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ABSTRACT

This dissertation presents the first theoretical model for understanding narration and point
of view in opera, examining repertoire from Richard Wagner to Benjamin Britten. Prior music
scholarshipn musical narratives and narrativity has drawn primarily on continental literary
theory and philosophy of the 1960s to the middle of the 1980s. This study, by contrast, engages
with current debates in the analytic branch of aesthetic philosophy.

One reaso why the concept of point of view has not been more extensively explored in
opera studies is the widespread belief that operas are not narratives. This study questions key
premises on which this assumption rests. In so doing, it presents a new definitzorative.
Arguably, a narrative i s an utterance intende
understood to involve the representation of a particular agent or agents exercising their agency.
This study explores the role of narrators in operagthicing the first taxonomy of explicit
fictional operatic narrators. ThrowWwén a cl ose
Wingrave it offers an explanation of musicd0s powl
opera charactersbyprovdg audi ences with access to charac:
cognitive, affective, and psychological states. My analysis also helps account for how our
subjective access to fictional characters may engender sympathy for them.

The secod half of the dissertation focuses on opera in performance. Current thinking in
music scholarship predominantly holds that fidelity is an outmoded concern. | argue that
performing avork-for-performance s a matter of i ntentinaeoml| |y mc
the workforr-per f or mancedés features and achieving a n
between the two. Finally, this study investigates how the creative decisions of the performers and

director impact the point of view from which an operapid.t
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RESUME

Cette these propose le premier modeéle théorique visant a expliquer la narnatipoiet
de vue narratif dans | 6op®ra ° travers | 6anal
Wagner ~ <celles de Benjamin Britten. Jusquo-”
musique se sont basées principalement sur la tHét#taire issue de la philosophie dite
continentale élaborée entre les années 1960 et la moitié des années 1980. Inversement, cette

thése tient compte des débats contemporains de la branche analytique de la philosophie

esthétique.
Unedesraisonspourtpsi el  es | e point de vue narratif
do®t udes approfondies est | a notion g®n®r ali s

remet en question les prémisses de base sur lesquelles repose cette croyance. Ce faisant, elle
pr ®s ente une nouvelle d®finition de | a narrat
un ®nonc® ayant pour obj et Il6ah icsompgueda cati on d
repr®sentation doéun ou pl usdieamuCette thasg expldre(les) e x e
rtl e des narrateurs dans | 6op®ra, offrant | a
explicitement identifi ®s OvwemiMegravele BrétenetL 6 anal ys
Myfanwy Piper révele les manieres désmusique oriente les spectateurs vers le point de vue
des personnages de | 6op®ra en offrant au publ
de perception, et a leurs états psychologiques. Cette analyse explique aussi comment notre acces
subjectif a des personnages fictifs peut engendrer de la sympathie envers ces derniers.

La seconde partie de cette th se sbéint®res
prédominant dans la musicologie contemporaine considére la fidélité comme unegagoocu

d®pass®e. Je soutiens que | a repr®sentation d



Xiv

model age intentionnel de | a repr®sentation en
|l a repr ®sentati on, deffidélté od dna adéqaatian dntreelesaeux. c e r t
Enfin, cette ®tude explore | 0i mpact des d®ci s

sur le point de vue a partir duquel un opéra est raconté.

Translated by Zoey Mariniello Cochran
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INTRODUCTION 1

INTRODUCTION

Relative to literature and cinema, opera would seem to be lacking in resources for
articulating point of view. Live opera performances rarely evihegresence atfictional
narrator ompresenter, an imagined source of or guide to the narrated events who might also offer
insights into, or distortions of, charact@ttsoughts, feelings, and motivatior@3pera also lacks a
reasonably similar correlate to cinem@oint of view shot, thas, a means of allowing
spectators to see the fictional world from a particular cha@otantage poinDpera spectators
are typically under the impression that tlegyoyunmediated perceptual access to the fictional
world of an operaFor the foregoig reasonsmanyopera scholarare under the impression that
operas are not narrativés.

Yet,a n o pragicalibretto, and staging frequnafford spectators access to
character8points of view by expressing aspects of wheaharacter is thinkingekling or
perceiving. And, composers lilRichardWagner andenjaminBritten oftenuse music as a
vehicle to offer their own points of view on the sfisrgharacters and even&nce Wagnes
time, ithas becomeommonplacéo regardie opera orchestis a narratoor, at the very least,
to think that some of the roles the orchestra performs in the paeaintf an opera bear
comparison t@ome ofthoseperformed bythe narrator of avork of literature

Elaborate theoretical machinerydtzeen constreted to understanaow point of viewis

conveyedn works of literature and cinentdnsurprisingly, someof the same obstacles that

! The most influential articulation of this view is Carolyn Abb&lesung Voices: Opera and Musical Narrative in
the Nineteenth CentuPrinceton: Princeton University Press, 1991), chap. 1, especially 28.

