UNMANAGEABLE OPERA?

The artistic-economic dichotomy
and its manifestations in
the organisational structures
of five opera organisations

Tuomas Auvinen

PhD in Arts Management

City University, Department of
Arts Policy and Management
March 2000

This thesis is submitted to the
City University as part of the
requirements for the award of

Doctor of Philosophy in Arts
Management



TABLE OF CONTENTS

Table Of CONENTS ..o e i
ACKNOWIEAGEMENTS ... v
D= =1 = L] o SRR vii
Y 0 1] 1 - T (PSP vii
1. INTRODUCTION..... .ot sn e ene e 1
LI 10T L1 o1 oo S URRRN 1
2. Preliminary assumptions of the research project...........cccooverieiiieiciencnene. 2
3. The thesis argued for and other findings of the research project...................... 4
4. The structure of the thesSIS ..o 4
PART | — THEORETICAL CONSIDERATIONS ... 6
2. THE SOCIO-ECONOMIC SIDE OF PRODUCING OPERA.......cccvvienene 6
LI 10T L1 o1 oo SRR 6
2. Operain @ Wider CONEXL ........ccveieierieriene e enes 6
3. The concepts of 'public sphere' and 'civil society'..........cooerieiniiiiiiiieee 8
4. Socio-economic development Of OPera ........cccovveeeeeeiieiesesese e 13
4.1. From the 16th century t0 1797 .....ooo i 14
e A i L S 21
T 1 SR 28

ST 7] oo 113 T o ISR 30
3. THE ANALYTICAL MODEL....ccoiotiieeeeeiesese et 33
LI 10T L1 ez oo SR 33
2. The artiStiC PrOCESSES .....ccueeiuerierieeie et as 33
2.1. On the physical ConStraints...........c.ccoeorireirienereereere s 33

2.2. Music-dramatiC CONSIraiNTS .........coccereereriereereee e 35

p208C T @70 (o1 113 T o IS 39

3. ECONOMIC CONSIFAINTS .......coiieiieiiesieeiee et 40
3.1. Different sources of INCOME..........ccoiiririiniie e 40
3.2. Civil society-economy-state model............ccoeeenineinininecneeeeee, 41

1 TR I 7] Lo 0151 o o S 44

4. The model of variables and parameters...........ccooeverrrierieneseece e 44

7 Y=Y o1 TR 44

4.2. Music-dramatic CONSIrAINTS ..........cccoereereriinieree e 45

4.3. Holistic model of the artistic proCess ..........ccoveevereenerienceeree e 48

4.4. Sources of income and their values ...........cccoeveverercecesesesesece e, 50
4.5. The model for analysing the organisational environment of opera
OFQANISATIONS ...ttt r e b s ae e e e e e s e e rennenaeene s 50

B CONCIUSION ..ot e e e et e e e e e e e e e e e eeeeeeeeeeaeeneneeaneeeaaans 53



PART Il = CASE STUDIES.........oco e 54
4. INTRODUCTION. ...ttt nnens 54
1. PIEIACE ... s 54
2. Selection of the case-study Organisations .............ccoeeerereeenenessieseseeienenes 54
3. The method of data COIECHION ..........cccoerirereree e 56
4. Presentation of the case StUdIes..........ccccvereirineiccne s 59
5. THE DEUTSCHE OPER BERLIN........ccoooiieiiiieieeeeeeeeseeee e 61
1. Organisational history and the legal status of the organisation ...................... 61
2. Income structure of the DOB..............oceoiiiiire e 63
3. The expenditure structure of the DOB.............ccccoovirrnineeee e 65
4. The personnel STTUCKUIE .........ccooiiirerireeee s 68
5. The Opera HOUSE.......ccoiiereeeeee et 72
6. Programming, pricing and audience figures ............cccveveerenenenieneseciennennes 73
7. The organisational structure of the Deutsche Oper Berlin..............c.ccccccennennes 76
8. The relationship between the Deutsche Oper Berlin and the
Senatsverwaltung fur Wissenschaft, Forschung und Kultur ..............cccccoeenenne. 78
9. The artistic and financial planning and decision-making structure.................... 82
10, SUMMAIY ..ttt e b e s as 84
6. THE ENGLISH NATIONAL OPERA ... 87
1. Organisational history and the legal status of the organisation ...................... 87
2. Income structure of the ENO ... 91
3. The expenditure StrUCIUNE...........coerireriieees s 93
4. The Board of Directors of the English National Opera...........ccccccvvereirennne. 94
5. The personnel SITUCIUNE ..........coererieieeieiesiese st 95
6. The OpPera HOUSE.......ccoiierieree et 97
7. Programming, pricing and audience figures.............ccoveerneneienenesenennes 100
8. The organisational structure of the English National Opera..............ccccc....... 102
9. The artistic and financial planning and decision-making structure.................. 105
1O, SUIMIMAIY ..ttt sttt e bbb e b aeene e 108
7. THE FINNISH NATIONAL OPERA ... 110
1. Organisational history and the legal status of the organisation.................... 110
2. Income structure of the FNO ... 111
3. The expenditure StrUCIUNE..........ccoeiiririeeeere et 113
4. The Board of Governors and the Board of Directors ............cccceoeverercennennee 114
5. The personnel SIrUCIUNE ..........coerererieieerese e 116
6. The Opera HOUSE.......ccoiiiriere e 118
7. Programming, pricing and audience figures ............cccoveerneneienesesenennes 119
8. The organisational structure of the Finnish National Opera............cc.ccceuen.... 122
9. The artistic and financial planning and decision-making structure.................. 125

1O, SUIMIMAIY ..ttt sttt e bbb e b aeene e 129



8. THE GLYNDEBOURNE FESTIVAL OPERA.......ccoorercreeeeees 131
1. Organisational history and the legal status of the organisation.................... 131
2. Income structure of the GFO ... 134
3. The expenditure SrUCIUNE..........ccoererieieeeree e 136
4. The Board of Directors and related bodies of the Glyndebourne Festival
(@] 0= - LRSS 137
5. The personnel structure of the Glyndebourne Festival Opera................... 139
6. The Opera HOUSE.......ccooiieercee et 140
7. Programming, pricing and audience figures ............cccoveerenenecenesesenennens 142
8. The organisational structure of the Glyndebourne Festival Opera............. 143
9. The artistic and financial planning and decision-making structure.................. 146
1O, SUIMIMAIY ..ttt sttt e bbb e b aeene e 149

9. THE OPERA NATIONAL DE PARIS ... 151
1. Organisational history and the legal status of the organisation..................... 151
2. The income and expenditure structure of the Opéra national de Paris...... 155
3. The Board Of DIr€CLOIS........ccvirereriereeee et 156
4. The personnel STTUCKUIE ... 157
5. The Opera HOUSES........cooiiiiirerireeeeeie et 160
6. Programming, pricing and audience figures ...........cccuvveerenereeicnesesenennes 164
7. The organisational structure of the Opéra national de Paris.............ccccc....... 167
8. The artistic and financial planning and decision-making structure of Opéra
NALIONAI AE ParS......c.oieiieieiieeee e 171
9. SUMIMAIY .ttt n e 173

PART Ill — DISCUSSION AND CONCLUSIONS ...........ccccorinriereees 176

10. DISCUSSION ...t 176
1. INEFOTUCTION. ... s 176
2. Organisational history and the legal status of the organisations.................. 176
3. GOVErNiNg DOAIES.......coeieeirireereree e 178
4. Management structures of the case-study organisations............c.cccccceuenee. 179
5. Organisational structures of the case-study organisations .............c.ccceeuue.. 182
6. Income structures of the case-study organisations..............ccceceervrererennen. 188
7. Expenditure structures of the case-study organisations...........c.ccoceeeerennee. 192
8. Number of employees and the personnel structures of the case-study
OFJANISAIONS ...t sr e s 194
9. Opera Houses of the case-study organisations..............ccccevevrerenercrennne 197
10. Programming and performance numbers of the case-study organisations
............................................................................................................................... 200
11. Ticket prices and the sold capacities of the case-study organisations......201

12. The artistic-financial decision-making structures of the case-study
OFQANISATIONS ...t s sr e resre e nne e 204



11. CONCLUSION ..ot s 206
1. INEFOTUCTION ... s 206
2. The dual organisational structure; artistic and organisational ......................... 206
3. The SoCi0-eCONOMIC fraMEWOIK ........ccoeiiiiirire e 208
4. The model combining the analytical model and the case-study findings...209
5. Practical applications of the model created ............ccocoeriiiininninincneen, 209
6. Wider implications of the findings of the research project............ccceceeuene. 211
7. Limitations of the research and possible new research questions............. 213
S I 7] o Ted 0153 To ] o ISR OO 214

SOURCES ...ttt ne s 215
BibliOGraphy ..o s 215
INEEIVIEBWS ...t b e s nns 224
Case study Materials ... 225

APPENDIX L. s 231



ACKNOWLEDGEMENTS

| would like to express my gratitude to all the people and organisations that have
supported me during the course of my research. Without their help this research
project would not have been possible.

