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Abstract:
This comprehensive study examines the genesis and evolution of operetta, one of the most

significant genres in European musical theater. Tracing its roots from comedic interludes
(farce) within religious performances in Europe since the 13th century, the research follows
its transformation into an independent art form in the 19th century that blends singing,
dialogue, and dance. Employing a historical-analytical methodology, the study meticulously
reviews sources that document the operetta’s trajectory from vaudeville and opéra boufte to
operetta, musical comedy, and ultimately the musical film. The findings reveal that operetta
was not merely a form of entertainment; it served as a platform for social and political
critique before evolving into an emotionally driven entertainment medium, eventually
merging into musical comedy and film. The transfer of operetta to the Arab world,
particularly Egypt, played a pivotal role in the renaissance of Arab musical theater and kept
pace with global artistic developments. The operetta’s artistic flexibility—its capacity to
integrate dialogue, singing, and dance—made it accessible and highly adaptable across eras.

Keywords: Arab Musical Theater ; Farce; Musical Comedy; Musical Film; Opéra Bouffe;
Operetta; Operetta.
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Introduction

Operetta stands as a major form of musical theater that originated in Europe, especially
France, before spreading to other European countries and the Arab world, where it gained
widespread popularity in Egypt from the early twentieth century. Its study is significant as
operetta represents a convergence between traditional theatrical arts and modern musical arts,
combining dialogue, singing, dance, humor, and social and political criticism. This blend
allowed operetta to reflect shifts in artistic and cultural tastes across eras. Tracing its evolution
provides deep insight into the development of Arab musical theater and reveals mechanisms of
cultural interaction between Europe and the Arab world, particularly as operetta entered Arabic
literature and adapted to local context.

Research Problem and Objectives

The central research problem of this study revolves around understanding how the art
form of operetta evolved—from comedic interludes within religious performances in Central
Europe into an independent musical theater genre, and eventually into musical comedy and the
musical film in the modern era. The studyaims to address key questions, including:

o How did operetta develop out of farce and become opéra bouffe?

o What were the factors that led to the transformation of opéra bouffe into operetta?

e How did musical comedy come to dominate operetta in America?

o What were the motivations behind the overshadowing of musical comedy with the rise
of the musical film?

Additionally, the research seeks to:

o Highlight the artistic characteristics of operetta,

o Examine the influence of French and Italian traditions on its developmental trajectories,

o Analyze the mechanisms by which operetta transitioned into Arab theater and adapted
to its social and political issues.

Methodology and Sources

This study is based on a historical-analytical methodology. It relies on primary academic
sources that address the emergence and evolution of operetta in Europe and the Arab world,
alongside analyses of relevant dramatic, musical, and critical texts. The researchalsoutilizes:

e Dictionaries specializing in operetta and other forms of musical theater, such as opéra
bouffe, musical comedy, and musical film,

e Major international encyclopedias,

e Recent critical studies that examine operetta within its European and Arab contexts.

1. Definition of Operetta (Opérette)

1.1 Linguistic Definition

Operetta, by definition, is a theatrical play distinguished from drama by having sung
sections accompanied by light music; it is described as a “theatrical composition based on a
cheerful theme, featuring light music accompanying the sung passages” (Akasha, 1990, p. 338).
Thus, it belongs to the realm of musical theater and is even considered a distinct subgenre of
opera— “a light opera in which spoken dialogue is blended with singing and dance” (Bruyr,
1974, pp. 6-7). However, equating operetta with opera is somewhat exaggerated since the
differences are clear; it is more accurately compared with other lighter forms of musical theater,
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such as opéra bouffe for its playful content, and opéra comique for granting greater space to
spoken dialogue over melodic recitatives (Bruyr, 1974, pp. 8-9). In operetta, dialogue largely
substitutes for sung recitatives as seen in opéra comique (Ragheb, 1981, p. 213).