20n literature, refer to Gérard Geneftigrrative Discourse: An Essay in Methdrhns. Jane E. Lewin (Ithaca:
Cornell University Press, 1983), chap. 4; Seymour Chat@amjing to Tems: The Rhetoric of Narrative in Fiction
and Film(lthaca: Cornell University Press, 1990), chap. 9; Gregory CiNeeatives and Narrators: A Philosophy
of StorieqOxford: Oxford University Press, 2010), chapOh film, refer to Edward BranigaRoint of View in the
Cinema(Berlin and New York: Mouton, 1984Murray Smith,Engaging Characters: Fiction, Emotion, and the
Cinema(Oxford: Clarendon Press, 1998¢eorge M. WilsonNarration in Light: Studies in Cinematic Point of



INTRODUCTION 2

have hindered the study pbint of viewin opera have plaguets investigation irtheatre
studies, but there exssbne nonograph devoted to the topl@an Mcintyrés Point of View in
Plays? In opera studigsPhilip Ruppreclis examination of how the orchestral music of Britten
and Myfanwy Pipe&is Death in Venic@rients spectators to Aschenbé&chkxperience of the
world constitutes the most extensigeplicit treatment of point of viewimplicitly, however,
opera scholars routinely make use of the concept when they explawplecagpectators learn
about charactedsubjective states avdhy they may bept to sympathie, empathize, or
identify with particular opera characters

This dissertation is the first theoretically focused studyasfation and point of viewn
opera By theoretically focuseddimply mean that my analyses and interpretations will serve to
advane a theory about point of view and narration in opera, as opposed to the approach more
typical of musicology by which a theorywhich has beedeveloped by others applied to the
analysis and interptation ofa particular example

Taking atheoretical approach allows me to study the concepts of point of view and
narration in a wider range of repertoire, generating a model for understandingahespts that
could be applied tavorksnot examined in this studysubjectthese concepts toore rigorous
scrutiny than they have received in the existing studies that are directed towards the
interpretation of a singleperal alsotakea morecritical stanceo narrative theory than that

which has been adopted in existing work on music an@inae within music scholarshipuse

View (Baltimore and Londe: Johns Hopkins University Press, 1986); George M. WilSeejng Fictions in Film:

The Epistemology of Movi¢®xford: Oxford University Press, 2011), chap. 7.

3 Dan Mcintyre,Point of View in Plays: A Cognitive Stylistic Approach to Viewpoint in DranthOther Text

Typef Amsterdam: John Benjamins Publishing Company, 2006)
D r a maThéorizingn Narrativity ed. John Pier (Berlin and New York: Mouton de Gruyter, 2008)i 35®Brian

Ri chardson, mPDhriamma:ofDiVdgem iic Monol ogue, Unreliable Nar
St a gemparative Dram&2, no. 3 (1988): 19214

4 Philip RupprechtBr i t t ends Mu(NewdaK: Camlaridgg University Press, 2001), chap. 6.



INTRODUCTION 3
opera to rethink assumptions commonly held by tiagaheorists and philosophers,
contributing not only to our understanding of opera but @sur understanding of narratives.

Anotherway this studydivergesfrom existing work in music scholarship on narrative is
in theprimary body otheory with which | am engaginiylusic scholars haverawn exclusively
from continental, chiefly Frenchiterary theory and philosophy frothe period othe 1960s to
the midde of the 1980s (e.g., Gérard GengRaul Ricoeur, Roland Barthed)y work, by
contrastengages in current debates in Arglmerican or analytic philosophgcholars of
literature and cinemhave turned away from narratitfeeory in the last two decasle
Meanwhile,analytic philosophy has experienceduageof work onnarrativesandnarration
during this same perictBut despite the growinignterest inmusic and philosophy within both
musicology and music theo(gttesed by the formation dhterestgroups in the American
Musicological Society, Society for Music Theory, and Royal Musical Assocjatioa
aforementionegbhilosophicalcontributions to narrative theory have failed to attract any notice
from music scholars on either side of the discgyndivide.

