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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

1
 operas in the standard repertoire. Otello, while usually not in the 

Top 10 of an Impresarioôs list nirvana,
2
 consistently comes close and is 

regarded as Verdiôs tragic opera masterpiece--- that is praise for Caesar!  
 
All three of the works appeared in 19

th
 century Europe, probably operasô 

most creative and productive period. Two of them (Carmen and Otello) 
premiered within a decade of each other, respectively 1875 and 1887.

3
 

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 Rossiniôs version of Otello premiered in 1816.

 4
  Leoncavalloôs

5
 version of 

                                            
1 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).  
3 For a historical reference point, somewhat bracketing the U.S.õs centennial year. 
4The same year as his Bar biere di Siviglia . 

Opera Carolina 2010:  
An Overview of the  

Commonalities and Not - so Commonalities  

Among the Seasonõs Productions. 

 

CARMEN 
OTELLO  
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La Boheme followed Pucciniôs by one year. However in the operatic world of 
dueling duplicates, the Verdi and Puccini operas quickly relegated their 
Rossini and Leoncavallo identical 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 
ladiesô departures are by different routes. In two, their he-men heroes also 
are headed for perdition.  Such is the way of opera! 
 
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, Boheme was the third of Pucciniôs ten operas, but the 
one that first brought him, though over a long haul, massive public and 
critical acclaim. Otello was the second to last of Verdiôs operatic folio of 
thirty and, as noted, a real barnburner!  Bizetôs operatic portfolio was quite 
slim, probably five to seven works.

6
 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 
killing Bizet. He died of a ñfailed heartò three months after his gypsyôs 
debatable debut. He did not live to see its veneration.  
 
Among the three operas, their music is obviously, significantly different.

7
 

However, it does have one thing in common, it is quite glorious and 
consistently a treat to the ear.

8
 You probably will never experience a more 

enjoyable, diverse operatic trio. So, try any one or--- all three!                                                

                                                                                  
5Pagliacciõs papa. 
6Depending how you count. In general, counting an operatic composerõs output is a moving 

target. Some composers revisit their original work for major rewr ites (e.g. Wagnerõs 

Tannhauser); those 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 package (e.g. Pucciniõs Il Trittico ); that product some folks count as one 

opera, or count it as three.  Have fun!  
7Spanish rhythms versus Parisian romantic versus grand Italian overkill (not a pun).   
8And most productions are also , a feast for the eye.  



5 
 

 

 

 

 

 

 

 

Premiere; 

Opera-Comique, 

Paris  

March 3, 1875 

Original Language:  French  

 A_ila_młł\ct_n¡m    

                                        CARMEN 
 
 
 

Libretto by :  

Henri   meilhac & Ludovic  halvey 

 Based  on  prosper  g_lcg__¡m  novella  Carmen,  and 
 Also Ch`fo_h]_^ł\sł;f_r[h^_lłjombech¡młh[ll[ncp_łji_g&ł 

                                                                   The Gypsies .  
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RE: Opera Carolinaõs 2010 CARMEN. 
[a.k.a. What is going on and why?]  

 
In Opera Carolinaõs 2010 production of Carmen even the least attenti ve 

audience member will notice two things:  

¶ The major musical components of the opera (arias, 

ensembles and choruses) are sung in French , the operaõs 

original language. Also---  

¶ The dialogue providing links among the musical components , 

also is sung and in French.  Among the array of Oprylandõs 

arcane wonders , sung dialogue  is known as òrecitative. ó As 

defined, it means spoken words muscialized to imitate the 

inflections of the human voice; it is usually accompanied by a 

solo instrument.  

 

Bizetõs original version of Carmen was developed in the required style of 

Parisõs Opera Comique, where it was to make its debut.  That meant any 

dialogue required among the sung arias, ensembles, etc.  must be spoken, 

not sung a la recitative mode. The composer complied with that legally 

required tradition.  

 

Now all that seems simple and logical especially for opera. However, 

opera is not noted for being simple and logical. And, in Carmenõs  case, it 

is not!  Therefore, an abbreviated observation of an operatic oddity  

follows .    