The content of operettas usually revolves around "cheerful themes and relatively simple
style," making them widely accessible and similar in spirit to comedy. Operetta can be
described as “a play marked by cheerfulness and ease in both theme and style, borrowed from
comedic tradition” (Al-Tunji, 1994, p. 145). Arabic definitions closely mirror Western ones:
Nabil Ragheb defines it as “a light theatrical piece combining ordinary dialogue and
musical/lyrical passages that treat the subject in a playful musical manner” (Ragheb, 1981, p.
213), while Muhammad al-Tunji calls it “a cheerful, humorous musical play interspersed with
acting, dialogue, and dance, without requiring the dialogue to be set entirely to music” (Al-
Tunji, 1994, p. 145). Mahmoud Kamel emphasizes its link to poetry and zajal, separating it
from opera: “It is a diminutive of opera; a musical play often handling comic topics, written in
verse or colloquial poetry, featuring a variety of light solo, duet, and choral numbers, and dances
closely related to the narrative—interrupted with spoken dialogue” (Kamel, 1970, pp. 198—
200).

Across these definitions, consensus emerges: operetta is a theatrical form marked by
lightness and humor. These qualities mean the work is often satirical or comic, yet beneath the
humor lie real social issues and pointed criticism—Ilaughter itself is not an end, but a means of
reform: “the comedic appeal of operetta entertains, but the underlying truth is more complex™
(Elias &Kassab Hassan, 1997, p. 78). Critique in operetta extends beyond social ills to political
authority, as the conflict is often farcical or comedic, frequently including elements of social or
political satire (Bruyr, 1974, p. 9). Operetta also covers romantic subjects, sometimes targeting
current events as in its origins, and at other times offering elevated entertainment engaging with
emotions, as seen in the works of Offenbach and Johann Strauss I1 (Encyclopédie Bordas, 1994,
Vol. VII, p. 1586).

The perception of lightness is reinforced by the nature of its songs, which rarely engage
deep emotions— “consisting mainly of undramatic songs and vaudeville-style numbers”
(Bruyr, 1974, p. 7). The themes it addresses are mild and gentle, and controversial acts like
murder are virtually excluded; instead, subjects like the kidnapping of a girl from a convent,
intrigue, and adventure are favored, their development and resolution relying on improbable
but happy endings, far from the intensity and realism of classic drama (Ragheb, 1981, p. 214).

Musically, operetta is less exacting than opera. It is “a popular musical genre
unconstrained by opera's strict conventions, relying on simple, catchy tunes, spoken dialogue
presenting light, humorous situations, and musical passages that are easily memorized and sung
by the public” (Bruyr, 1974, p. 9). Performances do not require the precision of opera and may
include spontancous moments— “the child of opéra comique, which demands flawless
performance for enjoyment, whereas operetta can still delight even when imperfectly staged”
(Elias &Kassab Hassan, 1997, p. 83).

In sum, operetta is a prose-based stage genre interspersed with singing and dancing,
thematically ranging from satirical social critique and pointed assessment of political
authority—as in its origins—to refined musical entertainment aimed at audiences' emotions,
which became its main direction in later development (Akasha, 1990, p. 338; Bruyr, 1974, pp.
6-9; Elias &Kassab Hassan, 1997, pp. 75-84; Ragheb, 1981, p. 213; Al-Tunji, 1994, p. 145;
Kamel, 1970, pp. 198-200).
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1.2 Terminological Definition

Operetta is a theatrical work characterized by the inclusion of sung parts accompanied by
light music. It is "a theatrical work composed of a cheerful theme containing light music
accompanying the sung parts" (Dictionnaire de la langue Frangaise Encyclopédie et
nomspropres, 1994, p. 908). It is considered a genre of opera with distinct characteristics: "an
opera with a light feature, where spoken dialogue is mixed with singing and dancing"
(Encyclopédie Bordas, 1994, Vol. VII, p. 3592).

Unlike opera, operetta is closer to lighter forms such as opéra bouffe and opéra comique,
emphasizing spoken dialogue over recitative (Premat, 2002, p. 17). Its themes are generally
cheerful and accessible, often comedic, and intended for broad audiences (Bruyr, 1974, pp. 6—
7; Elias &Kassab Hassan, 1997, pp. 375-376).

Arabic definitions align with Western ones: operetta is described as a light play
combining dialogue and musical numbers in a cheerful style (Ragheb, 2000, p. 27; Al-Tunji,
1999, Vol. 1, p. 143; Kamel, 1977, p. 3). The humor and lightness often mask deeper social
critique, using laughter as a means of reform rather than an end (Encyclopédie Universalis,
2002, corpus: 16, p. 816; Attia &Halawa, 2002, p. 140).