Academically | am indebted especially to Prof. Eric Moody and Dr. Michael
Hammet, who inspired, encouraged and supervised me throughout the research
process. The academics at the Department of Arts Policy and Management —
Michael Quine, Dr. Denise Stanley and Dr. Juliet Steyn to name only a few —
provided a supportive environment while | was developing my ideas. Dr. Henrik
Kaare Nielsen and Dr. Julie Sadie also contributed greatly to my research with
ideas, comments and encouragement.

| am most grateful to all the people and organisations that assisted me in the
process of data collection. | am particularly indebted to the organisations that
agreed to participate in my research: the Deutsche Oper Berlin, the English
National Opera, the Finnish National Opera, the Glyndebourne Festival Opera
and the Opéra national de Paris. | should like to express my gratitude to
everyone in and around these organisations that provided information and
granted interviews: Gotz Friedrich, Dolly Hauns, Guido Herrmann, Curt A.
Roesler and Heinz-Dieter Sense in Berlin; John Baker, Kathryn McDowell,
Teresa Howell and Nicholas Payne in London; Heidi Almi, Tuula Grundstrom,
Pekka Laajanen, Leena Nivanka, Juhani Raiskinen, Eeva Somerto and John-Eric
Westd in Helsinki; Barbara Beasley, Tisi Dutton, Nicholas Snowman and
Anthony Whitworth-Jones in Glyndebourne; Philippe Agid, Hugues R. Gall,
Benoit Paumier, Bruno Schuster, Alain Surrans and Martine Zizine in Paris.

| should also like to express my sincere gratitude to the Academy of Finland for
their generous support that made it possible for me to do full-time research for
three years. | am also grateful to the Sibelius Academy for the supportive
atmosphere during the last stages of the thesis-writing process.

| am grateful to Nicholas Mayow for proof-reading the thesis and for the
corrections he suggested. He greatly improved the readability of this work.

During the testing times of doing research my family and friends have always
been most helpful. | should like to thank Jane and Gareth Price for their assistance
and friendship in Cambridge, and my in-laws Eija-Liisa and Venkat Kadambi for
the numerous evenings and weekends our children have stayed with them so
that | would have time to write.

| am grateful to my parents, Riitta and Eero Auvinen, for their support — both
emotional and material — that made the process of my studies easier. Above all, |
want to thank them for encouraging my curiosity and supporting me in my choices
throughout my life. This research would not have been possible without their
contribution.

My wife, Gita, and our children Dani and Nella have witnessed my everyday
labouring on research — with its joys and miseries. | am sorry for having been
absentminded and irritable at times. Thank you, Gita, for putting up with me and
being there when | needed it most.



Vi

DECLARATION

| grant powers of discretion to the City University Librarian to allow this thesis to
be copied in whole or in part without further reference to me. This permission
covers only single copies made for study purposes, subject to normal conditions
of acknowledgement.



Vii

ABSTRACT

UNMANAGEABLE OPERA?
The artistic-economic dichotomy and its manifestations in the
organisational structures of five opera organisations.

The starting point for this research project is the high incidence in recent years of
problems in the management of opera houses in Europe, especially those of an
economic and managerial nature. This thesis concentrates on analysing these
issues and suggests that there are inherent tensions in running an opera
organisation which cause these difficulties.

A key concept in the analyses presented in this thesis is the artistic-economic
dichotomy, which describes the dual aim of arts organisations: artistic aims and
economic-organisational aims. In creating an analytical framework for this concept,
theories by Jurgen Habermas, Jean L. Cohen and Andrew Arato, and Henrik
Kaare Nielsen are applied. The theoretical concepts employed include civil
society, state and market as defined by Habermas and quality as contextual
entity as defined by Nielsen. With the help of these concepts an analytical model
is created for analysing the framework in which opera organisations operate.

In the course of the thesis five case-study organisations are analysed with the
analytical apparatus created. The organisations analysed are: Deutsche Oper
Berlin, English National Opera, Finnish National Opera, Glyndebourne Festival
Opera and Opéra national de Paris. The information presented about the case-
study organisations includes a brief organisational history, income and
expenditure information, personnel structure and organisational structure.
Additionally, programming, pricing and audience information is presented with
basic details of the opera houses in which the organisations operate.

The key finding of the research process is that a dual organisational structure often
exists in opera organisations: the official organisational structure and an unofficial
artistic structure. This dual structure, it is argued in this thesis, is the reason for
difficulties in managing an opera organisation.

Based on this finding, a model describing the artistic-economic framework in which
opera organisations need to operate is created at the end of the thesis. This
model — incorporating the different value assumptions and quality contexts
existing in the framework of opera organisations — is the main result of the
research process. It can be applied in the analysis of opera organisations and
can, it is argued, assist in academic as well as practical discussion about how
opera houses could be better managed in the future.

Keywords: Opera, organisational structure, art, economy, quality.



1. INTRODUCTION

1. Introduction

The starting point of this research project is the frequency of the problems that
have occurred recently in the management of opera organisations around Europe.
The best known examples are undoubtedly the Paris Opéra’s experience with
Daniel Barenboim in the late 1980s and Covent Garden’s problems in the last
few years. The Finnish National Opera witnessed a similar turbulent period in the
early 1990s when first the Administrative Director resigned after a series of
problems with the General Manager - who subsequently resigned himself due to
lack of confidence towards his work.

These difficulties — which appear rather frequently and seem to follow a pattern -
could naturally result from the incompetence of opera house managers. However,
one cannot help wondering why the greatest opera houses in the world would
repeatedly be trusted to incapable leaders. Thus it is argued in this thesis that
there are inherent tensions in running an opera organisation, which cause the
difficulties in its management structures and finances - the two most frequent and
often coinciding problems.

The managerial and financial problems of opera organisations have been
extensively discussed in several reports and consultancy papers from the internal
organisational point of view over the last few decades. The main UK opera
houses, for example, have been analysed at length by outside consultants and
government bodies a number of times in the last forty years. These analyses
have been carried out with respect to their expenditure, planning and budgeting
processes, working practices, possible additional income etc. The last of these
reports, the Eyre Review, was published in 1998. In addition to the UK there
have recently been similar processes, for example, in Italy (Behind the Scenes:
White Paper on the management of Italy’s Opera Houses) and France (The
Hugues Gall Reports 1993 & 1997). These reports, however helpful they might
have been at their time to the current management of the houses, have not been
aimed at creating any general understanding of the inherent managerial and
economic difficulties of opera organisations. This is often admitted in the



conclusions of the reports and is also well demonstrated by the recurring need to
return to the issues. (See e.g. Auvinen 1996.)

In the light of the above, the aim of the research project described in this thesis
has been to take another view of the functioning and structures of opera
organisations. Instead of analysing the organisational structures of a single opera
organisation ‘from the inside’ - this has been done frequently enough without any
long-standing success - the research aims to explore and map out some of the
external forces influencing these structures and to find possible correlations
between these forces, the organisational structures and the difficulties mentioned
above. This is done from a more abstract theoretical perspective and by
analysing five case-study organisations in order to perceive possible patterns
and similarities.

2. Preliminary assumptions of the research project

The criteria on which the success of all arts organisations is judged are twofold:
artistic criteria and the economic-organisational criteria. Where business
organisations, by definition, aim only to increase the wealth of the owners, the
often not-for-profit arts organisations need to be successful in fuffilling the artistic
aspirations of the organisation whilst also maintaining the economic viability of the
institution. This balancing act has often caused problems in opera organisations,
both internally and externally. This phenomenon is called the artistic-economic’
dichotomy in the course of this research project. It is a key concept employed in
the course of this thesis.

"' The complete term could be the artistic - socio-economic-organisational dichotomy.
However, for the sake of practicality the term economic will be used in this context, especially
when the economic issues often seem to dominate the sociological and organisational issues
in the discussion about opera organisations. Further, the source of economic power is used
as the basis of the analysis of the influence society has on the case-study organisations.
However, in the analytical model the social value systems will be included in the analysis of the

economic resources used by them.



Opera is an international art form. This is especially the case today when all the
major houses present relatively similar programmes, produced and performed
by a core group of international conductors, directors, designers and singers etc.
This has inevitably led to a great similarity in the core product and standards of the
opera houses. Therefore, the art-form itself dictates to a great extent the
resources and the organisational structures needed to produce opera. For
example, Verdi’s Aida requires a fairly specific number of skilled performers, a
certain type of performance space, a certain type of sets etc. wherever it is
performed in order to comply with the conventions of the art form and international
standards. Moreover, the importance of the performers is naturally indisputable
for an opera house - the artists being the core group in putting out the
organisation's ‘product’. Therefore, it is assumed that the artistic process which
leads to the ‘product’ and its influence on the functioning of an opera organisation
needs to be investigated in order to create a picture of the forces influencing the
organisational structures of opera companies.

Putting on opera in its current form is a costly business. This seems to be a
generally accepted fact. However, there are different solutions for acquiring the
necessary resources in different socio-economic surroundings. The solutions
range from almost complete funding by state and municipal authorities, e.g. the
‘German’ model, to almost total reliance on private funding, e.g. the ‘American’
model. There have, however, been financial and managerial problems both in the
heavily subsidised organisations as well as in the less subsidised ones. It is
assumed in this research project that in order to understand the difficulties and
tensions in managing an opera organisation the influence of the socio-economic
context in which it exists needs to be included in the analysis.

These basic assumptions lead us to the dual analytical approach to understanding
the functioning of opera organisations that is employed in this research project.
The analytical apparatus presented in this thesis is aimed at assisting in the
analysis of the artistic-economic framework in which opera organisations operate.
It is subsequently used in the case-study analyses of five opera organisations
and their organisational structures. Based on the combination of the theoretical
considerations and the case-studies, a theoretical model mapping the forces
included in the artistic-economic dichotomy is presented as one of the main
conclusions of the thesis.



3. The thesis argued for and other findings of the research project

On the basis of the findings of the research project, it is argued in this thesis that
the official opera organisational structures are incapable of dealing with the artistic
processes included in opera production. Thus, a dual organisational structure
exists in the organisations studied: the official organisational structure dealing with
the socio-economic issues surrounding the opera organisation, and the unofficial
artistic structure dealing with the artistic realm with which the organisation needs to
operate. This dual structure is the main reason for the managerial difficulties
involved in running an opera house.

