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Analysis of early 19*-century tenor roles’ transitions in ornamentation
y y ry :
and technique

——Rossini and his successors——

Sumiharu Sekiguchi

Abstract

This paper clarifies tenor roles’ transitions in ornamentation and technique in the early 19%
century, focusing specifically on the 30 years from 1810 to 1840, when Gioachino Rossini
(1792-1868) and other composers listed in the main text were active. During this period, the
tenor role gained an important operatic position.

Rossini assigned major roles to tenors, who, in the previous century, were relegated to
supporting roles. Rossini required a high degree of accomplishment in florid work and high
vocal ranges. However, around 1840, tenors were no longer required to perform in that way.
Therefore, to clarify this transition on the basis of scores by Rossini and his successors, this

article chronologically analyzes tenor roles’ transitions in ornamentation and technique.

This document’s significance:

To grasp the generally accepted singing technique at that time, the first chapter refers to
Nicola Vaccaj’s (1790-1848) manual Metodo pratico di canto (1832), Manuel Garcia’s
(1805-1896) Ecole de Garcia: traité complet de l'art du chant (1840, 1847) and
Gilbert-Louis Duprez’s (1806-1896) L’art du chant (1846). Elements of technique are
divided into five classifications: 1) scales; 2) appogiatura, acciaccatura, turn, trill; 3)
arpeggio; 4) leaping; and 5) compound music notes.

In the second chapter, the paper addresses how Rossini applied these elements into his
works. The deepening of vocal techniques was confirmed through analysis of typical tenor
pieces from 1/ Turco in Italia (1813), the initial work, and Zelmira (1822), and Semiramide
(1823) later Italian works. Findings revealed that various factors were quite intricately
connected and a high degree of accomplishment for such florid work was required, namely, a

lengthy cadenza and movement of complex scales over two octaves, continuing over a few



measures, leaps of up to two octaves, and ornamentation such as trills, appoggiatura,
acciaccatura, and arpeggios.

Through comparative analysis with original pieces, the third chapter addresses four Rossini
operas premiered at 'Opéra in the four years from 1826 to 1829. Rossini’s works premiered
at I'Opéra, with the exception of Guillaume Tell (1829), his last opera, were based on his
other compositions: Le siége de Corinthe (1826) was derived from Maometto secondo
(1820), Moise et Pharaon (1827) from Mosé in Egitto (1819), and Le comte Ory (1828)
from 1/ viaggio a Reims (1825). Specifically focusing on lead tenor parts’ musical
characteristics, these comparisons of adaptations (or diversions) and their originals revealed
that common elements had been changed throughout.

First, the cadenza and ornamentation demanding a high degree of technique were changed
to a simplified form or just omitted. Second, vocal ranges were expanded to such high notes
as C5, C#5, and D5. Furthermore, in Guillaume Tell, newly written (and thus not based on
any prior form) characteristics such as singing in a simplified style and at a very high range
were more obviously and easily confirmed. In other words, Rossini himself had begun
suppressing tenor parts’ florid style in his works for 'Opéra.

The fourth chapter features Giacomo Meyerbeer (1791-1864), who achieved great success
at I'Opéra, as a typical example of the generation following Rossini. Meyerbeer gradually
emphasized dramatic and direct melody, while also following the florid style he learned in
Italy. In Robert le diable (1831), the florid style characterized lead tenor parts, but gradually,
the dramatic style emerged in the second half. Les Huguenots (1836) contained the florid
style in some pieces of the first half, but the dramatic style became the focus in the second
half. In addition, the musical style is parallel to the dramatic character. The florid style was
connected to grace and affection and the dramatic style was connected to fury and upsurge.
To confirm that the decline of the florid style did not reflect Paris audiences’ taste, the fifth
chapter investigates Italian composers of the post-Rossini generation, for example, Vincenzo
Bellini (1801-1835) and Gaetano Donizetti (1797-1848). While adopting the florid style, Bellini
also began to move to a progressively straightforward melody line, “canto-spianato.” Il pirata
(1827) was based on the florid style and high demands of technique, but it was not as complicated
as Rossini’s style during the late Italian era. La sonnambula (1831) demonstrates a similar
tendency.

Donizetti clearly showed greater change. In Anna Bolena (1830) and Parisina (1833), like in the
works of Bellini, the lead tenor roles required high vocal range and agilita, but it was not as
complicated as Rossini’s style during the late Italian era. In Lucia di Lammermoor (1835),
however, technique was clearly simplified and ornament rarely seen. Furthermore, in La favorite

(1840), premiered at I'Opéra five years after Lucia, lead tenor parts also advanced in that



direction: no more the significant movement of vocal range by leaping or agilita, melisma
was almost suppressed, and the melody line was composed straightforwardly with frequent
use of quarter and eighth notes.
In this way, the florid singing style that Rossini had built with the highest degree of
technique declined. First, Rossini himself reduced technical use; then, succeeding
composers eventually abandoned the florid style, surpassed the technique, and adopted
straightforward melodies and expression. Consequently, it was revealed that tenor parts’
musical style around 1840 had changed considerably from those around 1810 and had

advanced over time until 1840.