2. The History of Operetta: From Farce to Musical Film

2.1 From Farce to Opéra Bouffe

The origin of operetta can be traced to comic theatrical forms originally performed as
farcical interludes within serious religious theater, a tradition prevalent across Europe since the
thirteenth century and known by different names depending on the country. In France—the
birthplace of operetta—these comedic interludes were called "farce" (Farce). Over time,
particularly by the fifteenth century, the farce separated from religious theater and evolved into
independent comic plays with their own structures and features (Akasha, 1990, p. 339).In the
early seventeenth century, such comic plays moved from religious settings to commercial
marketplaces, gaining widespread popularity, especially in the Saint-Germain and Saint-
Laurent markets of Paris (Bruyr, 1974, p. 10). By the beginning of the eighteenth century, these
plays reached official theaters, incorporating songs known as "vaudeville", and were
subsequently renamed “comedies with vaudeville” before simply becoming known as
“vaudeville” (Elias &Kassab Hassan, 1997, p. 77).

Vaudeville became known for its diversity, combining pantomime, singing, and social-
political satire performed by chansonniers, who would lampoon various groups and openly
critique social and political issues—until such performances became a familiar aspect of French
entertainment (Ragheb, 1981, pp. 221-222; Al-Tunji, 1994, p. 149). The increasing popularity
of such satirical performances alarmed the authorities. As a result, in 1669, under the direction
of Lully and the "Académie Royale de Musique," exclusive rights were issued to ban all
vaudeville performances in French theaters (Bruyr, 1974, p. 12; Elias &Kassab Hassan, 1997,
p. 79).

Despite the prohibitions, vaudeville did not disappear: pantomime elements were
incorporated, and to compensate for fewer performers, audiences were invited to join in singing,
facilitated by "placards" displaying lyrics to popular songs with double meanings (Kamel, 1970,
p. 202).
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Gradually, vaudeville returned to the stage, introducing solo songs in the style of serious
opera (Opera seria), yet it continued to embrace satire, mockery, and dance—thus, vaudeville
began to closely imitate the Italian "opera buffa," both structurally and thematically
(Encyclopédie Bordas, 1994, Vol. VII, p. 1587).

This similarity culminated with the arrival of a troupe of Italians in 1752, whose
successful French performance of Pergolesi’s "La Servantemaitresse" (La Servantemaitresse)
inspired French artists to search for uniquely national characteristics. They began to compose
authentic works focusing on French music and reinstated solo singing instead of the old
vaudeville forms; nevertheless, the French maintained spoken dialogue in contrast to the
predominantly sung recitative in the Italian style (Al-Shawan, 1977, p. 24; Larousse, 1997, Vol.
11, p. 7592; Elias &Kassab Hassan, 1997, p. 80).

2-2. The History of Operetta (From Opéra Bouffe to Operetta)

With the complete disappearance of vaudeville (vaudeville), these new works were first
known as opéra bouffe before taking on a new name: opéra comique. The ban that used to
restrict vaudeville was lifted, especially after it became clear that French market theater had
been entirely absorbed by Italian comedy, from which French opéra comique was ultimately
born (Bruyr, 1974, p. 14).

Thus, there was no longer any tradition of satire or humorous critique on the French stage
until the arrival of Hervé (Louis-Auguste-Florimond Ronger) in the mid-nineteenth century.
Hervé reconnected with the traditions and elements of old vaudeville by improvising
performances for lunatic asylums, creating characters who—despite their madness and comic
appearance—were deeply affecting and reflected a candid, popular perspective. Hervé himself
described his creative range:

“I am the creator of comic characters: the dreamer, the magician, the wild-haired, the
diabolical, the funny, the cackling, the clumsy, the exile.” (Bruyr, 1974, p. 16)

By inventing these characters, Hervé brought a new form to life that retained the
fundamentals of old vaudeville, soon to be known as operetta. He explicitly asserted,

“I am the one who gave birth to real operetta.” (Bruyr, 1974, p. 17)

Following Hervé, Jacques Offenbach emerged, and his compositions were known for
their candor, always carefully observing official censorship. Offenbach’s situation resembled
Hervé’s: his earliest stage works were small-scale, featuring one, three, or at most four
performers, as in “Les deux aveugles” (The Two Blind Men, 1855), and more fantastical works
such as “Oyayaye” or “La reine des iles” (Bruyr, 1974, p. 18).

