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Introduction
The period in question has been chosen as it covers the rise of romantic opera in 19th century Italy, and the perfection of the lyric bel canto style in the hands of such composers as Rossini, Bellini, Donizetti and Verdi. The beginning and end of the period are flexible, but for convenience we can follow Rosen (1996) in dating the “advent of serious Romantic opera” to Rossini’s Otello of 1816. On the other hand, the year 1916 saw Puccini completing the first opera of his triptych, Il Tabarro (Hughes, 1972) and the premiere of Richard Strauss’s revised Ariadne auf Naxos, both still firmly based in the Romantic tradition, while it also saw the appearance of Holst’s Savitri, influenced by Stravinsky and Schoenberg’s Five Orchestral Pieces (Warrack, 1974), as one example amongst many that indicate that opera was moving decisively into the modern period in the early 20th century.
The role of the lyric tenor in this period was crucial, and came to be part of the defining popular image of Italian opera in the 19th century; the “melodramatic plots…, vocalizing sopranos, the bellowing tenors and even the oom-pah-pah accompaniments”, as Rosen (1996) puts it, describing a popular stereotype which he claims is largely true. Certainly the role of the tenor developed greatly in importance over this period and provided most of Italian opera’s ‘leading men’. The tenor was “one of the most important vocal forces of the [19th] century”, as Karen Henson (2015) points out. In the second half of the 19th century, however, Henson claims that “the baritone became a formidable force” in the hands of Verdi’s first Iago and Falstaff, Victor Maurel (1848-1923), while the tenor had come to be considered, by the end of the century, as “merely a voice” (Henson, 2015).
The developments outlined in the preceding paragraph will be critically examined in the present essay. An attempt will be made to define bel canto, showing that the origins of the style lay quite earlier than the period under study. The development of vocal technique over the period will be examined, through general conceptions of vocal production and specific technical procedures described in the literature. The development of the lyric tenor voice in particular will be considered in these respects. There will follow a study of some of the most important opera composers of the period and of their writing for lyric tenor. Since both the work of these composers and the roles their tenors were called on to play are closely related to musical form, the typical structure of a Romantic operatic number will be looked at. Some famous tenors will be considered in terms of their relationship to the composers, their contributions to the development of vocal style. Finally some conclusions will be drawn about the general development of the lyric tenor during this period.
Bel Canto
In his book on bel canto, Robert Toft points out that in the late eighteenth and early nineteenth centuries, the final interpretation of a musical work was left to the performers, and  the techniques they used to complete the shaping of the music were the “fundamental components of the old Italian bel canto style” (Toft, 2013). Modern writers often use bel canto to describe all vocal performance from around 1600 to 1850 (Toft, 2013). However, the term bel canto did not represent a particular “style” of singing until the later part of the nineteenth century. For Osborne (1994), when it is used in this way, “the term is used mainly to describe the predominant style of Italian opera in the first half of the nineteenth century”. Osborne takes the operas of Paisiello as a possible starting point and middle-period Verdi as an end point, and points out that composers of the period include Cherubini and Spontini; however “the three great composers of the bel canto era were Rossini, Donizetti and Bellini” (Osborne, 1994). The period thus lies between the opera seria and opera buffa of the 18th century, and the operas of Wagner and Italian verismo. Donizetti’s and Bellini’s so-called bel canto operas therefore actually delivered a new era of singing instead of representing the older bel canto principles of singing. The later nineteenth and twentieth century sources have led us to believe that bel canto was restricted to ‘the beauty and evenness of tone,  legato phrasing, and skill in executing florid passages’,  but earlier documents show that it actually had a far broader range of delivery (Toft, 2014).
Lyric tenor
A convenient, short definition of a lyric tenor is given in The Opera Singer’s Career Guide (McGinnis, 2010): “a soft, warm, flexible voice with an extremely effective and easy top range”.  Typical roles from the bel canto period listed by McGinnis include Lord Arthur Talbot in Bellini’s I Puritani, from Donizetti Ernesto in Don Pasquale, Nemorino in l’Elisir d’Amore, Edgardo/Arturo in Luci di Lammermoor, and from Verdi Malcolm in Macbeth, Ismael in Nabucco and Alfredo in La Traviata.