As | see it, there are two primary reasonstifies orientationFirst,the aforementioned
analytiecphilosophicalstudiesof narrativeignoremusic entirely and instead focus laerature,
cinema,and more recentlyyideo ganes. Second, musgcholars, especialihose working in
theanglophonesphere havemuch closeties to continental philosophyemaining largely

ignorant of the work being done by philosophers on their very own canfpOsesof the larger

5 See, for exampleGurrie, Narratives and NarratorsGregory CurrieJmage and Mind: Film, Philosophy, and

Cognitive SciencéCambridge: Cambridge University Press, 1995), chaps.Be§s GautA Philosophy of

Cinematic Art(Cambridge: Cambridge University Press, 2010), cBapndrewKa ni a, fAAgai nst t he Ut
Fi ct i on alJourhalofrAesthetics &nd ért Criticisé3, no. 1 (2005):45 4 ; Jerrol d Levinson,
and Narr at i QoatemplateqActyEssays in Aestheti@xford: Clarendon Press, 200843 83; Derek
MatraversFiction and Narrative(Oxford: Oxford University Press, 2014); Wilsd®eeing Fictions in Film

5There are numerous, complex reasons behind musicologis
not attempt tgrovide an explanationhe®@.avi d Z. Salt z, AwWhy PerfolJummance Theo
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aims of this study is to bringumsic scholarship and analytic philosophy into a closer rapport, one
thatwill be mutually beneficial for both scholarly disciplingése methods of analytic
philosophers can be a powerful tool in interrogating the soundnegpafentruisms inmusic
scholarship while music scholars can offer philosophers much needed grounding in current and
historical practices of musical composition and performance.

To be clear about the nature of the present scholarly proggztiot merelydraw on
work in analyticphilosophical aesthetidzut actually participaten current debates in that field.

As suchmy mode of discoursieas been influenced by its associated practices and conventions.
Accordingly, nusicological readers may findy language more starkd my criticisms of other

schol arsdéd work more direct and unsp@ueofthg t han
most attractive features of analypbilosophical discourse is its inherently dialogic nature.

Another is its emphasis on conceptuatification and logical rigour. My aim to bring greater

conceptual clarity to the knotty issues surrounding operatic storytelling and the ontology of

operatic works is welserved by the precision and rigour of philosophical methods.

As an amalgamation @hethodologies drawn from musicology and analytic philosophy,
this study involves two kinds of analysis, employed in tandem. The first is the analysis of
theoretical concepts, such as point of view and narration, emplihgmgethods of analytic
philosopters Deserving of comment is my reliance on theories of point of view in literature and
cinema studieprimarily. Since opera is a form of theatre, it would appear as if a study like
McintyreGs wouldprovideat least the groundworfkr a theory of point of view in opera. The
problem is that neither Mcintymor other scholars who have explored the concept of point of

view in theatrediscusghe role of music. Mcinty@ study is directed towardiaguistic means

of Dramatic Theory and Criticisrh6, no. 1 (2001)151, makes a similar observation about the disconnect between
theatre and philosophy and offers some reasons.
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of conveying point of \@w. His focus orthe role ofstage directions is indicative the fact that
he is attempting to provide an account of the act of reading a play as opposed to experiencing a
performance of a play. Without denying that one can learn a great deal aboudta@perading
scores and libretti, such activities do not constitute normativdesiad engagement with opera.

| applythe conceptsf narration and point of vieto thesecond type ahnalysis
previously mentioned: the analysisd interpretation of operas, bothvasrks-for-performance
(typically detailed in a score and libretto) and performances thereof. My knowledge of the
majority ofoperaperformances | discuss has been gleaned through attdivéipgrformancs,
but toadd a historical dimension to my discussioropera performance and stagih@lso rely
on video recordings.

CarolynAbbate and James Treadwedlverightly pointed to some of the limitations of
using recordings in the study of live opera performapaeicularly thosearising from the
profoundy different phenomenologies of experiencing a live performaacgusa recorded
performancé.Additionally, depending oithe particular decisions of the sound engineers
responsible for recording and mixing the audio and the cameupseind editinghoices of the
video directorsome features of the performance may natrbdisplay in the recordin@espite
the foregoindimitations, | have decided to take advantage of recordings to broaden the scope of
productions | would be able examineand to aid in my ability to place the live performances |
discuss in a performing tradition.

It is worth notingthat onés perspectie on a live performanamayalsobelimited in

various waysDepending onvhere onavasseated and whene chose to direct ogeattention,

Carolyn AbdRBAt &st ifidMueGriicd mquayt30, no? H(2004): 5086; JameJ readwell,
iReadi ng and Cambaidge Opgra dwredD, no. D(1998): 2020. Treadwell critiques David

Levinds reliance oind vJ.deloewvwierc,orfdStnaggi n g CahbiRigesOparan g/ Re a d i

Journal9, no. 1 (1997): 4i771.
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one could fail to perceive many salient features of the performance. Thus, in discussing
performances | have seen lias well aghosel haveexperiencedolelyon video, | have
consulted statements made by the direc@onductor, and performengviewsof the
performanceand discussions of it in the scholadyd populapresgs