It is further argued, that this dual structure can be explained by considering opera
— and its artistic processes — as a civil society / lifeworld' phenomenon. Based on
this, it is further claimed that the official organisational structures of the opera
organisations analysed operate on the system's level. This interpretation —
included in the model mapping the forces that influence the organisational
structures of opera organisations — in effect defines the artistic-economic
dichotomy and its manifestations in the organisational structures of opera
companies.

In addition to this theoretical approach, the research project has provided a set of
data about organisational structures and administration of five opera organisations.
Such data is currently not readily available for study purposes. Thus, the data
presented here provides a useful starting point in collecting this information and
making it available in a wider context. Additionally, there are some new research
questions that manifest themselves in the data collected. These will be
commented on in the conclusion after the data itself has been presented.

4. The structure of the thesis

This thesis is divided into three parts: theoretical considerations, the case-study
descriptions and the discussion. Additionally, there is an introduction presenting

' These terms — based on Jurgen Habermas — are defined and presented in the theoretical

section.



the research project and a conclusion recapitulating the main conclusions of the
research project as a whole.

The theoretical considerations are divided into two chapters. Chapter 2 proposes
the theoretical framework and analyses the development of the socio-economic
background against which opera organisations have historically operated.
Chapter 3 discusses the external forces influencing the organisational structures of
opera companies and proposes an analytical model for analysing opera
organisations and their structures. In the original research proposal, it was also
planned to include an analysis of the historical development of the artistic side of
opera production in the theoretical section. As it has become evident in the
course of the research that these forces in the organisational realm could not be
mapped with the approach selected, this analysis will not be included. This issue
will be commented on further in the conclusion.

The case-study part of the thesis is divided into six chapters. Chapter 4 is an
introduction into the case studies and discusses the selection of the case-study
organisations, the methodology and the process of data collection. Chapters 5 to
9 present the case-study organisations and the data collected. The organisations
and the respective chapters are: the Deutsche Oper Berlin — chapter 5, the
English National Opera — chapter 6, the Finnish National Opera — chapter 7, the
Glyndebourne Festival Opera — chapter 8, and the Opéra national de Paris —
chapter 9.

The discussion about the case studies takes place in chapter 10. This chapter
examines and draws together the issues included in the case-study analyses.
The main conclusions of the research project are presented in chapter 11. In this
chapter the model bringing together the analytical framework and the case-study
findings is presented and some practical implications of the findings are also
considered. Additionally, some research questions arising from the research
project conducted are presented in chapter 11.



PART | - THEORETICAL CONSIDERATIONS

2. THE SOCIO-ECONOMIC SIDE OF PRODUCING OPERA

1. Introduction

The aim of this research project is to consider the manifestations of the artistic-
economic dichotomy in opera organisations. In order to achieve this aim, the
socio-economic framework in which opera organisations exist and have existed
historically needs to be analysed and linked to a wider theoretical context. That is
the aim of this chapter. First, a set of theories and theoretical frameworks are
presented which when combined, it is argued, shed light on the socio-economic
support opera has received throughout its history - and is still receiving.
Structurally this chapter first presents different theories as separate entities.
These, however, come together in the discussion of the historical development of
support for opera and opera organisations in Italy, France and Germany-Austria.
It is deemed imperative that the case-study analyses are linked - even on a
limited scale - to a wider background in order to gain more insight into the results.

2. Opera in a wider context

The obvious question arising from the aim to describe the reasons and forms of
support opera has received is: what is meant by opera and why has it
continuously been supported by different societies? John D. Drummond’s
analysis of opera in a wider perspective can provide useful tools and definitions
for answering these questions, especially when combined with other theories
presented later on. Drummond argues in Opera in Perspective that music-drama
in some form has been known to man as long as civilisation has existed. “There is
more to music-drama than merely opera in the opera-house. It is a tree whose
roots lie deep in human history, perhaps deep in the human psyche, and the
branch which we call ‘opera’ in the ‘opera-house’ can only be fully understood if
we learn about the nature of the tree itself. Because Western European culture
has flourishing and separate musical and dramatic arts, we tend to think of ‘opera’



as being drama plus music, a combination of two distinct art-forms. From a
historical point of view, however, it is a misleading way of looking at music-drama:
the evidence shows that music-drama as a single entity' has always been part of
the life of man, from his earliest beginnings.” (Drummond 1980, 14.)

Drummond further argues that the basic elements of music-drama - in the sense
used above - are religion, play and art. “The various forms of man’s music-drama
have some basic features in common, and others which reflect the cultures of
which they are part. Music-drama has always been associated with religious
belief and religious ritual, because music, dance, spectacle and narrative are
ingredients of worship. Music-drama, too, has always provided an opportunity for
man to delight in being playful, and catered for his love of pretending. In
combining worship and make-believe music-drama has developed, in every
culture, into an art-form; that is, it has become a structurally self-contained form of
communication, expressing and stimulating experiences symbolic of some
aspect of what it is to be a human being.” In the opera house, music drama
manifests itself mainly in the form of art including, however, some elements of the
other categories, too. (Drummond 1980, 13.)

Further, Drummond contemplates the meaning and contents of music-drama and
argues that the dual imagery of music and words and the blend of implicit and
explicit create its power. “The blend of implicit and explicit in music-drama is not
confined to the relationship between words and music: it is fundamental to the art
form. The interaction between apprehensible and comprehensible elements
permeates its whole being. Viewed overall, a music-drama communicates
indefinable experiences to us in definable ways; viewed at a much lower level,
every musical sound, every word, every physical gesture has both a concrete
comprehensibility and a hidden implied meaning which we cannot easily explain.
[--] It is a gigantic image operating visually and aurally, in time and in space,
composed of a legion of constituent images, each of which contains the double-
helix of implicit and explicit meaning.” (Drummond 1980, 28.) Drummond further
links this double existence in music-drama to the division of Apollonian and
Dionysian as first introduced to the discussion about opera by Friedrich Nietzsche
in The Birth of Tragedy from the Spirit of Music (1871). Nietzsche uses the
Ancient Greek gods Apollo and Dionysos as labels for the two opposite forces
in music. Apollo represents the forces in man considered rational, conscious and

" There is a similar argument made in Kerman: Opera as Drama. However, in this context

Drummond provides the more applicable framework for analysis.



explicit, when Dionysos represents the irrational, subconscious and implicit.
Drummond summarises: “Although Nietzsche was the first to explain the forces
that combine to make music-drama (at least in such clear-cut terms), it was
primitive man who first instinctively created that balance. We can see why music-
drama has always been important to man. Together, Apollo and Dionysos
provide a way to link the explicit (that which we know by direct experience) and
the implicit (that which we come to sense, indirectly), the concrete (that which we
can define and explain) and the discrete (that which we cannot define or explain).
To ‘primitive’ man, music drama offers a way of bringing together the worlds of
reality and magic. It offers the same to ‘civilized’ man.” (Drummond 1980, 31.)

Thus, ‘opera’ according to Drummond is a specific Western European branch in
the historic continuum of music-drama, born at the end of the sixteenth century. It
is usually performed in an opera house and is dominated by the artistic aspects
of music drama (as opposed to religious or playful aspects). It deals with the
mythical dimensions of life by combining the Apollonian and Dionysian elements,
thus providing man with a connection between himself, the things he knows and
the things he can imagine. Therefore, opera as an art form, and the support it
receives from society should be considered in this wider framework. Drummond
analyses the development of opera as an art form in relation to these principles in
Opera in Perspective, however, these principles - especially when combined
with theories by Habermas, Cohen and Arato, and Nielsen - will also assist in
understanding the socio-economic framework in which opera organisations have
existed and still exist.

3. The concepts of ‘public sphere’ and ‘civil society’

Drummond argues that opera is a specific answer by Western European society
to man’s eternal need for music drama. The historic development of this (section
of) society, it is argued, bears close links to the development of the socio-
economic support for opera. In order to discuss these links later on, the concepts
of public sphere (especially the bourgeois public sphere) and civil society, along
with their development, need to be explored. This will be done on the basis of
Jurgen Habermas’ Strukturwandel der Offentlichkeit' (1962) and Theorie des

" In this study the English translation The Structural Transformation of the Public Sphere,

translated by Thomas Burger (1989), is used.



kommunikativen Handelns’ (1981), and Jean L. Cohen and Andrew Arato’s Civil
Society and Political Theory (1992). These theories provide, it is argued, a useful
framework for the analyses of the relationship between opera and the
surrounding society.

According to Habermas the concepts of ‘public’ (as in public sphere) and ‘private’
are of Greek origin, having survived in Roman Law through the Middle Ages in
Europe, but having no standard usage during that period. In the feudal society of
the High Middle Ages the term ‘public’ was used as a status attribute. “This
publicness (or publicity) of representation was not constituted as a social realm,
that is, as a public sphere; rather, it was something like a status attribute, if this
term may be permitted. In itself the status of manorial lord, on whatever level,
was neutral in relation to the criteria of ‘public’ and ‘private’; but its incumbent
represented himself as an embodiment of some sort of ‘higher’ power.”
(Habermas 1989, 7.) The ultimate form of this representative publicness was
attained in the French Court. “In the etiquette of Louis XIV concentration of the
publicity of representation at the court attained the high point of refinement.”
(Habermas 1989, 10.) However, the development of Renaissance society
towards humanism had emerged first in Florence among the nobility of early
capitalist northern Italy, then in Paris and London, leading towards separation of
the Court / State from civil society. “The aristocratic ‘society’ that emerged from
that Renaissance society no longer had to represent its own lordliness (i.e. its
manorial authority), or at least no longer primarily; it served as a vehicle for the
representation of the monarch. Only after national and territorial power states had
arisen on the basis of the early capitalist commercial economy and shattered the
feudal foundations of power could this nobility develop the framework of
sociability - highly individuated, in spite of its comprehensive etiquette - into that
peculiarly free-floating but clearly demarcated sphere of ‘good society’ in the
eighteenth century. The final form of the representative publicness, reduced to
the monarch’s court and at the same time receiving greater emphasis, was
already an enclave within a society separating itself from the state. Now for the
first time private and public spheres became separate in a specifically modern
sense.” The term ‘private’ “designated the exclusion from the state apparatus”
and ‘public’ “referred to the state that [--] had developed, under absolutism, into
an entity having an objective existence over against the person of the ruler’. As
at the end of the eighteenth century the feudal powers, the Church, the prince,

L1

" In this study the English translation The Theory of Communicative Action, translated by
Thomas McCarthy (1987), is used.
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and the nobility “who were carriers of the representative publicness, disintegrated
in a process of polarization”, and “split into private elements on the one hand, and
public ones, on the other”. “The first visible mark of the [--] polarization of princely
authority was the separation of the public budget from the territorial ruler's private
holdings.” (Habermas 1989, 11.)