The lyric, bel canto tenor flourished during the period of Rossini, Donizetti and Bellini. The early 20th century, as Osborne (1994) says, saw a lessening of interest in the style, with these three composers largely represented by one opera each; but from the 1950s there was a resurgence of interest and many of the 39 operas of Rossini, the 10 of Bellini and the 65 of Donizetti were revived. This period also saw the emergence of tenors such as Nicolai Gedda and Alfredo Kraus, who had the ability to cope with the high tessitura and other challenges facing the bel canto tenor (Osborne, 1994).
Vocal technique
In general, the range of emotion and psychological depth expected from an operatic character during the 19th century far surpassed that of the previous century. Rosen (1996) agrees with Longyear (1973), that the 1830s and 1840s were a turning point in Italian and French opera; as Verdi reached maturity, opera “lost what little was left of its aristocratic elegance and became a form of popular art”. 
In approaching a piece of music a bel canto singer tries to reflect the mood of the text (Gillis, 2016). A number of techniques are used that allow the singer to use the music along with the text to interpret the mood of the piece. These approaches allow for the greater range of emotion and characterisation described in the previous paragraph. The techniques may be broadly separated into general questions of voice production and delivery, and more specific questions of singing technique; these will be discussed in order in this section.
Bel canto translates as beautiful singing. The types of techniques it uses include the principle of using the Italian vowels in conjunction with ‘placing the voice’ towards the nasal cavity and roof of the mouth in what the singer often calls the mask. This is because the sound resonates in the nasal cavity. By doing this it helps reduce stress on the voice and helps the sound to travel. The ideal voice quality for operatic singers in both the 18th and 19th centuries, according to Stark (1999), was the chiaroscuro or “bright-dark” tone. The bright element is provided by firm closure of the glottis, resulting in a sound rich in high frequencies. The dark quality provides depth and is provided by resonance of the vocal tract, the space between the glottis and the mouth and nose.
One characteristic of the voice that demands technical attention is that of registers. Stark (1999) points out that the 18th-century Italian school recognised only two registers: the chest voice and the head voice. Garcia extended this in his theory of the registers, talking of the registre de poitrine (chest register), and the registre de fausset-tête (falsetto-head register). In his Traité of 1841 he considered the falsetto register to lie below the head register: they were broadly one register but the head register extended the falsetto upwards (Stark, 1999). Of course this was practically turned on its head by Gilbert-Louis Duprez who sang the upper register by ‘covering’ the voice rather than changing from the chest register.
A particular technique taught by Garcia was the coup de la glotte or stroke of the glottis. In his Hints on Singing (1895), quoted in Stark (1999), Garcia describes this as “the neat articulation of the glottis that gives a precise and clean start to a sound ... The stroke of the glottis is somewhat similar to the cough, though differing essentially in that it needs only the delicate action of the lips and not the impulse of air”. Nowadays the idea of a ‘stroke’ is considered too forceful, and the term ‘vocal onset’ is preferred, but Garcia’s formulation is still at the base the technique (Stark, 1999).
Other techniques covered by Stark (1999) include the appoggio and vibrato. The first (appoggio means ‘leaning’ on the breath) is a ‘holding back’ of the breath achieved by a combination of ‘bearing down’ with the diaphragm and a resistance to the exhaled breath by the glottis. Connected to appoggio is the idea of messa di voce, described by Pierfrancesco Tosi in the 18th century in this way: “consists in letting [the voice] come out softly from the least piano, so that it goes little by little to the greatest forte, and then returns by the same artifice from the forte to the piano”. Garcia taught that a good messa di voce should start falsetto, move to the chest voice for the crescendo, then decrescendo in the falsetto again (Stark, 1999).  Garcia apparently held that vibrato or tremolo should only be used for moments of heightened emotion, but the pupils of his protegée Mathilde Marchesi, including Nellie Melba and Emma Calvé, all sang with vibrato as can be heard from their recordings.
Stark (1999) notes that the primary voice articulation in bel canto is the legato. The tones flow evenly into each other and the breath is uninterrupted. Portamento is a type of legato where the voice glides from one note to the next in a more audible way than in legato proper.
Composers
We will consider here the three main composers of the bel canto period, namely Rossini, Bellini and Donizetti.