In terms ofthe works-for-performancé discussthehistorical scop®f my studyis
roughly Wagner to Britten witbperas byhese two composec®nstitutingthe majority ofmy
examplesAlthoughopera authors have used music bmits to provide spectators access to
character8emotions and psychological states om t he ar t theopreotéupatidme gi nni
with the emotional and psychological life of the individual and the belief that music is the art
form best able to express interiority were products of German Romantic aesthetics, particularly
the philosopk of Arthur Schopenhauet begn with Wagner, in particular, because he was a
pivotal figure in the histgrof opera, not only as a musical art form, asedl known but as a
narrative art form, as | aim to shofdirectly influenced by Schopenhadgideas about musie
exalted placamong the arisNagneés operasrom Tristanonward mark a shift in the primary
means by which spectators gain access to chasastdgjectivities with the orchestral music
assuming primacy over the vocal mugiithough Wagner was not the first to employ recurring
musicalmotiveswith semantic tagghe intricate relationships and complex morphologies
Wagner created with hilsitmotifs constitute somef the reasons why his orchesable to
play such an impdant role in expressing points of view in his later music drafsiss also
well known,Wagnets operas are notorious for foregrounding acts of storyteing.Wagnets
music dramas argome of the firsbperas in whicta large part of the orchesfsgob is occupied

with expressinghe composé&s own attitudes aboutis charactersndtheir actions
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AlthoughWagner and Brittearecomposersiot commonlymentionedn the same
breath, they share a surprisigountin common. Britten wasimilarly preoccupied with
narrationin opera While Wagnets interestesidedn what! will laterterm chaacterto-
character storytelling, Brittéa lay inimposingvarious types of framing devices his operas
and seeing what happenéthrt of this fixation mabe due to the fact that Britten chose
primarily novels and short storiésr his sourcesrather than plays, and somwithe sources
Britten choselike Henry Jamé&s The Turn of the Screvieatured elaborate framing devices.
The fact that Brittemlecidel to adapt two works by Jamesalso significantJames was a
pioneer ofstorytellingstrategies that systematically orient readers to the point of viaw of
particular charactetn Chapter 3| argue that Brittemsedmusic for analogous purposeshis
and Pipets adaptation of Jamé&sfiOwen Wingraved And like Wagner, Britterused his
orchestra aamouthpiece for personal attitudes he wished to express about his characters, their
situations, and also more genassiueof concern to him like thevils of war and the corruption
of innocentsA salient difference is that Brittesid not write his own liketti and furthermore,
did not always allow his librettisbententions to guide his compositional activitiégcordingly,
a plurality of authoribvoicesmay at times be discerned
Since each chapter contains a review of the pertinent scholarly contributions on the topic
in music scholarship as well as liteyagheory and philosophy, | wifbregofurtherliterature

reviewin this Introduction.

Chapter Breakdown

Point of view is an aspect of narration. The prevailing belief among musicologists that

operas are not narratives is one of the primary reasons why point of view has not been more
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extensively studied in this mediumm Chapter 1| critique some ofthe premises underlyingis
belief and present a new definition of narrative. Smostscholarshipn music and narrative
focuses on instrumental music, | take time to discuss how my defiadijodicates the
narrativestatus osuchworks. RichardStrausé Don Quixoteand Stravinsk§s Octet constitute
my primary test cases. Next, | define what is involved in presenting a story operatically through
comparisons of operatic storytelling with storytelling in related media like djasg other
genres of vocal music that can be used to tell stories, including songs, cantatas, oratorios, and
serenatas; and works of theatre that include singing.

The remainder of the dissertation is divided into two parts, corresponding to the two
different types of workgvolved in appreciatingpera works-for-performanceind work
performance&.Through the example of Jan@e¥Vhat Maisie Knewl demonstrate hoan
inquiry into the point of view from which a story is told must begin withaihgquiry into the
narratots point of view, after which, one may delve into the ways in which the narraign
expresghe poins of view of others Accordingly, Chapter 2 investigates the role of narrators in
opera. | begin by arguing against the view, widespreapera studies aradso some corners of
literary theory and philosophyhat all narratives require explicit fictional narrators. Whether an
opera has a fictional narrator must be decided on algasase basisThus,| move on to
examine variousases from the operatic repertoire, grouping them into the first taxonomy of
explicit fictional operatic narrators. Finally, | explore the idea that the orchestrdnd of
narrating agencyContrary to suggestions made by Abbate and Rapprearguehat the
orchestrés ability to function in such a capacity is not dependent on the deployment of

leitmotifs, even thougleitmotifs can be @owerfultool for generating fictional truths in an

8 The terms workor-performance and worgerformance are borrowed from David Daviekjlosophy of the

Performing ArtMalden: WileyBlackwell, 2011), 177My r easons for avoiding referrin
wor ko will be become cl ear i n -@Gafemancesareihemsbhvesworks. def end

1
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opera Through examples from WagrieRingcycleandDie Meisersinger | argue that some
acts of narrative commentary are best understood as expressions of authorial points of view,
rather than those of an implied author or radically effaced fictional narrating agency.