A parallel phenomenon, both historically and ideologically, to the peak and
demise of the representative publicness was the rise of the bourgeois civil
society, divided into private sphere and public sphere by Habermas in The
Structural Transformation of the Public Sphere. The emergence of early finance
and trade capitalism started to create a new social order. “This commercial
exchange developed according to rules which certainly were manipulated by
political power; yet a far-reaching network of horizontal economic dependencies
emerged that in principle could no longer be accommodated by the vertical
relationships of dependence characterising the organisation of domination in an
estate system based upon self-contained household economy.” (Habermas
1989, 14.) “Civil society came into existence as the corollary of a depersonalized
state authority. Activities and dependencies hitherto relegated to the framework of
the household economy emerged from this confinement into the public sphere. [-
-] The economic activity that had become private had to be oriented toward a
commodity market that had expanded under public direction and supervision; the
economic conditions under which this activity now took place lay outside the
confines of the single household; for the first time they were of general interest”,
i.e. of ‘public’ relevance. (Habermas 1989, 19.) Thus, “along with the apparatus
of the modern state, a new stratum of ‘bourgeois’ people arose which occupied a
central position within the ‘public’. [--] This stratum of bourgeois was the real carrier
of the public, which from the outset was a reading public. [--] Their commanding
status in the new sphere of civil society led to a tension [--] between ‘town’ and
‘court”. (Habermas 1989, 23.) “The bourgeois public sphere may be conceived
above all as the sphere of private people come together as a public; they soon
claimed the public sphere regulated from above against the public authorities
themselves, to engage them in a debate over the general rules governing
relations in the basically privatized but publicly relevant sphere of commodity
exchange and social labor. The medium of this political confrontation was peculiar
and without historical precedent: people’s public use of their reason.” (Habermas
1989, 27.)
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In The Structural Transformation of the Public Sphere Habermas summarises the
above argument in a ‘blueprint’ of the bourgeois public sphere in the eighteenth
century. (Habermas 1989, 30.) This is displayed below in figure 1.

Figure 1.
. Sphere of Public
Private Realm Authority
Civil society Public sphere in the State (realm of the
(realm of political realm "police")
commodity

exchange and

social labor) Public sphere in the

world of letters (clubs,

press)
Conjugal family's (market of culture Court (courtly-
internal space products) noble society)
(bourgeois "Town"

intellectuals)

Before progressing to current definitions of civil society and the public sphere,
one aspect of the development of the bourgeois public sphere according to
Habermas deserves to be presented. The graph above includes the category
‘Public sphere in the world of letters’, i.e. the culture debating public that emerged
with the bourgeois public sphere. “The ‘town’ was the life center of civil society
not only economically; in cultural-political contrast to the court, it designated
especially an early public sphere in the world of letters whose institutions were
the coffee houses, the salons, and the Tischgesellschaften (table societies).”
(Habermas 1989, 30.) Later on, however, this development was to tum against
itself, turning the culture-debating public into a culture-consuming public. “When
the laws of the market governing the sphere of commodity exchange and social
labor also pervaded the sphere reserved for private people as a public, rational-
critical debate had a tendency to be replaced by consumption, and the web of
public communication unraveled into acts of individuated reception, however
uniform in mode. [--] Since the middle of the nineteenth century, the institutions
that until then had ensured the coherence of the public as a critically debating
entity have been weakened. ” (Habermas 1989, 161-162.)
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The analysis of society today with regards to the civil society is presented by
Habermas in The Theory of Communicative Action and by Jean L. Cohen and
Andrew Arato in Civil Society and Political Theory. The concepts of division of
the society into lifeworld and system, the further division of the lifeworld into public
and private spheres (i.e. civil society), and the division of the systems level into
economic system (market) and administrative system (state) need to be
presented briefly in order to use Habermas’s theories in subsequent analyses.
Additionally, the tendency of the systems level to colonise the lifeworld provides
a useful tool, it is argued, in analysing the support for opera organisations from the
society around them, both today and historically. The concepts mentioned above
are highly complex and theoretical; thus, the presentation below should be
regarded as a practical simplification in order to make the theories available for the
analytical purposes in case-study analyses.

Habermas argues that society is divided into two, the lifeworld and the systemic
level. The lifeworld comprises of the private and public spheres of the individual
and operates through communicative interaction among its members. “The
institutional core of the private sphere is the nuclear family, relieved of productive
functions and specialized in tasks of socialization; from the systemic perspective it
is viewed as the environment of private households. The institutional core of the
public sphere comprises communicative networks amplified by a cultural
complex, a press and, later, mass media; they make it possible for a public of art
enjoying private persons to participate in the reproduction of culture, and for a
public of citizens of the state to participate in the social integration mediated by
public opinion.” (Habermas 1987, 319.) Jean L. Cohen and Andrew Arato,
however, in their Civil Society and Political Theory combine these two categories
into one, civil society, which will be adopted for the purposes of this study. It is
defined in their text as follows: “This concept would include all the institutions and
associational forms that require communicative interaction for their reproduction and
that rely primarily on processes of social integration for coordinating action within
their boundaries.” (Cohen & Arato 1992, 429.)

This lifeworld - civil society - is ‘opposed’ by two media-steered systems, state
(steered by the medium of power) and economy (market steered by the
medium of money). The function of these systems in conjunction with civil society
is described by Habermas as follows: “From the standpoint of the subsystems
of the economy and the state, their interactions with the respectively contiguous
spheres of the lifeworld take the form of interchange relations connected in
parallel. The economic system exchanges wages against labour (as input factor),
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as well as goods and services (as the output of its own products) against
consumer demand. The public administration exchanges organizational
performances for taxes (as an input factor), as well as political decisions (as the
output of its own products) for mass loyalty.” (Habermas 1987, 319.) “On this
plane of analysis, the uncoupling of system and lifeworld is depicted in such a
way that the lifeworld, which is at first coextensive with a scarcely differentiated
social system, gets cut down more and more to one subsystem among others.
In the process, system mechanisms get further and further detached from the
social structures through which social integration takes place. [--] modern societies
attain a level of system differentiation at which increasingly autonomous
organizations are connected with one another via delinguistified media of
communication: these systemic mechanisms - for example, money - steer a
social intercourse that has been largely disconnected from norms and values,
above all in those subsystems of purposive rational economic and administrative
action that [--] have become independent of their moral-political foundations.”
(Habermas 1987, 154.) Habermas further describes the colonization of the
lifeworld by state and economy: “The functional ties of money and power media
become noticeable only to the degree that elements of a private way of life and
cultural-political form of life get spilit off from the symbolic structures of the lifeworld
through the monetary redefinition of goals, relations and services, life-spaces and
life-times, and through the bureaucratization of decisions, duties and rights,
responsibilities and dependencies. [--] Monetarization and bureaucratization
appear to overstep the boundaries of normality [colonize the lifeworld] when they
instrumentalize an influx from the lifeworld that possesses its own logic.”
(Habermas 1987, 322-323.)

With the assistance of these theoretical frameworks, the historical development of
the support for opera and opera organisations is analysed below. Additionally,
the analytical model created later on to analyse the current case-study
organisations will be based on these theories and the framework they provide.

4. Socio-economic development of opera

Opera is often considered as an aristocratic and elitist art-form, having come into
being in the court of Florence as a courtly entertainment and having often been
closely associated with courts and states during its four centuries of existence.
Then, on the other hand the concept of the bourgeoisie has been closely linked
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with opera by Theodor Adorno, for instance. He writes: “There are also historical
grounds for ascribing opera to the bourgeoisie rather than to feudal or courtly
culture, with which it arranges the convenu. Sonorous fullness and choral masses
alone point toward an incomparably greater circle than the aristocratic one, which
laid claim to the privilege of the proscenium, but left the gallery, the actual viewing
space of opera, to the bourgeoisie.” (Adorno 1955.) Linked with this aristocratic-
bourgeois dichotomy are the concepts of commercial opera on one hand and
opera funded by state, court, or by private patronage on the other. A unified
understanding of these issues does not exist nor is there agreement on relevant
terms among opera scholars. The aim of this section is to briefly consider the
history of opera with the assistance of the theoretical framework presented above
and, in the process, implicitly establish the way in which these issues and terms
are understood in the context of this study.

