to the moonlight. He then introduces himself melodically
poet. Then in poetic terms he lets he know he is a sucker for a pair of
eyes (sounds better when sung.) After the climax oatl&e he urges Mini tg

tell him about herself. (Another aria lurks!) 1
Mi chiamano Mimi, / They call me Mimi,

Mimi wistfully and softly recites her resume, but to almost heartbreakil
lovely music. Her real name is Lucia and she embroiders silks and.sakie
is tranquil and happy. In the second verse of her aria, she revels in the c
of her garret room; it makes her the first to be touched by the sun. She h
perfume from the flowers in her room, but those she embroiders have no
Whatele can she say? She is the poe

1 The Bohemians banter as they barrel for the bistro, their
poet pal has created a companionable couplet!

1 Meanwhile back under the mansard, the moonlit mood is
guite magical even in a grimy garret. A duet develops, of course!
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O soave fanciulla! / Oh, lovely girl!

they exultingly slng, fAAmor

The pair begin their admission of love with voices blending.
Despite his earlier instructions to tB®hemians, overheard by Mimihe
poet now asks the girl to join him at Momus. She responds somewhat
and then seriously accepts to perhaps a broader relationship and &
tonight. Time will tell the lovers acknowledge. Stiloriously singing, the
pair leave the garret. Ake curtain slowly descends, unseen, but still he

Then, a

! A md

Actll. *
Time: Still C hristma s Eve and immediately following Act |

Place: A square on the Rive Gauche. In addition to other Latin
Quarter residences and businesses, it contains the Café Momus,
the Bohemiansd prized playground.

1 A modest blar e of a military march marshals the on -stage
action. No entrdacte efervates the
1 The action appears to have assembled all of Paris to

preen, promenade, purchase and proclaim the celebratory stage

scene.

1 Adding to the cacophony of the circulati  ng crowd, chanting

children and voluminous vendors are our belting Bohemians.

4 An admission of non - objective bias . When we first heard Act Il many, many years

ago, it was akin to a musical Christmas present stuffed full of marvelous melody,

continuous joi de vie, and all kinds of treats for eye and ear. Despite the fact numerous

other operatic scenes have been added to our e ye and ear, Bohemed s A cstill topsithe

list. It continues to be happy, glorious and memorable.

44 As you will shortly see, there is really only one musical moment highlighted for this Act.

That is because the entire Act is a veritable smorgasbord of short, memorable musical

moments. Because of the various 0 gr oupsé (i . e. vender s,

c anf ®

the Xmas Eve crowd including the Bohemians, their individual musical observations and

messages criss-cross continually. It is best viewed as a musical mosaic where indiv
beautiful pieces are artfully combined into a memorable masterpiece.
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1 Their musician member tries an out -of-tune toy trumpet,
while the philosopher person purchases a cavernous coat. * The
poetds pur chasdameit$h ada amadpgdas ndi®ni
il Their pur ses?od now pitiful ,thet
magnificent meal mentioned (Act 1) by the momentarily = -moneyed
musician. Who will pay the price of their poultry and potable
purchases? That wil/ pr obabl dopéar! e
1 While the Bohemians banter and meet Mimi, the toy -seller
appears in the crowd along with a cavalcade of chanting children.

| As that excitement exits, another arrives. Musetta.
Marchell ods menace, but once his
aged escort o f the moment.

bl This enchantresso® entrance ca
is her stage and she shows off sensationally.

bl Meanwhile Marchello mutters miserably, while Mimi is told

the tawdry tale of those two sometime sweethearts.

1 Musettads dr amat is cofferdieem&a hev r
octogenarian escort ; however his efforts to end her escapades
exhaust the elderly and over -ripe roué. The crowd though is both
captivated and convulsed at the May -December circus.