After Hervé and Offenbach, the renown of operetta grew rapidly, and it soon overtook
opéra comique in popularity. Every Parisian opera house geared its programming toward
operetta, moving closer to tradition and closer to satire. The list of operettas being staged
became virtually unlimited, fueled by the ever-increasing number of musicians and singers
interested in the genre, including foreign artists. Because operetta did not require grand
production resources to attract audiences, it focused more on entertainment and, above all, was
distinguished by its edge of serious critique—which is why it was the most successful and
widespread genre for the public (Akasha, 1990, p. 340; Elias &Kassab Hassan, 1997, p. 84).
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2-3. Transformations in the Art of Operetta

Significant changes swept through the art of operetta as it evolved across Europe,
especially in Vienna and France, and later spread internationally.

Viennese Innovations:When Jacques Offenbach arrived in Vienna and presented his
operettas during the imperial celebrations in 1858, it inspired Johann Strauss II to establish a
distinctly Viennese type of operetta. This new genre was rooted in the waltz (Valse) and
reflected the Viennese musical model (Akasha, 1990, p. 345).

From around 1870, Viennese operetta began to emerge as a new style characterized by
romantic themes and dreamy music, diverging sharply from the lively, often satirical, music
associated with Offenbach (Bruyr, 1974, p. 22).

The Emotional Turn in French Operetta: This romantic current soon influenced French
operetta. After 1870, where once satire and sharp social critique prevailed, French operetta
shifted towards comedy with less biting humor and greater sentiment. The transition began to
appear in Offenbach's own work "Mam'zelleNitouche," and became prominent in the
compositions of:

e Charles Lecocq: "La fille de madame Angot" (1872) and "La fille du tambour-majour"
(1878)

e Edmond Audran: "La mascotte" (1880)

e Robert Planquette: "Les cloches de Corneville" (1877)

e Louis Varney: "Les Mousquetaires au couvent" (1880)

o André Messager: "Véronique" (1889)

Despite this new sentimental direction, satirical elements persisted, notably in the works
of Claude Terrasse, such as "Les travaux d'Hercule" (1901), maintaining a vein of critical wit
in French operetta (Elias &Kassab Hassan, 1997, pp. 88—89).

Advances in Musical Sophistication

The early twentieth century saw operetta music become noticeably more refined,
particularly in the works of André Messager:

e "Les p'tites Michu" (1897)

e "Véronique" (1898)

o After World Warl: "Monsieur Beaucaire" (1919), "Passionnément" (1926), and
"Coupes de roulis" (1928)

Messager incorporated all the hallmarks of world-class music into his scores, marking a
leap in musical elegance (Larousse, 1997, Vol. 11, p. 7595).

Jazz Age and Postwar Innovations

After World War I, France witnessed the emergence of a new, bolder style of
operetta strongly influenced by American musical revues and the broader cultural liberation of
the time. The operettas of the 1930s took on a more risqué, music-comedy tone, blurring
boundaries with the musical and becoming far more daring:

e Maurice Yvain: Achievedgreatsuccesswith "Ta bouche" (1922), "La-haut" (1923), "Pas
sur la bouche" (1925)

e Henri Christiné: Notably "Dédé" (1921) and especially "Phi-Phi," which enjoyed
enduring acclaim

Following World War II, operetta changed yet again with Francis Lopez's spectacular,
large-scale productions, such as "Le chanteur de Mexico" (1945) and "La belle de Cadix"
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(1951). These grand shows demonstrated a clear influence from the American revue, as also
seen in Vincent Scotto's "Violettesimpériales" (1948) (Bruyr, 1974, p. 35).

Operetta in England and Germany

« In England, operetta developed first as the Ballad Opera, which achieved tremendous
popularity in the early eighteenth century.

e This form then moved to Germany, where it was known as Singspiel—essentially
"sung plays"—continuing the trend of adaptation and reinvention across Europe (Akasha, 1990,
p. 347; Encyclopédie Bordas, 1994, Vol. VII, p. 1599).