4.1. From the 16th century to 1791

Italy

The Western European music-dramatic activity we know as opera was conceived
and born at Florence in the end of the 16th century. The ideological background
for opera was a relative secularisation of society which had become increasingly
affluent through commerce. These circumstances gave rise to a new humanist
outlook in which Greek thought was reborn. A strong influence towards this
development within the sphere of opera was Girolamo Mei, a scholar who
recovered some lost Greek manuscripts and provided new translations of others,
freeing them from Christian influences. Most importantly he provided new insight
(by request of the composer Vincenzo Galilei, father of Galileo) into Greek music
and drama; the music-drama deemed to be at the heart of ‘recreating’ the Greek
spirit. This inspired a succession of Florentine Camerati involved in the task, the
third of which created the music-drama deemed to be the first Western opera, i.e.
the Corsi-Peri-Caccini' collaboration, Daphne, in 1597. (Drummond 1980, 108.)
This was received by contemporaries as something entirely new, as an art form
truly combining music and drama in Greek style. Thus, the ideological connection

' Jacopo Corsi (1561-1602), an entrepreneurial nobleman and “chief patron of the arts in
Florence” at the end of the 16th century. Ottavio Rinuccini (1562-1621), poet. Jacopo Peri
(1561-1633), musician. (Parker ed. 1994, 8.)
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of opera with the creation of the bourgeois public sphere and the civil society is
evident, both being influenced by the secularisation of society, emerging
commerce and the Greek idealised models; on one hand of society and on the
other of music.

This new art form, free from the influences of the church, was eagerly adopted by
the rulers of Florence. The wedding of Maria de Medici to Henry IV of France in
1600 called for something splendid; thus the second work in this style, Peri’s
Eurydice was performed’. (Sadie ed. 1989, 16.) This is an early demonstration
of the connection between the new art form and society’s tendency toward
representative publicness. This is further reinstated by the fact that the court of
Mantua, rival to the Florentine court, displayed activity in the field of opera giving
birth to Monteverdi’s Orfeo, a work which some scholars regard as the first real
opera. (Parker ed. 1994, 14.) The social tradition of representative publicness
continued through the early decades of the new art form; the next main home for
opera being the Barberini Palazzo in Rome. The election of Maffeo Barberini as
Pope Urban VIl in 1623 gave rise to the commitment of the Barberini family
towards opera as entertainment for political expediency®. (Sadie ed. 1989, 20.)
The importance of representative publicness to opera is well present in a
description of early opera by Ellen Rosand: “The first operas, Dafne, Euridice,
Orfeo, Arianna, like the intermedi before them, were courtly entertainments [--].
They were commissioned and created to celebrate specific political or social
occasions, and were performed before an invited patrician audience. [--] Verbally
and visually, iconographic conceit and allegorical allusion extolled a ruling dynasty
- Medici, Gonzaga, or Barberini - besides marking the specific occasion. The
splendor and lavishness of the productions reflected further glory on the ruler,
brightening his image at home and abroad." (Rosand 1991, 10.)

The next important scene in the development of opera - both as an art-form and
a socio-economic phenomenon - took place in Venice. “Born in Florence, and

! This has been partly linked to the political change in Florence in turning away from Spain
towards France; the new form of court entertainment coincided with this change.

2 The importance of opera as a forum for political influence is very well illustrated by two
incidents in which the Barberini were involved. First, after the death of Urban VIl in 1644, the
family was banished from Rome due to accusations of their extensive use of papal funds to
organise these performances. Second, librettist Giulio Rospigliosi, author of several Barberini
operas and the first stage-director in the history of opera, was elected as Pope Clement X in
1667. (Parker ed. 1994, 17 - 20.)
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further developed in Rome, opera essentially defined itself as a genre in Venice.
[--] With the political stability of its oligarchic structure and the economic democracy
that sustained it, Venice offered a unique situation for the elaboration of others’
inventions. [--] What happened to opera in Venice during the seventeenth
century was fundamental to the art itself: there and then, opera as we know it
assumed its definitive identity - as a mixed theatrical spectacle available to a
socially diversified, and paying, audience; a public art." (Rosand 1991, 1.) In
Venice opera was for the first time performed for a paying public in Teatro S.
Cassiano in 1937. (Sadie ed. 1989, 21.) The success of this ‘commercial’ (see
below) opera was the final phase in establishing the young art form. Some
scholars, e.g. Rosand, even claim that the history of opera as we know it begins
in Venice. This notion is well in line with the argument presented here - i.e. that
socio-economic development of opera is closely linked with the development of
the bourgeois public sphere - as emerging commercialism and the public sphere
played a crucial role in the Venetian operatic scene in the 17th century. As Ellen
Rosand points out, the Venetian aristocracy built theatres in which the new art
form could be presented, not only for commercial reasons (even though they
received rent from the impresario running the theatre) but to compete with other
Venetian families in splendour and power (i.e. to gain influence in the public
sphere). “Dependable financial backing derived from the Venetian sociopolitical
structure: competition among patrician families, essentially a self-ennobled
merchant class [my italics], encouraged investment in theatres as a means of
increasing wealth and status.” (Rosand 1991, 1.) "And this [setting up theatres]
was not simply for economic motives: subtly tangled up with that factor was the
idea of theatre as a symbol of magnificence, an assertion of the family's economic
and political clout within the city." (Kimbell 1991, 114.) The theatres were leased
to impressari, who seem from the surface to have acted like businessmen.
However, a closer scrutiny of their activities reveals that the companies often
received hidden subsidies from the noblesse, for example in the form of a
specific star singer provided ‘with the protection of’, say, a certain nobleman.
Further, the rent of the boxes, set for the season before the repertory was known
provided a subsidy as such, since it was not in effect connected with the efforts of
the performing company. According to Rosand “a broader aristocratic base
supported these theatres as annual leaseholders of boxes.” (Rosand 1991, 1.)
Further evidence of subsidy (possibly from the family owning the theatre) is the
fact that several of the productions - the books of which have survived - in
Venice during the 1640-60 made substantial losses. Still the impressari remained
in business having had to receive funds from an external source - probably the
noblesse - to be able to do so. (Bianconi and Walker 1984, 227 & 239.) Thus,
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however much the Venetian opera was ostensibly run as a business and aimed
at a paying public, the funding from the theatre owners and box owners is
evident. Thus, opera in Venice had emerged from the court but had not, as often
has been claimed, been left to the sole mercy of the emerging market. It had
found a feasible place of existence in the public sphere - in many ways
bourgeois since the Venetian aristocracy was “essentially a self-ennobled
merchant class”. (Rosand 1991, 1.) In this sphere, opera continued its existence
and was defined as the art-form we currently know as opera. "Opera as we know
it, as an art appealing to a broad audience, had its origins in this special
environment.” (Rosand 1991, 11.) However, elsewhere it existed in parallel with
court opera, especially opera seria, which carried forward the tradition of
representative publicness in its operatic form for a further two centuries.

According to Kimbell, opera in ltaly was (after the 17th century example of
Venice where the art-form had become established) to maintain a character of
conviviality (i.e. its function in the bourgeois public sphere) for centuries. "It was
less a feature of the operas themselves than of the atmosphere and environment
in which they were performed. But since opera is supremely a social form of ar,
the conviviality of the setting did affect the work of art in a number of ways. [--]
The box-system [--] has been the backbone of Italian theatre life for the best part
of 300 years. From Venice, where it had first evolved as a form of insurance, it
had spread rapidly to the other cities of Italy. Where it was not commercially
necessary, as at some of the court operas, it was nevertheless retained because
to have one's box at the opera was recognized as a charming social asset. [--]
The box was their public salon: there they could mingle with the best society of
the town." (Kimbell 1991, 11.) The court operas, even when maintaining the box-
owner structure, upheld an attitude more towards representative publicness.
"[U]ntill the unification of Italy several of the leading opera-houses in the peninsula,
notably those of Turin and Naples, were court theatres. There etiquette was
distinctly more starchy: in the presence of the court, laughter and conversation,
even applause, were strictly proscribed; there could be no question of drawing
the curtains of the boxes; the company sat formally dressed and brilliantly
illuminated and submissively mannered for the whole evening." (Kimbell 1991,
13.) The ltalian operatic scene in the 18th century, thus, was divided between
box-owner funded theatres operating in the emerging bourgeois public sphere
on one hand, and the court theatres upholding the manner of representative
publicness on the other. As Kimbell writes: "Opera became so popular for two
apparently distinct if not mutually exclusive reasons: In the first place as a public
entertainment on the Venetian model; in the second, as the most spectacular of
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the art-forms appropriate to the representative courtly life of a royal or ducal
capital." (Kimbell 1991, 206.) This division, however, was not as strict as in
France, for example. The ltalian peninsula was divided into small city-states, in
which the power of the monarch was considerably lesser than in the court of Louis
XIV, for example. Also, even though opera seria and opera buffa were
connected with court and public opera houses, respectively', this division was
not as clear as in France.

France

In France the division between bourgeois opera and the representative court
opera and their respective institutional frameworks was to be reflected in the art-
form itself already in the late 17th century. "French opera has always been
strongly institutionalized: thus serious, all sung opera [tragédie lyrique] is
inseparably linked with the court and the Opéra or Académie Royale de
Musique, while opera with spoken texts [opéra comique] is associated first with
the Théatres de la Foire and then with the Opéra-Comique; these divisions
began to break down only in the late 19th century." (Sadie ed. 1989, 31.)