1 Musetta has seen her sometime suitor, Marcello  though he
ably almost avoids her attention -getting antics. However, his hiding

arouses her anger; so, to jolt his jealousy , an aria occurs. ‘

4 Watch that overcoat, it becomes a centerpiece somewhat later.

46 The girl also longs for a coral necklace. Rudolfo then speaks of a wealthy uncle that

will someday make the po et equally wealthy. In the play version of the novel, it is the

rich uncle that talks Rudolfo away from Mimi and family disgrace. Puccini et. al. avoided

that complication for the ir opera;t oo much of a resef&idtaance to
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Quando medn vo soletta [/ As |

This aria also frequently referred to Bu s et t ad s doading a
melody readily recognized in the publiconsciousness. Unfortunatel
becauseit is frequently present as commergiatartoon and/or movie
background musi c. However, on it

in 1959 (albeit with modified text) for the great Della Reese.

Musetta offes her hymn to herself to both entertain the captivated crow
well as miff Marcello. The music is languorous, but lilting as she shamel
relates how her beauty is continually admired by all as she strolls the s
That pleases her! (But not Mahce!).

The melody from this point in Act Il will be subsequently heard at vari
points of the oper a,-f aapgl e dW¥agpesan
leitmotivs; it is to remind us of Musetta and/or the loving couplat least
when they are cudidg, not quarreling.

bl As her melody meanders on, the Café crowd comments on
the oOcomedyd6 consuming the dothed ma

minx.

| To eliminate her escort and promenade with her painter,

she shrieks her shoe is faulty on her foot.

| Her senior sucker is sent to the shoemaker with the

sinning shoe.

bl In back of all this business, her waltz has risen to full

orchestral voice. A t its cymbal -crashing climax, Musetta and

Mar cel |l o al so crash into each oth
1 To disrupt this tuneful togetherness, the bill is

presented and--- a military band blares backstage (the

Tattoo!)

1 As t he military menos mar c h

cacophonaus crowd rushes to view the review.
| Meanwhile, back with the bill --- the Bohemians are
broke, disgracing dishwashing is their destiny!
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| Musetta bails out the Bohemians! The waiter is to
require her rusty roué on his return, to render their repast
opaifduliln. 6

1 The Tatoo troops troop smartly across the square. The
cheering crowd mimics their march and follows in their
footsteps.

1 The Bohemians boost their savior, but still shoeless,
siren, onto their shoulders as they too troop after the troops.

1 The march music maximizes. The elderly escort enters
with the (re)soled shoes, into the now empty square.

1 Instead of a rewarding romp, the dumbfounded dupe is
dumped with a demand for dinner and drinks , prompt payment!
1 The curtain closes with a crash.

Folks, before we hit the wine bar,
who will pay?

Act 1.
Time: A very cold February morning, just before dawn.

Place: The Bar r i ~ r*eIn flodtEohtheeguard post and
barrier gate, is a small inn still doing a lively business at this

4" The Barri ér e  dfér (BArrier of Hell) was (and is) a real Paris location. The original

site was just inside the southwest side of the old city wall built to prevent non -Parisians

from entering the city without anteing up excise taxes. The choral business at the start

of Act Il illustrates its bureaucratic business as this urban border crossing. It is first

literary appearance i si n HulgeoMserables. He writes of t he pl ace, 0End
beginning of houses, end of grass, beginning of pavement, end of furrows, beginn ing of
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early (late?) hour. Snow (usually) covers the ground and a few
dissolute, leafless trees add to the bleakness of this area at the
edge of Paris.

1 Audience attention is attracted as the orchestra opens

the Act with a peal of percussion. A musical plucking then

pulsates through the silent scene.

1 Shortly, unseen clean ers and other service citizens

chorally clamor for civil clearance into the city.

1 Ast he Bar busimesse@gms to bustle, topers from

the tavern take up the tatt oo for a tune. Mu
oentertainment, 6 offers her street
1 Back to the bustle of Barriere business. Then our
embroidering heroine enters, consumptively coughing. 2

1 Marcello and Musetta for a month have been making
money inside the inn. He paints, s
1 Mimi has not come for a portion of what they purvey;

rath er she has come for counsel concerning her problematic

poet.