2.4 Musical Comedy as a Substitute for Operetta in America

In America, sentimental operetta continued its success and maintained its presence well
into the 1920s. Examples include the romantic operettas by Sigmund Romberg—The Student
Prince (1924), The Desert Song (1926), and The New Moon (1928)—as well as operettas by
Rudolf Friml, such as Rose-Marie (1924) and The Vagabond King (1925). These works
managed to compete with the lively and entertaining musical comedies written by George
Gershwin, including Lady, Be Good! (1924), Oh, Kay! (1926), and Funny Face (1927), and
those by Rodgers & Hart like The Girl Friend (1926) (Block, 2003, pp. 89-92; Kenrick, 2010,
pp. 182-183).

However, the romantic trend in American operetta did not last for long. With the dawn of
the 1920s, new productions increasingly drew inspiration from jazz and, even more, from the
music hall, frequently blending with musical comedy (Stempel, 2010, p. 353). Gradually,
musical comedy supplanted operetta entirely, becoming the dominant genre in the 1930s
through the works of Gershwin, Rodgers & Hart, Cole Porter, Irving Berlin, and others (Block,
2003, p. 101; Ewen, 1976, p. 121).

While early musical comedies blended entertainment and sentimentality, the genre
experienced a third major evolution: the creation of musical theater capable of absorbing serious
dramatic content and making the songs an organic part of the story and dramatic structure. This
milestone was exemplified by Show Boat (1927), lyrics by Oscar Hammerstein II and music by
Jerome Kern, which integrated gravity and showmanship in a new way (Stempel, 2010, pp.
354-355; Block, 2003, p. 104).

With the emergence of these shows—melding seriousness and entertainment—the word
“comedy” gradually disappeared from the terminology, and the format became known simply
as the “musical” (Stempel, 2010, p. 356; Mordden, 2001, p. 15).

Soon, musical theater began to seek greater illusion and integration of artistic elements,
aligning more closely with modern opera ideals by eliminating artificial divides between
spoken dialogue, songs, and dances. This development, seen especially in collaborations by
Hammerstein and Rodgers, aimed for complete dramatic-musical unity, so that audiences
would not sense abrupt transitions from speech to song and vice versa (Mordden, 2001, p. 16).
The genre reached its artistic pinnacle in West Side Story (1957), a benchmark for organic
integration and dramatic-musical achievement in American musical theater (Block, 2003, p.
213).

2-5. The Musical Film as a Replacement for Musical Comedy in America

Serious and artistically ambitious works in musical theater were quickly swept away by
a wave of musical comedies that prioritized spectacle and commercial gain above all artistic
values. The main objective became to attract the largest possible audience, regardless of artistic
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integrity, which led to a mix of high and low within the musical theater scene. Many productions
turned to superficial forms of excitement, including scenes of nudity and overt sexuality, often
masked as expressions of political or social freedom. These became philosophical justifications
for such content, as clearly seen in works like "Hair" and "Oh! Calcutta!" and other similar
productions that dominated the late 1960s and throughout the 1970s (Block, 2003, pp. 223—
225; Kenrick, 2010, p. 222).

Eventually, musical comedy found a more successful outlet in the musical film. These
musical comedies achieved significant popularity when adapted for the screen, becoming lavish
movie spectacles. Musical film rapidly supplanted musical comedy as the genre’s leading
format, setting new traditions in countries such as the United States, India, and Egypt (Stempel,
2010, pp. 400-410).

This entire progression shows that the origin of operetta was a comic interlude performed
within religious stage presentations in the Middle Ages. Over time, these interludes vanished,
giving rise to several theatrical forms with varying names according to time and place, before
resurfacing in the mid-nineteenth century as operetta and then as musical comedy, which soon
evolved closer to opera and ultimately culminated in the musical film (Kenrick, 2010, p. 228).

Conclusion

Operetta represents a pivotal milestone in the history of musical theater, uniting elements
of drama, music, singing, and dance into an integrated artistic form. Its roots originated from
comic interludes within European religious performances, evolving over centuries into an
independent genre marked by its imprint of social critique and satire before later adopting a
more emotional and entertaining character (Akasha, 1990, pp. 338-339; Bruyr, 1974, pp. 14—
17).