Another reason for the lack of investigatiofipoint of view in opera isnusicologissd
uncriticalacceptane of Gérard Genettis theory offocalization | begin Chapter 3 by pointing
outsomeproblemsin Genettés theory, even when it is applied to his primary medium of study,
literature. My accoundf how point of view is articulated ianopera is based on Gregory
Currieds concepiof characterfocused narratioras well as Murray Smitis discussion of
alignmentin cinema® Chapter 3 focuses on musical meansasfveying point of view
examined througa close analysis @ritten and Pipgs Owen Wingravel demonstrate how
Brittends music singles out Owen and orients audiences to his subjective experiences while
simultaneously distancinpemfrom Owergs family by making theiexpressions of thepoints
of view sound ridiculous. Finallglrawing on Curriés concept oharrativeframeworksand
SmithG concept oéllegiance | explore some consequenceglod structures of alignment in
Owen Wingravespecifically, their relation to audience resporg@ssympathy and empathy.

For Chapters 4 and 5, | shift my primary object of study fwarks-for-performanceo
the act of workperformance itself. Chaptergiestions several assumptions commonly held by
music scholars about whabrks-for-performanceand workperformances are. Although leading
voices in the field of contemporary opera staging like David Levin and Clemens Risi regard both

as texts, | point out how their view fails to mesh with actual artistic practieth, | argue,

9 Currie,Narratives and Narratorschap. 7; SmithiEngaging Characterschap. 5.

10 Currie, Narratives and Narrators86, Smith,Engaging Characterschap. 6.

11 David J. LevinUnsettling Opera: Staging Mozart, Verdi, Wagner, and Zemli{Gkjcago and London:

University of Chicago Press, 2007); GNeaenflsandfeters i , AShe
Konwitschny St age OCambridhgé Opera Journd¥, ea. B (20013 201@& Clemens Risi,

AfiThe Gestures of the Dutchman: WagOpaaQuarter®B aaqd34ng | nstr u
(2012): 15971.
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ought to be regded as works. Following a suggestioom philosophePaisley Livingston, |
contend that works have a dual nature, encompassing not ra@relguct but also the process
by which the artisor artistsgeneratedhat product?

Scholars like Risas well aRichard Taruskin and Roger Parker have suggested that
fidelity is inessentiato the enterprise of worgerformance? | argue thaa moderate degreaf
fidelity to thework-for-performances one of the necessargquiremerg for a performance to be
a wok-performanceMy accountof the enterprise of worRerformances similar in structure to
those presented by philosoph8tephen Davies, David Davies, and Jerrold Levinsomsbut
better able taccommodafree and transgressive approaches to vpafomance, such as
thosepracticedoy Glenn Gould and Peter Sellafso illustratehow my accountelates with
existing accountd begin by disussing instrumental musiaddressingecularitiesof opera
performance later on.

Chapter 5 explores the wayswvinich the artistic choices of the director and performers
can enhance or undermine the expressions of point of view and narrative framing alesambs
presenin an operatiavork-for-performancel focus on the role of visual elements in particular,
sud as miseenscene, lighting, costumes, blocking, and acting. My discussion is grouped into
three scenarios. First, | examine various productiofigistan (particularly,the PeterSellar$

Bill Viola production, in its incarnation @ahe Canadian Opera @pany, 2013) that use visual

2 Although Livingston is not the first to put forth this idea, my position most closely aligns with his in Paisley
Livingston, AOn Cinematic QRoyaliingtsute of @mlosophydSgpplenz@imtd Appr eci
(2012), 91. For more on the history of this ontological
o f  AhetStadford Encyclopedia of Philosopby. Edward N. Zalta, article published 6 May 2013,
plato.stanford.edu/archives/sum2013/entriesiatblogyhistory/, sec. 3.4.2.

BCl emens Risi, fASwinging Signs, Representation and Pre:
Neuenfels, JossiWe |l er , and a Ne w Amatiadsyno. R @G01): 368 ;Rictama T anuskdn,

ASetti ng THeiDamger of Music aneh Other Atdtopian Essay$Berkeley: University of California Press,

2009), 459; Roger ParkdRemaking the Song: Opei@Visions and Revisions from Handel to BgBzrkeley:

University of California Press, 2006), 5, 12.