1 Marcello is her man for mediation. Parlez -ing with the

painter, her problems develop into a duet. *°

shops, end of ruts, begging of passions. End of the divine  murmur, beginning of the

human hubbub. The place where a plain adjourns a city always bears the imprint of some

indescribable, penetrating melancholy. There nature and humanity address you a t one

and the same moment. 6 Great spot to try to revi:

The site remains today known at the Place Denfert -Roc her eau. I'tds origin,
is long gone and the city has significantly exp
“1f the consumptive cough do eisis Blimi awid dll the dawre nt | y
darkness, her entrance is also signaled with a brief orchestral reprise of Act 16 v

chiamanoMimi. Candt be too careful!

“® In the brief moments before Marcello join s Mimi, the bus y-ness at the Barriere is
overcome by the <c¢chi ming qfigndlifgehe cail toythe anormngur c h |
Angelus.
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Rodol fo méama e mi fugge.. / Rud
This duet is lyrical in music, but anguished in message. Our hero and hg
in the few weeks simc their Xmas Eve meeting, have split apart 4
regrouped several time. Rudolfo has left again, but has come to
Marcello as Mimi suspected. The girl pathetically confides what seems
driving them apart is his continuous jealou$ye painter adviss the pair
cannot live together as they take their love too seriously. He and &logse
the other hand, take theirs very lightly and remain companionable (
speak). He advises Mimi, she and the poet must separate; she agre
requests the painters hel p ar r angi n gThrougheall thig
the airl couahs ominously and admits she is ill and aettina worse.

1 The poet pursuing a palaver with the painter, collides
with that compadre in the chil ly courtyard.
1 They cacophonously converse while Mimi is covertly

concealed. It is trio time!

Marcello. Finalmente / Marcello! At last!
Intheopeni ng portion of the trio, R

warder i ng ways. Marcell o chall enge
changes to passionately romantic. Rudolfo admits he loves the girl, but
dying. That is news to Mimi! The painter cannot provide for her needs.
trying to drive her intolie arms of a wealthy man. The three voices rise t
agoni zed climax and t he-+nsoNbispeakd s c

1 That causes much consumptive coughing, of course. Her
covert cover is also concluded. However, this denouement will
directly deliver a duet.

1 Our rueful romantics reunion is poised for Puccinian
panache. However it is pronto -paused by lilting , but louche
laughter; Musette is making some men merry. Whoal

T Marcello manically mad, moves inside to menace the
merry men and make Musetta mind her manners.

T NOW! Our rueful romantic reunion can resume.
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Addi o, ddonde | iet-a MJusci al
Goodbye, back t o the place | left  ---
This magnificent duet pulls out all the emotional stops, musical

poeti c. I t b e g ibyesndWwdr bebueathingrto Rudo
all the talismen of their romance (e.g. the chapeau from Xmas
They both ramret tbeed fdver

do not regret however, the loss of their unhappiness. Their tho
then move to the differences between winter and spring for
relationship. To be alone in winter is death. However, no one is Io
in sprng. As their resolve to part begins to weaken, Marcello
Musetta quarrelling, burst cof-doors. The duet becomes a quartet.

Che facevi? Che dicevi? / What were you doing and saying?
In a staring contrast of musical modeMlusetta and Marcellengage
in vicious vocalizing, as Mimi and Ruldofo romantically review part
in winter versus parting in spring. The quarrelsome pair trade ins
pittore da bottega (housgminter); vipera (viper); rospo (toad); af
strego (witch). With the exchange firfial insults, the quarrelers stori
offd in opposite directions.
The lovers are left alone in the silent square (snow usually begi
fall). They resolve to stay together until spring. In an action reprig
Act |, they slowly stroll melodically outfosight. Unseen, their voice
are heard singing, n Ci | asci
when the flowers bloom!)
To underscore their resolve, the peal of percussion that opened th|
now closes it.Ah, the many faces of love!