Across its history, operetta underwent significant structural and thematic transformations.
It moved from addressing social and political issues to exploring adventure and romantic topics,
then merged gradually into musical comedy and musical film, particularly as methods of
presentation developed and public taste shifted (Block, 2003, pp. 101-105; Stempel, 2010, pp.
353-357).

Despite its integration into new artistic forms, operetta has maintained a strong influence
on both Arab and international theater, helping to convey societal issues and concerns in a witty
and cheerful spirit. It retains its distinctiveness as a popular art form—readily accessible, rich
in diversity and innovation, and closely connected to everyday audiences (Elias &Kassab
Hassan, 1997, pp. 83—84).

Studying operetta reveals the dynamism of theatrical arts and their capacity to adapt to
cultural and social changes. This confirms that operetta will remain an enduring part of
theatrical memory, regardless of how expressive forms and media may evolve in the future
(Kenrick, 2010, pp. 222, 228).

Directions for Future Research

Research into the history and artistic development of operetta opens broad horizons for
future academic studies and can enrich this field, keeping pace with global evolution. Key
proposedresearch avenues include:

o Examining Operetta's Impact on New Generations of Artists and Audiences:
This could address how younger generations receive operetta, the extent of its influence on their
artistic taste, performance, and creativity, and track changes in audience interaction compared
to previous eras (Furia, 1992, pp. 144-146).
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e Exploring the Revival and Modernization of Arab  Operetta:
This line of inquiry calls for studying methods of re-presenting Arab operetta with a
contemporary spirit, updating texts and music, and employing new visual and technological
elements to achieve a balance between authenticity and renewal that appeals to today’s
audiences (Akasha, 1990, p. 347).

e Analyzing the Role of Modern Technology in Re-presenting Operetta:
This area enables exploration of digital performances, virtual theater, and interactive
technologies for reviving operetta, examining the impact of such transformations on the form
of performance, audience engagement, and the future of musical theater in the digital age
(Block, 2003, pp. 400—410).

Addressing these research themes can greatly enrich academic studies on operetta and
open the door to fresh perspectives that align with contemporary developments in performing
arts throughout the Arab world and beyond.
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Appendix A: Supplementary Glossary of Musical-Theatrical Terms

Recitative (Le récitatif)

A key component of the operatic form, the recitative is a vocal style that mimics natural speech
in rhythm and tone. It is used to advance the plot and deliver dialogue or narrative in a heightened yet
spoken-like manner. Often sparsely accompanied by a continuo or orchestral background, it serves as a
bridge between purely musical arias and dramatic speech.
Functionally, it maintains narrative flow within opera and allows characters to express emotions or
intentions directly.

Comedy (Komedia)

Comedy, from the Greek komédia, refers to a dramatic genre that contrasts with tragedy. Aristotle
viewed it as a representation of ordinary people facing situations that, though challenging, are resolved
in humorous or uplifting ways. It often employs wit, exaggeration, or irony to critique social behaviors.

While tragedy dignifies suffering, comedy humanizes folly, leading to laughter and often,
resolution.

Farce

Farce is a sub-genre of comedy characterized by exaggerated characters, improbable situations,
rapid pacing, and physical humor (slapstick). Rooted in medieval theater, farces began as comic relief
in serious plays but evolved into standalone performances aiming for laughter without concern for
realism or moral reflection.
It thrives on absurdity, mistaken identity, and frantic action, often bordering on the ridiculous.
Vaudeville (le vaudeville)

Originating in 15th-century France, vaudeville combines music, comedy, dance, and variety
acts. The term possibly stems from “Vau-de-Vire” (a valley in Normandy known for satirical songs) or
“voix de villes” (urban voices). Vaudeville became a popular form of entertainment offering short,
unrelated acts appealing to broad audiences.
1ts influence extended to American musical theater and cinema.

Pantomime (La pantomime)

Pantomime is a dramatic form that tells stories through physical expression—gesture, movement,
and facial expression—without spoken dialogue. It emerged from classical traditions and persists in both
theatrical and educational contexts.

1t is both a stylistic technique and a genre, enabling universal comprehension across language
barriers.