The earliest form of indigenous French opera was the Pastorale d'Issy by Pierre
'Abbé' Perrin and Robert Cambert, performed for Louis XIV in 1659. (Demuth
1963, 105.) "Louis XIV had a clear perception of the political usefulness of
entertainments as a means of amusing and controlling his subjects, of impressing
foreigners, of developing and demonstrating physical dexterity among his
courtiers, and of displaying at every opportunity his personal emblem, the sun,
as a symbol of enlightened rule." (Parker ed. 1994, 33.) This relates well to
Habermas' view of the court of Louis XIV. "In the etiquette of Louis XIV
concentration of the publicity of representation at the court attained the high point
of refinement." (Habermas 1989, 10.) Thus, Louis XIV established the
institutional framework for tragédie lyrique by granting Perrin a royal patent to form
Académie d'Operain 1669. After the failure of Perrin's Académie, the new French
lyric art-form was firmly established by Lully in the late 17th century after he had
acquired the royal patent for presenting lyric work. "Although Lully's patent
allowed him to perform his operas before a paying public, they are indelibly

' "The distance between these genres made itself felt on nearly every front — their subject
matter and literary tone, [--] their audiences and relative engagement with contemporary

society, the cost and institutional structure of each [--]." (Parker ed. 1994, 84.)
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stamped with courtly ethos: the focus on glorifying the Roi-soleil was inevitable."
(Parker ed. 1994, 36.) The Lullyan tradition of tragédies lyriques was carried
forward and developed subsequently by Rameau and Gluck, who operated in
the institutional environment of the Académie until the revolution brought changes
to the way in which the French operatic scene was organised. This was due
especially to the Libérté des Théatres act issued in 1791, which ended the
monopoly of the Académie over 'serious' French lyric work. (Crosten 1948, 12.)
Even though the Académie was not directly subsidised by the King, the royal
patent had given it a role of royal importance before the revolution and it had
retained its air of representative publicness. "Thought had been given as well to
the reality that attendance at the Opéra was as much a performance as what took
place on stage." (Parker ed. 1994, 63.)

The 'comic' form of French lyric activity was more related to the public opera
houses providing 'popular entertainment' for the upper stratum of the bourgeoisie
— the evolving bourgeois public sphere. The opéra comique with spoken
dialogue, was performed in a group of fair theatres known collectively as Théatres
de la Foire. They presented spoken plays interspersed with well-known tunes
(vaudevilles) and "enjoyed immense popularity, and the rival institutions under
government monopoly — the Opéra and the Comédie-Francgaise — did their
utmost to hinder the fair theatres, mostly by restricting their ability to employ vocal
music in their offerings." (Parker ed. 1994, 91.) This they were entitled to do with
the monopoly granted in the royal patent to lyric performances. The Théatres de
la Foire were brought under common management in 1715 and named Théatre
de I'Opera-Comique. It remained as the institutional background for French comic
opera, even though after the death of Louis XIV Philippe of Orleans had
established the Comédie-ltalienne to favour ltalian lyric entertainment. These two
institutions were merged in 1762 and Opéra-Comique was to carry on the
tradition of the opéra-comique till the late 19th century when the gap dividing
French lyric art and its institutional forms was finally closed.

In 1752 an incident - the Querelle des Bouffons — took place in Paris centred
around the ltalian opera buffa and the French tragédie lyrique. After a performance
of Pergolesi's La serva padrona by an itinerant ltalian troupe at the Opéra a
debacle about the two traditions — and especially about their respective merits —
broke out. The Ensyclopedists supported Italian opera against French, "but the
real targets of the reformers were the hidebound material and performing
practices at the Opéra, which were also a symbol of the absolute monarchy."
(Sadie ed. 1989, 118.) The art form of the bourgeois public sphere was thus
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employed in an attack on the representative publicness of the monarchy at the
Opéra, which was to fall after the 1789 revolution and the 1791 act on freedom of
theatres.

Germany-Austria

Early operatic activity in Germany and Austria was dominated by ltalian opera, it
was "ltalian in its language and Italianate in its musical style. Many of the leading
ltalian composers of Italian opera held court appointments in Germany, [--] and
the greatest Italian Librettist, Metastasio, was Viennese court poet." (Sadie ed.
1989, 27.) Also, the style of the German court opera was predominantly that of
representative publicness, after the Italian court opera tradition. There were two
exceptions to this general rule: the Singspiel tradition of German vernacular music
theatre which gained ground in the latter part of the 18th century, and the Theater
am Géansemarktin Hamburg which existed from 1678 till 1738.

The Theater am Gansemarkt was "the first public opera house in any city outside
Italy. " (Buelow 1978, 26.) Venice had a great influence on the Hanseatic city-
state of Hamburg, which was a great commercial centre on the Elbe river. "By
1678 Hamburg was the richest and largest city in northern Europe [--]. In one
respect at least Hamburg did resemble Venice: both cities were centres of trade
and commerce [--]." The Hamburg opera was founded by Gerhard Schott, a
member of a well-known patrician family. He directed the opera himself (apart
from two failed attempts to lease the opera house) till his death in 1702. "It
seems probable that he had outside financial support, although no evidence
exists to prove it." (Buelow 1978, 26.) "[T]he burghers managed to maintain
predominantly German-language operatic performances, despite the opposition
of some of the clergy and periodic financial crises." (Sadie ed. 1989, 27.) "While
Hamburg opera cannot be called the first German national opera, simply
because the concept of German nation did not exist, its theatre was the first
opera house based on the German language and German popular music
traditions. It was 'peoples opera', if it is remembered that the people were the
wealthy merchant and aristocratic classes." (Buelow 1978, 28.) Thus, it seems
clear that the Theater am Gansemarkt existed in the bourgeois public sphere in
circumstances similar to those in which 'commercial', non-court opera had been
established in Venice.
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The German Singspiel tradition was a phenomenon parallel to that of the
Théatres de la Foire in Paris. It is "an opera, usually comic, in German with spoken
dialogue". The genre had its roots in the German Hanswurst tradition. "Once the
Hamburg operatic venture had foundered in 1738, the only German-language
Singspiel venture was the Hanswurst company at the Kartnertortheater in
Vienna." (Sadie ed. 1989, 86-88.) It had been founded in about 1710, thus
having a longstanding tradition by the time Joseph |l founded the German
National-Singspiel in 1778 which took over the Kartnertortheater. This enterprise
was not, however, successful and the theatre closed its doors in 1788.
Nevertheless, the Singspiel had become — as reinstated by the emperor - a
relevant competitor to the opera seria at the court theatres. "At this time there was
little demand for opera seria in Vienna. The emperor, who considered it both
expensive and elusive, allowed it only on special occasions." (Parker ed. 1994,
109.) These two developments — the lessening popularity of the representative
opera seria and the establishing Singspiel as a valid operatic tradition come
together in 1791. In this year Mozart composed both La clemenza di Tito and
Die Zauberflote. The first is considered as the ultimate culmination in the tradition
of opera seria and the latter the first Singspiel to achieve longstanding historical
success. Naturally, the creation of Don Giovanni, Le nozze di Figaro and Cosi fan
tutte must not be forgotten in this context. With these works the opera buffa had
emerged from the bourgeois theatres to the sphere of connoisseurs at the court
theatres. "Even a theme as dubious as the old Don Juan story could now appear
on the emperor's most exclusive stage, for by virtue of Mozart's score it now
shared in a Viennese conception of opera buffa as a fully fledged category of
high art." (Parker ed.1994, 111.) The bourgeois public sphere was thus gradually
taking over — and partly had already done so — the sphere of representative
publicness, in art as well as in the reality of revolutions.

4.2.1791 - 1914

Italy

The 19th century witnessed notable changes in the operatic life of ltaly and its
institutional forms. After the victory of Napoleon at Marengo in 1800 many of the
courts that had sustained Metastasian opera seria were left in disarray.
"Napoleon's intervention led to the creation, temporarily again, of some
improvised governments up and down ltaly, creating a sort of paradigm for the
improvisation and intrigues to opera buffa plots." (Parker ed. 1994, 169.) In the
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latter part of the previous century opera buffa had gained ground as popular
entertainment. This development continued in the first half of the 19" century,
added with the creation of new genres — or amalgamation of old ones - as opera
semiseria’ etc. (Kimbell 1991, 334.) "One consequence that can be partially
attributed to the changes brought about by the French-inspired switch of
governments throughout the peninsula was a surprising increase in the number of
theatres, many of which would perform opera during some portion of the year. [--]
The increase was in part an aspect of urban growth, resulting from the movement
of people from less prosperous rural surroundings to towns [--]. More theatres
meant an increasing demand for material." (Parker ed. 1994, 171.) The same
aspect is commented on by Kimbell: "One of the problems which the immense
popularity of the new opera buffa brought was the need for what can only be
described as mass production." (Kimbell 1991, 334.) As a result the concept of
repertory opera started to develop, coinciding with the advancement of industrial
practices elsewhere. At the start of the 19th century an Italian opera house had
presented two new operas each season. As the production conventions grew
more elaborate this was becoming more and more unmanageable in the first
decades of the century creating a need to repeat productions. "The notion of
repertory opera, with singers coming along to appear at the drop of a hat in a
work everyone more or less knew, was not to develop fully until the 1840s."
(Rosselli 1984, 8.) "By the mid-1850s, when the industry had fully recovered
from the upheaval of 1848-9, repertory opera was becoming established. By
the 1870s it was the norm." (Rosselli 1984, 170.) This development went hand
in hand with the development of the market for singers. "After the 1848
revolutions, governments and law courts were increasingly reluctant to interfere
with freedom of contract among those engaged in market dealings, a reluctance
confirmed in ltaly from 1860. Opera singers [--] were thus already creatures of the
market, and the new state of things was confirmed as the nineteenth century wore
on." (Rosselli 1992, 79.) The rise of the market was also reflected in the way the
theatres were run — the developing opera industry called for a professional
impressario. "In the middle decades of the eighteenth century, sometimes until its
close, it had been normal practice in some leading theatres — those of Turin, Milan,
and Bologna in particular — for an association of nobles to act as impressari and
elect a directorate to run the opera season. [--] By the 1820s the association of
noble impressari was generally recognised as extravagant and expensive [--].

' "[A] genre well adapted to the vogue for melodramatic plots with happy endings, works
similar to the 'rescue' plots popular in Paris and elsewhere in the wake of the French
revolution." (Parker ed. 1994, 171.)
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On the same grounds, associations of boxholder-proprietors like those of La
Fenice, Venice, did their best to attract professional impressari. [--] Impressari
were not necessarily dependent on any individual member of the nobility, and
the very touch of roguery that marked some of them conferred a kind of freedom.
Yet they were deeply dependent on the upper classes as a whole, first for their
concessions and then — crucially — for the means of making up an almost certain
loss." (Rosselli 1984, 20 & 39.)