14 Stephen Daviesdviusical Works and Performances: A Philosophical Exploraforford: Oxford University

Press, 2001), 182; D. David3hilosophy of th&erformingArts 72; Jerrol d Levi nson, i Wh at
in Music, Art, and Metaphysics: Essays in Philosophical Aesth@ixford: Oxford University Press, 2011), 85.
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elements of performances to achieve analogous effects to those achieved by@&\agsier
orienting spectators to the points of view of the lovers. Next, | return to the two cornerstone
works of Chapter Billy BuddandTheTurn of the Screwexamining production§lim AlberyGs
Billy Budd[English National Opera, 1988] and Tom Diam@iturn of the ScreyOpera
McGill, 2011]) that &ke amore cavalieattitude towards theperadstage directions in order to
draw attention teéome ofthe consequense®f the narrative framing devices of thegmerassuch
asthe possibility for unreliable narratiokinally, | discuss productions thadically
reconceptualizéhe epistemic structure of theork-for-performancgJoachim Heré Der
fliegende Hollandefmotion-picture, 1963], Harry Kupfés Der fliegende HollandejBayreuth,
1978], Neil Armfields Peter GrimegCanadian Opera Company, 2013], Aria Umez@&®wva
Pygmalion[Opera McGill, 2014]). The rangef artist meritrepresented by my chosen
productionsaffords opportunities to put into practice some of the more abstract discussions about

value in workperformance contained within Chapter 4.
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1 WHAT Is AN OPERATICNARRATIVE?

One of the reasons why opera scholars have not explored the concept of point of view
more extensively ighat it is considered to leefacet of narration and, according to current
opinion in opera studies, operas are not narratives. In thisechbpubject some prominent
conceptions of narrative to critical scrutiny, rejecting several of the premises on which they are
basedI thenpresent a new definition of narrative, which inclsdeme, but not all, operas. In

the final section, éxplorewhat it means to present a story operatically.

1.1 A Sample of Existing Definitions

As providing a comprehensive survey of existing definitions would be impractical, | will
focus on the work of the music scholars who have tackled the questiongoostsgy,
musicologist Carolyn Abbate and music theorist Byron Alhaithough music scholars have
put narrative theory to many innoixag usages, when it comes to defining what a narrative is,
they have largely left the task to literature scholars. Fred Masexpressd the prevailing
feeling that debating thi@essential properties of narrative [is] not a fruitful preoccupation for
musicologyd® Accordingly, it will be necessary to first examine the theoretsalurces on
which music scholars have reliedhjefly, the structuralist literary theory of Gérard Genette and
his foremost anglophone successor Seymour Chatimiaally, | will survey the view of

narrative put forth byphilosopheiGregory Currign Narratives and NarratorsAlthough

1 Abbate,Unsung VoicesByron Aimén,A Theory of Musical NarrativéBloomingtan: Indiana University Press,

2008). For readers interested in an overview of current conceptions of narrative in literary studies and philosophical
aesthetics, | recommend Paisley Livingstdri\ a r r a tThe\Reutledlge Campanion to Aesthetérs. Berg

Gaut and Dominic Mclver Lopes (London and New York: Routledge, 2Q0%5)84; Paisley Livingston,

ANarrati vity Jaumalof Kesthetdds and 4reCriticisé?, no. 1 (2009), A&9.

Fred E. Mau s, ACl assical | A Gompanion ¢orNarative TMeggds.clanesid Nar r at
Phelan and Peter J. Rabinowitz (Malden: Blackwell, 2005), 466

3 GenetteNarrative DiscourseSeymourChatmanStory and Discourse: Narrative Stiwice in Fiction and Film

(Ithaca: Cornell University Press, 1978hatmanComing to Terms
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Currieds studyconstitutes one of the most significant contributions to narrative theory in recent
years, it remains unknown in music scholarship. My focus throughout the discussion will be on
the broader intellectual commitments underlying each sasa@iproach to #topic. Questions
surrounding the ontology of artworks and the nature of art criticism are central to the debates
about what narratives are and, thus, should not be the exclusive domain of philosophers.

Despite Abbatés stated scepticism of structuralismhen set with the task of defining
narrative, she quotes directly from Gen&tfiscours du récif Genette observes that the term
narrative is used variously to refer to a text, a story,agatt of telling a story, but he is solely
concerned with thérst of these senses, which he defines adoaal or written discourse that
undertakes to tell of an event or series of evéh@enetté tendency to view narratives texts
rather tharworks conveys a great deal about what he believes a narratbee fotext is merely
the product the author produces, divorced from its circumstances of production and, especially,
its author. Notice how Genette speaks offitiscourseitself as performing the action of
telling, rather than its actual auth@etermining whether a text is a narrative involves merely
thestudy of thesequence of words of which it is constituted and the conventions governing their
use. The approach to interpretation just described is known as formalism or, in analytic
philosophia@l circles, aesthetic empiricisin.
The ontology of a text is clarified when contrasted with that of a work. Folloaving

pregnant suggestion from philosopaisley Livingston, proposethat works have a dual

nature, encompassing not only the produchefartist or artistdabour® atext, structure, or

4 See Abbatelnsung Voices20, 46, for her attempts to distance herself from structuralism; 26, for her quotation of
Genette.