Rossini
Rosen sees Rossini as ushering in the Romantic period in opera with his Otello of 1816, pointing out in particular that the tragic ending is maintained and that with this opera, “the good manners, the decorum of eighteenth-century opera seria had disappeared” (Rosen, 1996). However, Rey Longyear claims that Romanticism developed later in Italy and France than in Germany and Austria; Italy in particular enjoyed opera as the dominant medium and audiences were conservative until the 1840’s (Longyear, 1973). Accordingly, Longyear describes Rossini’s operas as the “culmination of the Neapolitan opera of the eighteenth century” and representing “the close of an old era rather than the beginning of a new one” (Longyear, 1973). However, his influence on the musical forms of Italian Opera was paramount for over half the 19th century: they were “set in the mold imposed largely by Rossini” (Rosen, 1996).
Bellini
If Rossini does indeed represent the close of an era, then Vincenzo Bellini (1801-1835) hoped that people would see in him an “innovative genius”, and not just an imitator of Rossini (Rosen, 1996). Many people see Bellini seen as the father of bel canto as his works encompass the many characteristics of what bel canto is; the music he wrote used all the principles of bel canto which allowed the most powerful emotions in the simplest of melodies. His style was simpler on the whole than that of Rossini, and noted for its “economy of technique” (Rosen, 1996, p. 614). The simplicity and expressiveness of his ornamentation enabled him to write long, aristocratic melodies, which Verdi admired as ‘melodie lunghe, lunghe, lunghe’ (Rosen, 1996). Rosen also shows that Bellini introduced instrumental cantabile passages into the Scena, and increased the emotional content of his music by contrasting the expressive dissonances in his melodies with passages of the utmost simplicity.
Donizetti
According to Longyear (1973), Gaetano Donizetti (1797-1848) represents the “lusty, vigorous side” of Italian opera in the period after Rossini. The operas of his that survive in the repertoire can be seen as showcases for a star singer, such as the part of Nemorino in L’Elisir d’Amore. Although Longyear believes that he lacked Bellini’s refinement, nevertheless he had the gift of creating brilliant set-pieces, such as the mad scene in Lucia di Lammermoor.
Form
La ‘solita forma’
The lyric tenor in the period under consideration was called on to cope with more complicated, developed forms than the dry recitative and da capo arias of opera seria. Rosen (Rosen, 1996)  gives a concise summary of the so-called ‘solita forma’ (Powers, 1987). The main features of the form were established by Rossini, and remained in force for over half the century. The main components were a cantabile first section (marked cantabile, adagio, andante etc.) and a brilliant second part (or cabaletta), repeated usually with ornamentation. Between these two there is usually a tempo di mezzo, which allowed for more dramatic developments. In duets and ensembles, a tempo d’attacco (or ‘beginning part’) prepared the cantabile, and the stage for the whole process was set by a scena in recitative and arioso.
These formal elements can be seen for example in the Scena ed Aria (No. 7), De’ miei bollenti spriti, that starts Act II of Verdi’s La Traviata. The scena has an agitated orchestral introduction and Alfredo starts with recitative (Lungi da lei…); from Ed or contenta this changes to arioso and the scena  ends with a decorative cadenza-like passage at ne’ gaudii suoi… There is no tempo d’attacco in this number. The cantbile section follows andante with De’ miei bollenti spiriti, again finishing with a cadenza-like passage at io vivo quasi in ciel. The tempo di mezzo follows, a dialogue with Annina (Annina donde vieni), again preceded by an agitated orchestral introduction. This section ends with Annina’s exit and the cabaletta gets underway immediately (O mio rimorso). Verdi includes the requisite repeat of the cabaletta theme and does not write in any ornamentation on the repeat, but does include a short cadenza and a coda to finish the piece (quest’onta laverò). The cabaletta is also distinguished by its high tessitura. This one number shows off many of the technical, expressive and dramatic qualities required of a bel canto tenor discussed in this essay.
Ornamentation
Unfortunately a composer is not a singer so he must place his craft in the singer’s hands. It was left to the singer to control and interpret the composer’s work. Singers worked closely with the composers to help mould the role to their voice (Helinsky, 2010).