The popularity of opera-going — resulting in the need for mass production of an
industrial character - was inevitably linked to the role that Romanticism had in the
social and political life in Italy during the 19th century. "The peculiar significance of
Romantic movement in ltaly was a consequence of the fact that, during the
Revolutionary and Napoleonic periods, art had become politicized, or, to use
more Mazzinian phrase, 'socialized'. [--] The primary motive of ltalian Romantic art
was a desire to express and form the new society that was emerging in the post-
Napoleonic age. [--] The theatre became the focal symbolic building at the heart
of all ltalian cities. And the impact it achieved might entitle us to regard it as a kind
of spiritual Trojan Horse. [--] Increasingly during the 1840s theatres were chosen
as the scene for political demonstrations [--]." (Kimbell 1991, 391 - 394.) The
rulers realised the need to control and colonise this increasingly bourgeois public
sphere phenomenon, as can be seen from a memorandum’ to the Pope from
Monsignor Luigi Ciacchi in 1837. "The theatre, considered in the abstract, is and
can only be an object of indifference to the government, an object to be
tolerated, an object with no immediate connection with the heavy cares of the
state. But considered concretely, in view of the links it forges in society between
the people and the government [my italics], it naturally changes its aspect, and
necessarily takes its place among the beneficent concerns of the governing
classes." (Kimbell 1991, 395.) This attitude was also visible in the ways in which
the government and the municipalities gradually took responsibility — at least
partially — to make good the losses of the opera houses. The first form of
subsidy had been the gambling monopoly granted to the opera houses. When
the gambling monopoly was abolished in the northern ltaly in 1814, the La Scala
official committee, for example, ended up offering an official subsidy in cash to
attract an impressario to manage the theatre. (Rosselli 1984, 71.) After the
unification of Italy the subsidies from central government were abolished and the
municipalities took over. However, the amounts declined rapidly due to social
pressure, e.g. from the new socialists, and forced several leading opera houses

! As translated by David Kimbell in Kimbell 1991.
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to close down for several years in 1870s. "Verdi's answer was to call for renewed
government subsidy — something that would come about only in the twentieth
century when control of opera houses had passed to public bodies. [--] The
coming of a centralised state with liberal representative institutions and a growing
middle class" brought an end to this era in the history of Italian opera houses.
(Rosselli 1984, 79.) The framework for opera in ltaly had thus seen the decline of
the representative publicness, the rise in the importance of the bourgeois public
sphere, market and mass production. The first marks of the increasing colonisation
of the lifeworld by the state were also withessed during the 19th century.

France

The revolution period in France starting from 1791 - when the Constituent
Assembly demolished the system of privileges of the Académie royale de
musique - was to be turbulent in the socio-economic and institutional history of
French operatic life. This is well reflected in the frequency in which the Paris Opéra
(Académie royale de musique) changed its name between 1791 and 1871, a
total of 22 times. (Bereson 1998, 89.) A thorough description of the changes in
the institutional history of opera in France would thus be an impossible task within
the scope of this study. Therefore, only the main trends illustrating the lines of
development in the socio-economic framework for opera in France will be
discussed here.

The Paris Opéra - the former bastion of representative publicness - underwent
major changes during the decades of revolution. The case of opéra comique was
different; "popular opera in Paris was firmly established on business principles
and remained so, for all the shocking episodes that we like to associate with the
word 'revolution'. In fact, the revolution opened up opera as a business
proposition, creating far more opportunities than it did catastrophes." (Parker ed.
1994, 122.) There was an increased demand for opera comique in Paris. This
was encouraged "by the various Revolutionary governments, who saw the
advantage of whipping up patriotic enthusiasm by theatrical means [--], and the
existence of two flourishing opera comique theatres at the same time. [--] The old
Comeédie-Italienne in the rue Favart, renamed Théatre de I'Opera-Comique
National in 1793, met a formidable rival in the Théatre Feydey, founded in 1789
as the Théatre de Monsieur and renamed in 1791." (Sadie ed. 1989, 195.) "The
rivalry between these two theatres lasted for ten years, by which time they were
economically exhausted: thus they merged." (Parker ed. 1994, 127.) The
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Revolutionary opera comique, even though losing its importance gradually in
Paris after the amalgamation of the two rival theatres, was successful elsewhere in
Europe, most notably Germany. "The story of French opera from 1800 to 1830
is vitally concerned with its international acceptance: in fact, its transformation into
an exportable commodity." (Parker ed. 1994, 130.) Thus, the emergence of a
market that coincided with the revolutions opened up new opportunities for
French comic opera operating on business principles.

The Opéra, however, was to experience a period of extreme turmoil before the
emerging bourgeoisie and the market gained ground in its function. As the
freedom to establish theatres was granted in 1971, the Opéra was to lose. It had
acquired the majority of its funds through the annual dues payable by the lesser
theatres to the Opéra. When the dues were abolished the commercial theatres
flourished. However, "the other side of the coin was that the Paris Opéra almost
died with the king and the queen, who were executed in 1793." (Parker ed. 1994,
125.) After the rise of Napoleon the role of the Opéra was strengthened again.
"Napoleon's motivations for support of opera were far from ‘artistically' inspired.
His much vaunted phrase 'Paris vaut bien un opéra' reveals the cardinal rule
operating at least since the 17th century that a capital city requires a great opera. [-
-] Furthermore he stated unequivocally that the opera is important and should be
supported by the state because it is one of the places of contact between the
head of the nation and the nation itself [--]." (Bereson 1998, 86.) The state
support for the Opéra was thus reinstated and remained, in principle, very similar
over the first three decades of the 19th century, whatever the prevailing regime.

After the 1830 'bourgeois' revolution, the administration of the Opéra changed
considerably. "The Opéra now becomes a business, catering to newly
ascendant bourgeois audience. Since a self-proclaimed 'bourgeois-king' had
recently assumed the throne of France, cultural institutions now naturally turned to
the needs of this social class. And so it was as part of his program to buttress his
new base of political support that Louis-Philippe encouraged the entry of
bourgeois values into the Académie Royale de Musique." (Fulcher 1987, 2.)
However, the business character of the Opéra after 1830 was only one way of
looking at it. Even though Louis Veron made a fortune for himself as the director of
the Opéra, the enterprise still received state subsidies. These were even more
relied on when the first enthusiasm of the new bourgeois public towards grand
opera started to decrease in the middle of the 19th century. "[W]ith the French
Revolution conceptions of power change; the locus of the power is now the
'‘people’, and hence it resides in 'public opinion'. [--] The Opéra was palpably a
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dangerous realm, one of contestation over the voice of the 'people', and
concomitantly politicians saw it as potentially a realm of challenge to political
authority. Not surprisingly they took special care to 'control' the Opéra's public as
part of an increased surveillance of the theaters [--]." (Fulcher 1987, 5-7.) Thus the
French State assumed the control of the Opéra in 1871, renaming it Théatre
National d'Opera. The inauguration of the new Palais Garnier in 1875 marked the
end of the era of bourgeois grand opera, and the increase in the colonisation of
this public sphere phenomenon by the newly emerged democratic state - as
opposed to the previous colonisation by the emerging market during grand
opera's peak period. (Gourret 1977, 86.) The end of the century also witnessed
the beginnings of the breakdown in the established artistic and institutional division
between all sung opera at the Opéra and the comic repertory at the Opéra
Comique. This is evident, for example, in the way Gounod's Faust developed.
"Faust, which was commonly regarded as typical 'grand opera’, in fact started life
at the Théatre Lyrique as an opéra comique with spoken dialogues. Gounod
added the recitatives and the big ballet for the Opéra in 1875." (Sadie ed. 1989,
210.) This development towards the breakdown in the historic division - all sung
opera at the Opéra and opéra comique at the Opéra Comique - in the status of
the Paris opera houses was to be concluded in 1939, when the two main houses
were merged under state control. (Gourret 1977, 94.)

Germany and Austria

The beginning of the 19th century in Germany was characterised by the lingering
death of the ideals and structures of the previous century, coinciding with the birth
of new ideals that (when carried out by Richard Wagner in the latter part of the
century) were to influence the operatic world considerably. The slowness in the
demise of the 18th century ideals and practices was partly due to practical
reasons. "The decentralisation of German life meant lack of organization: the
theatre in Germany was long dependent on a structure consisting broadly of
Hoftheater [Court theatres], in which aristocratic and normally Italian traditions
predominated, Stadttheater [State theatres] or private enterprise theatre
(especially in the Hanseatic cities), and small wandering troupes [--]." In the latter
three "mixed repertories prevailed, with the leading operatic roles often taken by
actors willing to sing rather than trained singers, supplemented by a slender
chorus probably drawn from a neighbouring church. Upon these shaky
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foundations several composers set about building a more individual and dramatic
art." (Sadie ed. 1989, 185.) Thus, the institutional structure of the previous
century, and the lack of organisation long hindered the development of the
German Singspiel — which had reached its peak with Mozart - into fully-fledged
German romantic opera. In the early decades of the century, models were sought
outside Germany. "The French Revolution profoundly impressed the artists of
the politically stagnant groups of states that then formed Germany, and in their
search for national unity and for a sense of growth and direction it was to France
that they turned for the inspiration of a dynamic alternative society. [--] There was
[--] a strong wish to develop a more popular, realistic form of opera in reaction to
the Italian tradition of opera seria which had long been identified with the courts
and the ancien régime." (Sadie ed. 1989, 181.) However, despite the first 'real
romantic German operas in the early part of the century by Weber, Spohr and
Marschner, the changes in the art form and the institutional conventions
surrounding it were to came after the 1848 revolution and the rise of Wagner.