5 GenetteNarrative Discourse25.Abbat e quotes this same passadcie. The pas
d®signe | 6®nonc® narratif, |l e discours oral ou ®crit qi
dd®v®nement s . DiscBuEsrda récditin Fyaresdlit(Ramis;Seuil, 1972), 72.

8 Gregory CurrieAn Ontology of At New Yor k: St . Martinés Press, 1988), c

latter term.
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artistic vehiclé® but alsoparts ofthe process the artists undertook in generatingptioatuct
including their actionscomprising expressive and other artistically relewativities as well as
the ntentions guiding those actions and varitaes abouhistoricalcontext’ (I realize that my
claim thatawork is partprocesspartproduct is controversial.drgue this point in more detail in
Chapter 5.In conceiving of narratives as texts alone, Genette ignores important adpmdts
the contexts in which they were created and the creative process.

Abbate begins her investigation of musioarrative capabilities by disavowing
definitions that conceivef narratives as mere sequences of events, and thus include virtually all
works of musi@ Abbate is right to regard such indiscriminate definitions with scepticism, not
because they are deficient at offerfigtellectual pleasw,0 but because thdl fit the actual
use of the term. Drawing on the work of Genette and Chatman, Abbate proposditioaiah
narrative must have a fictional narrator and one must be able to distinguish betweerighe text
story(the events of which it is comprised) anddiscourseg(the particular way in which the
events are told by the narrat8i\bbates discussion of a specific example will clarify how she

applies these concepts to mu¥ic.

Livingston, AOn Cinematic Genius, 0 91. @masthe concept
Performaxce( Mal den, MA: Bl ackwell, 2004), 60; Livingston, fAH
JeanJ acques Nattiezds view that f@Athe musical wor k is
merely the whol e ¢ omp o she dorkosalsadcsnistituted iy the prosailures thathalRa t her |
engendered it (acts of composition), and the procedur e:
may seem to be an early exampl e orfmusicsgholarstip. laveveroi nt of
Nattiezds inclusion of what he calls the fAesthesic | ev
ontological views diverge from those of Livingston and myself. Without intent to devalue the process of relception,
agree with Livingston that | istenersd interpretive act.i

Jacques NattieMusic and Discourse: Toward a Semiology of Musi&ns. Carolyn Abbate (Princeton: Princeton
University Press, 1990ix.

8 Abbate,Unsung Voicesxi, 28.

9 On the requirement of narrators, see ibid., 28; 48 for the-diecpurse distinction. In addition to Genette, Abbate
draws on Chatmai§oming to Termsl15;ChatmanStory and Discoursechap. 1.

Carolyn Abbat e, @i WBtkCentinhMusicBRono.S ¢1088)r 221 avhich beécame chap. 2
of Unsung Voices
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Paul Dukaé& symphonic poerh@pprenti sorciercontains many musical representations
of events from Goetle poemDer Zauberlehring of which it is an adaptatiott.Most notable is
the multiplication of the brooms, which Dukas represents with the instruments of the orchestra
most broordike in appearace, the contrabassoon and bass clarinet, whose obscene grumblings
lead to the resumption of the bassoon theme, later presented in canon with the clarinet and bass
clarinet (reh. 445). The fact that.Gapprenti sorciemvas modelled on and can put approj@iia
i nformed | i st ener s isinsuffiarent grdunds for it@auealfyras®d s st or y
narrative, according to Abbate. Nevertheless, she is able to argue in its favour by finding an
analogy between its Epilog@iespecifically, the appearancetbe maintheme in rhythmic
augmentationd.g., clarinesoloat A EN r et e n an t)d andthepgaotation mdrks er r e
encasing the sorce@®rwords at the end of Goetheoem. Both, she argues, imply the presence
of fia third person narratdowho recouts the events to us, thus creating the necessary distance
between the events themselves and the na@sateling ofthoseeventst? Based on the
examples Abbate selects and the featto@ghich she draws our attention, narration in music is
marked by ruptures in the musical texture that havementmusicatformal explanatiort®

Although the representation of events is more easily achieved and commonplace in opera,
Abbate argues thafperas face the same problems instrumental music does, namely, of lacking

narrators and the requisite staiigcourse distinction. Operas are not narratives, but they may

11 Although it may be unconventional to refer to works liké a p p r e nas adapatons; by the definition of

adaptation | ethorsé a work intentionally modelled on a pexistent work in another medidnL 6 appr enti sor c
qualifies. The foregoing view of adaptation has been influenced by those of Trevor Poneohrgston,fi O n
Cinematic Genius, 0 93.