Philip Gossett points out that what Rossini wrote “was not what he expected to be sung” (Gossett, 2006, p. 295). Gossett reports that several of Rossini’s manuscripts of his operas are filled with instructions such as a piacere, and fermatas inviting a cadenza from the singer; also there are several individual manuscripts in which Rossini wrote out cadenzas and variations separately. The author concludes that the popular belief that Rossini expected to hear sung only the ornamentations he wrote in his published scores is false (Gossett, 2006). Gossett also shows that Donizetti and Bellini wrote out ornamented versions of arias (e.g. of Una furtiva lagrima) separately from their printed scores.
David Colas lists some of the main techniques of (written-out) ornamentation used by Rossini. The first of these is the desinence (the ornamenting of the melody notes of a cadential figure), which may be achieved by mutation (repeating on a different scale degree) and derivation (expansion by appoggiaturas, argpeggio leaps etc.). Another technique is the cadenza, “ornamental passages indicated by a fermata and performed outside the metre”, constructed of alternately ascending and descending passaggi. Finally, within a phrase ornamentation may be achieved by interpolation (singing ‘filling notes’ between melodic pitches) and substitution (replacing the original melody with a more florid line). These techniques would be expected in the arsenal of a lyric tenor of the bel canto period, and Colas agrees with Gossett that “ornamentation of vocal parts by the singers themselves is completely legitimate in Rossini” (Colas, 2004).
Singers
Manuel Garcia II
James Stark gives Manuel Garcia II (1805-1906) special credit as a man whose approach to singing was “touched by genius” (Stark, 1999). Stark is impressed by the fact that Garcia incorporated a link between the old Italian style of singing and the more modern, scientific approach to understanding underlying causes in vocal work. Garcia was the son of Manuel Garcia I, the Spanish tenor for whom Rossini created the role of Count Almaviva in The Barber of Seville; two of his sisters, Maria Malibran and Pauline Viardot, were famous mezzo-sopranos. Garcia studied with his father and may have had some lessons with a student of Niccolò Porpora (1686-1768), the Baroque composer and singing teacher of the famous castrato Farinelli (Stark, 1999). This would certainly have given Garcia a grounding in the classical Italian singing tradition of opera seria. In 1825 the family was the first Italian company to visit the New World. It seems that the stress of too much performing at too young an age damaged Garcia’s voice, and he turned to teaching; his sisters were his students and their phenomenal success is witness to his excellence as a teacher. Working in military hospitals he was able to study the physiology of the larynx more closely, combining his interests in art and science. In 1835 he became professor of singing at the Paris conservatoire and in 1841 he put his main theories of vocal technique to paper in the first part of the École de Garcia (Stark, 1999).
Rubini
One of the tenors that Bellini became a good friend of was Giovanni Baptista Rubini (1794-18540. Rubini started his career touring Europe, but was often overshadowed by Manuel Garcia II.   While Rubini was returning to Italy from France, he met Bellini in the Italian countryside. Bellini created solos with Rubini, which were simple, yet florid and with time these would turn Bellini ‘into a composer in his own right’ (Helinsky, 2010). After Bellini’s first successful opera Il Pirata (the Pirate), Rubini was given the title ‘King of Tenors’, which stayed with him wherever he was performing. When Bellini wrote La Straniera which was his fourth opera, Bellini wrote this with Rubini in mind, however, Rubini was unavailable at the opening night, so the role of Arturo was sung by Domenico Reina, which Bellini specifically composed a lower version for him to sing as he did not have the range that Rubini had. When Rubini came to sing the role of Arturo, Bellini rewrote it in a higher register for him (Holland, 1995). This shows that Bellini had the singer in mind and wanted to get the best interpretation of his music by handing his craft to the singer (Helinsky, 2010).
Caruso
Enrico Caruso (1873-1921) was “probably the most famous tenor ever” (Falkner, 1983). We are fortunate that his career coincided with the beginning of commercial recording, and his 1904 recording of Una Furtiva Lagrima is a lasting testament to this great voice.
Conclusion
[bookmark: _GoBack]James Stark (1999, p. 189) attempts a comprehensive definition of bel canto at the end of his work where he mentions singing techniques (chiaroscuro, appoggio etc.), expressive techniques (legato, portamento, messa di voce). He defines a bel canto singer as one who can approach the repertoire in a ‘tasteful and expressive way’. In this essay an attempt has been made to cover all these relevant aspects of the bel canto style, and hopefully it has been shown that the lyric tenor in this period was far more than “merely a voice”, as claimed in the quote by Henson (2015) in the Introduction.
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