"[Bly the end of the 1840s Wagner was formulating [--] radical solutions to what
he, and others, regarded as the crisis of opera. Nor is it coincidence that this
reappraisal was taking place at precisely the time that social revolution was
breaking out all over Europe. For Wagner, the issues of art and society were
inextricably intertwined: true art could flourish only in a society free from
oppression and exploitation." (Parker ed. 1994, 223-224.) Thus, when the 1848
revolutionary movement reached Dresden, Wagner joined in — not as an artist but
as a citizen. He was forced to flee to Zurich where he wrote several essays on art
and its function in society, criticising equally the bourgeois opera for being an
industry, and the representative opera as entertainment for those who are bored.
"What Wagner held up by contrast was the Greece of Aeschylus where the
whole community, not just the social €lite, attended artistic festivals and where the
honour of participation, not money, was the reward." (Spotts 1994, 31.) Thus,
there is an obvious parallel between the ideals of Wagner and the ideas of
Habermas, who defines the colonisation of the lifeworld (Wagner's 'whole
community') by the systemic levels of market, (Wagner's 'money') and the state
(Wagner's 'social élite'). The ideals of Wagner are thus already directed beyond
the bourgeois public sphere opera towards democratisation of the institution of
opera. However, this was not to take place during Wagner's lifetime despite his
attempts to hinder the consequences of the market and state involvement, by
placing the shrine of his art — Bayreuth — outside the metropolises (to avoid
displays of power by the élite) and by dimming the lights in the auditorium (to
prevent all bourgeois public sphere interaction or gestures of representative
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publicness by the aristocracy). However, even in the case of financing Bayreuth,
he needed to rely on these two sources; Ludwig Il of Bavaria in the form of royal
patronage, and the bourgeoisie in the form of the box office takings after the
attempt to fund the enterprise through a patron's association had failed. (Spotts
1994, 45 & 80.) Artistically, however, if not organisationally Wagner proved
successful in appealing to the broader German audience. "In the wake of
unification in 1871, Germany was awash with musings about national greatness,
the 'German soul', the 'German spirit', 'national redemption', 'national salvation'.
Wagner's dramas and prose writings had something to offer on all these topics. It
was also perfectly natural to compare his struggles in launching the Festival [i.e.
Bayreuth] with Bismarck's efforts in founding the Reich and to regard the success
of 1876 [the first Bayreuth season] as the cultural counterpart of the military and
political triumph of 1871." (Spotts 1994, 77.) The seeds of the nationalistic
development of the 20th century were thus already apparent in the case of
Bayreuth. In many ways, however, the organisational framework of opera
remained static elsewhere in Germany and Austria. For example, it took the 1918
November Revolution to finally end the exclusivity of the Berlin Hofoper — one
of the remaining bastions of representative publicness in Germany. (Cowden
ed. 1992, 86.) As a comparison, only in 1907 a bourgeois opera house —
Deutsches Opernhaus - was established in Berlin. (Meyer zu Heringdorf 1988,
14.)

4.3. 1914-

The 20th century development in the socio-economic framework for opera in all
three countries considered here has been relatively unified. The same trends of
development have been fairly uniform around Europe, many even globally.
These tendencies are diminishing renewal of the core operatic repertory and
increased state funding and control.

The 20th century witnessed a decline in creative operatic activity throughout
Europe. The number of 20th century operas that have gained a lasting position in
the core repertory of opera houses is very limited when compared with 19th
century operas. Often it seems that even 18th century repertory can compete in
frequency of appearance with 20th century creations. This development is
inevitably linked to 20th century development in music, e.g. the increasing
complexity of harmony. "Harmony provides narrative with an engine; harmony
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provides harmony with an explanation. But the increasing complexity of harmony
in the early twentieth-century was beginning to rob it of its onward urge, and
hence to deprive opera of its motive power." (Parker ed. 1994, 280.) Artistic
reasons aside, however, there are also socio-economic explanations to the fact
that the repertory of opera houses concentrated around the 19th century operas.
"Cities were now much larger, the professional and business classes much more
numerous and more varied. [--] [O]nly in small town could a narrow élite [--] go on
dominating the opera house. [--] Rising incomes and the spread of modern
comforts led more and more theatres by the 1880s to take benches out of stalls,
fill them with chairs with arm rests, and cut standing room down to almost nothing;
promenading was out. [--] Fewer and fewer new operas were being created,
opera goers were now content to hear the same dozen or two works again and
again [--]. But they did not, as before, hear an opera twenty times in a season;
instead they might hear it ten times in forty years [--]." (Parker ed. 1994, 479-
481.) Thus, as the wealth of society was increasing and widening the opera
audience, the liberal bourgeois public sphere function of the opera house was
diminished. The public was now larger but visited the opera house less
frequently. This made it possible for the opera houses to present same
repertory year after year. This change in the audience, often dated around the
First World War, coincides surprisingly with the date of composing of the last
operas that have gained a place in the core operatic repertory. "As in so many
other areas of artistic, scientific, technical, and philosophical endeavour, the period
up to the end of the First World War was one of crucial and rapid change in opera.
Within a decade of Verdi's death (in 1901) Strauss's Elekira and Shoenberg's
Erwartung had been written, and by 1917 Berg was at work on Wozzek and
Stravinsky on Histoire du soldat. (Parker ed. 1994, 280.) This further validates the
interpretation that the development of the operatic repertory, and thus the socio-
economic operating principles of the opera houses, is intertwined with the
development towards democratisation of the opera audience.

The second main socio-economic development that can be linked to the
broadening and democratisation of the opera audience is the increasing state
involvement - in funds and control - in the running of the main opera houses in
ltaly, France and Germany. This development, as pointed out earlier, has been a
pan-European trend, especially since the Second World War. The case of Italy
serves well as an example. "The reorganisation of opera with state subsidy and
a form of state control was not unique to ltaly; it has happened all over Europe,
essentially because in advanced economies the costs of opera rise faster than
either the possible takings or the general price index. In ltaly it was hastened by
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discontent at boxholders who blocked financial reform, and by tensions of the
First World War [--]. La Scala became a public institution (ente autonomo) in
1920; so between 1926 and 1936, did the main — soon to be the only — opera
houses in ten other cities; from the latter year, municipalities in smaller towns with
opera seasons of more than a month also had to set up a public body to run
them." (Rosselli 1992, 210.) With the emergence of public funding the control
also crept in. "[B]y the 1930s the essentials were in place — not only subsidy but,
in each of the main opera houses, and administration responsible to a ministry in
Rome and headed by a superintendent who was a government appointee."
(Rosselli 1992, 211.) Similarly, in Germany the Ministry of Culture assumed
responsibility over the main opera houses after the 1918 November Revolution.
(Cowden ed. 1992, 86.) In France the democratic state had already assumed
control and provided funds for the Opéra from 1871 onwards. State control of the
Paris opera houses was further tightened in 1939 when the Opéra and Opéra-
Comique were brought together under state control by Réunion des Théatres
Lyriques Nationaux. "Government bureaucracy with all its regulations now
intruded directly into the artistic process." (Cowden ed. 1992, 68.) The state
funding, control and the democratisation of opera houses seems during the last
few years to have lost its impetus. Several governments have imposed limits on
the growth in the amounts of funding and the ltalian enti autonomi were to be
'privatised', i.e. changed from public bodies into 'independent' foundations by 30
June 1999 to enable the involvement of private capital and commercial ventures.
(Sicca 1997, 217.) Thus, the 20th century has witnessed a decline in the role of
opera as a bourgeois public sphere phenomenon and the increasing colonisation
of the opera organisations by the states. However, the willingness of the states
to bear the financial consequences of this colonisation seems to be decreasing.
Thus, at the close of the 20th century, the socio-economic organisation of the
opera houses appears to be in turmoil again. This further reinforces the need to
examine the situation from an analytic point of view.

5. Conclusion

In this section the development of opera, and the socio-economic framework in
which it has developed organisationally and institutionally has been briefly
presented and analysed. The issues, however, need to be linked together more
concisely, as is done below.
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Ruth Bereson has recently argued (Bereson 1998) that the continuous support
for opera from different states and regimes, whether monarchies or democracies,
is due to the fact that opera is above all a state ceremony. To support her
argument she analyses the organisational development of opera in France and
England in a similar way to this chapter. This, it is argued here, is an unnecessarily
state-biased way of looking at the historic development of the socio-economic
framework of opera. Based on the theories and examples in this chapter there is
a different argument is made here, based on somewhat similar evidence.

It is argued, that opera as an art form is an answer to man's eternal need
(Drummond 1980.) for music drama during a certain historic period of Western
European society's development — especially in the bourgeois public sphere.
(Habermas 1987 & 1989.) Further, it is closely linked to that section of society
and its development. As has been demonstrated above, the early
development of opera coincides with the changes in society from the feudal
system towards the emergence of the state as a separate entity from the ruler,
and the rise of the market. Opera as a lifeworld (as opposed to the emerging
systems of state and market) phenomenon existed in both these realms, on one
hand as a medium for representative publicness (e.g. court operas) and on the
other hand as an emerging bourgeois public sphere phenomenon (e.g. the
public opera houses in Venice). With the growing importance of the market,
opera - as an important aspect of the social life of the emerging bourgeoisie -
was increasingly colonised by it. This is evident, for example, in the Halian
impressario system and the emergence of repertory opera. (Rosselli 1984.) The
peak period of opera, especially Italian opera, coincides with this development.
The chain of revolutions between 1789 (France) and 1918 (Germany) gradually
brought an end to the role of opera as representative publicness and increased
the dominating role of the bourgeoisie. This development of increasing
democratisation — as it further progressed beyond the bourgeoisie — brought to
the fore the colonisation of opera by the state in the 20th century, during which
most of the leading opera houses in Europe became state funded and
administered. However, it is argued that opera still is 