  

As will shortly be outlined (pp. 21-24), Carmen had a difficult climb to 

become probably , the western worldõs most frequently performed 

opera. Therefore , when the decision was made to present Carmen 

internationally after its Paris premiere problems,  a dialogue style -

change was in order. Most opera houses outside of France required 

recitative, not the spoken dialogue of the operaõs comique premiere.  
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Since Bizet allegedly  died in protest to the operaõs poor reception, the 

recitative had to be created by a surrogate.   

 

The poor soul 9 recruited for the Carmen dialogue patch -job was Ernest 

Guiraud. In his professional career , Ernest  did compose operas; however, 

his major contribution to music lay in his ability to compositionally 

salvage the work of othe rs. 10 He produce d Carmenõs required 

cacophonous conversation. His musical conversations  (recitative)  became 

a tradition of the operaõs productions. Not the end of the story though!  

 

Quite a few years after  the operaõs phenomenal international success, 

some over-active archivist remembered the spoken French dialogue  (a la 

comique mode). It was promoted  as òBizet original intent ó and began to 

be substituted for the carcaphon ic version .11  So, today depending on 

director dictates , you can find both styles appear ing on stage (albeit not 

simultaneously).  

 

In this Opera Carolina production, you will be hearing the Guiraud 

recitatives en francais as originally developed.  

 

 
 
 
 

                                            
9 It is almost traditional for composers undertakin g such surrogate efforts, to be sound ly 

pilloried by the public and the critics for profaning the intent of the original composer.  
Doesnõt make much sense we know, but this is opera---  and thatõs the way of the òfat 

ladyõsó world!   
10 Guiraud was a friend of Bizetõs who after the composerõs Carmen-induced death ,  

collected Bizetõs musical notes (not a pun!), developed and then published  Bizetõs 

LõArlesienne Suite #2. Guiraud also created the recitative and missing orchestrations for 

Offenbachõs Les Contes, dõHoffmann also after th at  composerõs sudden death. 
Interesting pattern here!  Nõest pas? 
11 Since, the legal òno-noó had long since been removed.  
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Creating  a Cacophonous Carmen. 
(a.k.a. Background) [p. 10]  

 

Meandering through a  Musical Mélange with a 

Gypsy Girl Guide and a Mis -directed Dragoon. 
(a.k.a.The Plot and its People Parsimoniously 

Presented.)  [p. 25]  

 

Not singing in Spanish! Who are these 

Iberian Imposters Intoning Funky 

Francophile Phrases, while clumsily clicking 

Castanets and offering Olés to a Tawdy 

Toreo during a touch -tag tournament with a 

tannery -targeted Toro?  [p. 26]  
(a.k.a. The Cast.)  

 

Tersely Telling a Tuneful Tale Mingled with 

Minute Memos Mentioning Memorable Musical 

Moments . [p. 29]   

 

Act I. Near noon, a s ultry square in 

central Seville where crowds of civilians have 

congregated to see a strolling show of seductive, 

Where  do  I  find ? 
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smoking senoritas and a mass of military men 

marching and/or  non-militarily maneuvering for a 

senorita sojourn. [p. 3 0]   

 

Act II. Many moons pa st Act I, a tawdry 

tavern in the tougher part of town. Here gypsy 

girls gambol, criminals congregate and traveling 

toreos come to cull from the crowd of curvaceous 

cuties. (a.k.a. The Inn of Lilius Pasta) [p. 35]   

 

Act III. In the devilishly dark, some tim e 

point past Act II.  A Pit Stop in the Ronda 

Mountains, southeast of Seville and supposedly , a 

smugglersõ safe haven. Given the number of 

gratuitous gringos that troop through this scene 

though, the cover of this Cretaceous creation has 

been blown. [p. 40 ]  

  

Act IV. Near òshow time,ó at the Plaza del 

Toros, the social and meatpacking center of 

Seville. Here our tacky tale will be terminated, in 

more ways than one! At the opening moment 

though, with elaborate and expensive elan, the 

Sevillanos are parading plenty of panache.  [p. 45]   

  

 

 
 
 
 