Act IV.

Time: Several months after Act llI
Place: Back in the grim garret, again

50

%0 Frequently staged assummer, or as Cole Porter would say, OF
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1 Act IV as Act |, opens absent an overture to alert the
audience, the curtain rises and the orchestra rousts that
remembered (Act I) rollicking rhythm. ~ °>*

i Still in their grim gar  ret, the painter and poet persons are
palavering. These guysdgals are long gone, but the painter has
perceived the pulchritudinous pair promenading. They have done
well, they are wrapped into a wealthy world.

1 The pair of pals pretends their lost loves are immaterial
incidents. They proceed to their poetry and painting, but
products cannot be produced. Their artistic abilities are
archived! A duet is definitely designated.

O Mimi, tupiunontorni --- / O Mi mi , you wona
In this passionate duet, the men voice their loss of their lovers.
reminisce what they miss about the absent women.

1 The poet and -pigingnseqgeande 9s arsestedf
with the arrival of  the other pair of pals.

Eccoci! / Here we are!
The arrival of thephilosopher and musician initiates aély, lengthy
musicals equence that wil/l continue
Mi mi . The sequence iis again, al
talent for musicalzing short lines of dialogue among several individug
The musical lines amorthe Bohemians argery rapid and fusilled with
ferocious flights of fantasy.

1 Having little on which to lunch, all the lads fanaticize a

ful some feast i n, could be, a ki
they are off to fandango, gavotte and other graceful gallops.

1 Damn! Their dancing develops a duel! As the pseudo-

swords swing--- the dreaded denouement drops by.

51 That Bohemian leitmotiv.
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1 Musetta is the messenger of misery. She found her
female friend Mimi, collapsed on the cobblestones. Her demise is
imminent; she desires to die with her pals, especially the poet.
How sadly sweet!

1 Comatose on the staircase, Mimi must be carried to the
cot in the corner of the grim garret.
T Mimi and Rudolfo reminisce romantically as the others

converse covertly how to comfort their friend in her final
fatality. The garret has no goods and no stoc  k for succor!

1 Musett ads will amake imorgys for medicine and a
muff , Mi wish dos warmth . Musetta and Marcello are off to
obtain those objects before an obituary occurs.

1 Colline philosophically, cashes in the greatcoat he

garnered with his gang o n the Rive Gauche.*?

Vecchia zimarra, senti --- /Listen my venerable coat  ---

In dirgelike rhythms and melodyCollini bids farewell to his coat. H
reminds it, he never made it bow to the rantd powerful and its pocket
were always filled with poets and philosophers.

1 The philosopher then posits productively that he and the

musician leave the lovers alone.

T The music momentarily mentions the Act | love duet.

Then, the |l oversd |l ast |l yrical | ame

Sono andati? / Have the y gone?
This final duetcontains melody from the Act | arias and love duet. In

unfolding, the paireminiscesabout their meeting in the gatron Christmag
Eve, Rudolfo produces the bonnet he purchased for Mimi.

The girldéds strength is rapidly ¢
lines, with Mimi adding an occasional phrase. The duet ends as
consumptive cough returns.

2 Remember that Xmas Eve purchase?
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T The Bohemian buyers return. Mimi  has her muff from
Musetta .

1 Mi mi ds | ast words barely sung
sempre conte!; 6 and, then to the
(Here my beloved always with you. My hands, the warmth, to
sleep.)

1 Musettads final rayemferiMoni:i s a br i

Madonna be nedetta / Oh blessed Mother

1 The musician moves to Mimi and discovers her dead. 52

1 There is total silence, which rouses Rudo Ifo from his rueful
reveri e. His friendsd funereal f
1 As the young man moves to Mimi, Marcello counsels,
0Corragi @ehlo (Cour a

i Rudolfo, always a quickread, cr i es out t hree
as he sinks sobbing beside her.

q The Act exits with the orchestra thundering forth a

section of the | oversd | ast duet
farewell.