— See: Elias &Kassab Hassan, 1997, p. 87
Chansonniers

Chansonniers are performers—often singer-songwriters—known for their satirical and politically
charged content. Flourishing in cabarets and revues, particularly in French-speaking contexts, they use
music and spoken word to critique authority or social norms with irony and wit.
— See: Elias & Kassab Hassan, 1997, p. 307
Waltz (Valses)

A smooth, gliding ballroom dance in triple meter (3/4 time), the waltz evolved from the Austrian
folk dance Ldndler and gained popularity in Germany and Vienna during the 18th and 19th centuries.
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The term also refers to its musical form, typically elegant and flowing, used in both classical and popular
compositions.

— See: Al-Mawsu’a Al-Arabiya, Vol. 17, pp. 202—203

Revue (le revue)

A revue is a theatrical format composed of independent and often unrelated segments: songs,
skits, monologues, and dances. It frequently incorporates satire or parody, reflecting contemporary
issues or personalities.

Unlike narrative plays, revues emphasize entertainment through variety and spectacle.
— See: The New Encyclopedia Britannica, 2005, Vol. 10, p. 562
Ballad Opera

A British genre of 18th-century musical theater that intersperses spoken dialogue with popular
tunes. It originated as a satirical response to Italian opera and is often considered a forerunner of operetta
and musical comedy.

Notably, “The Beggar’s Opera” (1728) by John Gay typifies this form.
— See: Elias & Kassab Hassan, 1997, p. 78
Jazz

An improvisational music style born in African-American communities in the U.S., jazz blends
blues, ragtime, and European harmonic structures. Marked by syncopation, swing, and expressive
freedom, it expanded globally, influencing theater, film, and dance.

Jazz’s openness to improvisation makes it both a performance and a creative language.
— See: The New Encyclopedia Britannica, 2005, Vol. 6, p. 519
Appendix B: Notable Figures in Musical and Theatrical History

Jean-Baptiste Lully (1632-1687)

Florentine-born French composer who dominated the musical life of Louis XIV's court. He
established French opera and ballet as distinct genres, integrating music with theatrical spectacle.
— See: Abdel Nour, Al-Munjid, p. 460
Giovanni Battista Pergolesi (1710-1736)

Italian composer renowned for his contribution to opera buffa (comic opera). His short life
produced influential works like La ServaPadrona, which helped shift opera from serious to comic
themes.

— See: Anna Amalie et al., Dictionnaire de la musique, Ch. 2, p. 842
Florimond Ronger (Hervé) (1825-1892)

Regarded as one of the founders of operetta. Known for his playful, satirical musical comedies,
Hervé introduced a lighter, more humorous approach to operatic traditions.

— See: ibid., Ch. 1, p. 499
Charles Lecocq (1832-1918)

Composer of the popular opéra bouffe La Fleur de Thé (1868). Lecocq blended melodic charm
with comedic flair, continuing the legacy of Offenbach in post-Second Empire France.
— See: ibid., Ch. 2, p. 627
Edmond Audran (1842-1901)

Started as a church musician before venturing into light opera. Known for works like La Mascotte
(1880), he infused operetta with lyrical richness and theatrical sophistication.
— See: ibid., Ch. 1
Robert Planquette (1848-1903)
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Composer of Les Cloches de Corneville (1877), a widely successful operetta. He favored light
melodies and accessible storytelling, which earned him broad appeal.

— See: ibid., Ch. 1
Louis Varney (1848-1908)

Author of more than forty opéras comiques and operettas. His works stood out for their lyrical
elegance and musical refinement.

— See: ibid., Ch. 2, p. 1132
André Messager (1853—-1929)

Both a composer and conductor, Messager combined French melodic elegance with Wagnerian
depth. His famous operettas include Véronique (1898).

— See: ibid., Ch. 2, p. 725
Claude Terrasse (1867-1923)

Started in church music and shifted to theatrical works with surreal and absurd tones. Collaborated
with Alfred Jarry (Ubu Roi).

— See: ibid., Ch. 2, p. 1103
Maurice Yvain (1891-1965)

A major figure in French operetta during the interwar period. His music blended sophistication
with modernity, reflecting Parisian cabaret influences.

— See: ibid., Ch. 2, p. 1206
Irving Berlin (1888-1989)

American composer of Russian-Jewish origin. Pioneer of American musical theater, known for
Annie Get Your Gun (1946) and founding the Music Box Theatre in New York.
— See: ibid., Ch. 1, p. 99