Quiale Kleenex?

% Usually the audience is signaled of Mi midéath before the characters. During
Musettads prayer, Mi mi 8s ar m alhfbm hea chebst tditbel di n |
floor.
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Act 11 d8ds Caf ® Momus
15 Rue des Pretres Saint Germain -1 6 Auxerr oi s.
Into the fictional worlds created by Murger and Puccini, the
Café Momus was inserted intact from the real world. Until a
few years ago, it continued to exist as a Left Bank bistro,
illustrat ed in the above reproduction. The street on which it
was located dates from the Middle Ages when it provided
|l odging for priests of Blancen the Ger mai ne
street name.) . The church served as the royal house of worship
when the adjacent Louvre was the pre -Versailles palace of the
French kings and their courts.
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FYI

So our indiscriminate readership is aware which member of An
Operaphobic  Guided s ocreatived teaCoondy)JRHs or
responsible for which gaffs, the division  of work between the pair is,

he writes them, but she makes them readable.

Seven (plus) years ago, encouraged by several regional opera company
directors, ** the Cooneys initated The Oper aph o Pisaigss Gu i
To date Guides for forty operas have been produced . The majority

of these were done pro bono for the companies to use in their
educational and/or fund -raising programs. The rest were done for
unsuspecting, slower running family members, friends and even,
strangers in the street

Issue #34 , La Bohéme, gifted to the Opera Carolina
Foundation, was developed for use in supporting

the Compbpanvds 201 O0the Puccinbabera t i

%% Who probably should have known better!
%5 Originally named, Irreve re nt Guides to Enjoying Opera.
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The Operaphobi cSeges Gui de

COMPOSER OPERA ISSUE DATE
Bernstein* Candide #20 4.08
Bizet Carmen #35 3.10
Bizet* Carmen (Encore! #36 4.10
Love is better the second time around?)
Bizet Les Pécheurs de Perles #7 10.05
Blitzstein*** Regina #24 6.08
Britten* Albert Herring #8 4.06
De Falla La Vida Breve #13 1.07
Donizetti*** LOEI i sir dOoAmor ¢ #2 2 6.08
Donizetti Lucia di Lammermoor #2 5.04
Floyd*** Susannah #3 9 6.10
Gilbert & Sullivan The Pirates of Penzance #15 4.07
Gounod** Faust #25 9.08
Gounod** Roméo et Juliette #17 10.07
Leoncavallo Pagliacci #12 1.07
Mozart** Le Nozze di Figaro #27 3.09
Mozart*** Le Nozzze di Figaro #37 4.10
(Factotum fun, redux!)

Mozart Die Zauberfl ote #6 5.05
Mozart** Don Giovanni #19 3.08
Offenbach* Les Contes d& Hof # 16 4.07
Poulenc* Dialogues des Carmélites #28 4.09
Puccini La Bohéme #34 110
Puccini Madama Butterfly #11 7.06
Puccini Tosca #5 3.05
Puccini*** Tosca (a déja vu view) #30 6.09
Puccini** Turandot #29 4.09
Rossini** Il Barbiere di Siviglia #26 1.09
RoOsSIni*** Il Barbiere (Once more with feeling!) #31 6.09
Rossini La Cenerentola #10 3.06
Saint -Saéns Samson et Dalila #a 2.05
Strauss** Die Fledermaus #21 4.07
Verdi** Aida #18 1.07
Verdi La Traviata #9 1.06
Verdi Macbeth #3 10.04
Verdi *** Macbeth (A kilt -kicking encore!) # 38 4.10
Verdi Nabucco #1 10.03
Verdi Otello #33 10.09
Verdi Rigoletto #14 3.07
Verdi*** Un Ballo in Maschera #23 6.08
Weber*** Der Freischiitz #32 6.09

Developed for: *Atlant a Opera Theater at Georgia State University

**Opera Carolina
*** Des Moines Metro Opera

39