2Abbate, AWhmtSaihd, So0283@reSee also Carl o Caballero, nSi
Sor c er elothCeaturg Mudidi8, no. 2 (2004), 164.

13 Abbate,Unsung Voicesl2, 29.
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contain moments of narration, identifiable finoncongruencé.either within the musiitself, as
previously explained, or between the music and the libtetto.

Abbatés stipulation thafinarrative always involves a storyteler not merely a stoy
cannot be gainsaitt.But it is not entirely clear who the storytelleriisA b b at e dasshev i e w
deniesthe mostobviouscandidatefithe composeo,as exploredn the classic study by Edward
T. Cone!® Thefivoices of which she speaki@are potentially multiple musical voices that inhabit
a world not the creative efforts of the historical auttmreven the utterance of a virtual
authoro!’ The answer to the question of who is speaking can only be the textiitseéfims
Thus,Abbateshares more in common with Genettentlianay at first appear.

Abbates commitments to a particular stance aeifipretation are difficult to determine,
as she spends more time denying affiliations than revealing them. For instance, she discounts
strategies that attempt to bolster interpretive arguments thratrgls@nstruction of the cultural
or historical contexthat determined the wodk productior) but also rejects formalist
approaches when she states fila¢re is nothing immanent in a musical work (beyond the
material reality of its written and sonic traces), and our perceptions of forms, configurations,
meanings, gestures, and symbols are always mediated by verbal formulas, as on a broader scale
by ideology and culturé'® Yet, when Abbate is wrestling with the question of whether
L 6appr enisanarsatve, she leoks solely at the immanent formadeptes of the
workés soundDatkrnsdtsuin et emod t oareceivechiswotkw hi s aud

It is true that Abbate has, more recently, critiqued both formalism and hermeneutics for

their privileging of the musicaliork-for-performancever what she repeatedly refers to as the

1bid., xii.

15 bid., 28.

¥ Edward T.ConeT h e Co mp o Rerkdey:Uniwersitycoé California Press, 1974).
17 Abbate,Unsung Voicesx.

8 1bid., xivi xv.
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fireal musia) the performance itself, the true object of music scholarship in her estintation.
Neverthelessas she is at pains to emphasize, the study of apefkrmance is a different
enterprise than the stydf a work-for-performanceWhen Abbate is in her hermeneutic or
fignosti® mode, speaking aboutorks-for-performanceshe regards her object of study as less a
work than a texor product

The work of Byron Almén is an apt foil to Abbé&teHe approacheke topic from the
discipline of music theory and instrumental music is his sole subject of study. While &bbate
work was a pioneering effort in the narratology of music, Algeéumrives long after the
movemends heydayPrevious work in this areaonsisted of analyses of individual compositions
in the mould of Abbai® article on_Gapprentisorcier The i mportance of Al mg¢
the originality of his approach thduns consolidation ofhe contributions of previous scholars
into a grandheory of what a musical narrative is and how to perform a narrative analysis of any
such example.

In the wake of Abbatfis rejection of the possibility that musical works could constitute
narratives and her denigration of narratinterpretive approachesjusic scholars treaded more
cautiously with regard to the narratidefinitional question, typically avoiding it altogether.
Almén, however, is not content merely to say that musical workganearratives and that it
may be profitable to regard themsagh. He argues that musical wosgke narratives and
presents a new definition of narrative to support his claim. According to Almén, the problem
with previous scholarship in this area is the hegemony of literary theory. As a consequence of

our taking ou cue from scholars like Genette and Chatnfirg have largely failed to recognize

YAbbat e, 0DfrMwbsiicc or IBLhosAbl&®toe BBMOrows the terms Adrast.|
JankélévitchMusic and the Ineffabjd@rans. Carolyn Abbaté>¢inceton: Princeton University Press, 2003). Also
refer to Carolyn Abbatdn Search of OperéPrinceton: Princeton University Press, 2001), ix.
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the distinction between narratipeoperand narrative as manifested in literatatéHe claims
that

most of what is traditionally considered the subject matter of nardative

character, setting, point of view, and s@amore particularly belongs to the

literary manifestation of narratiyalthough musical analogues do exisuch

concepts are stripped away to reveal the core properties of narrative, what remains

are a fewrireducible factord temporality, hierarchy, conflict, and the obseéser
perspective!

Almén proposes what he call§irmediumindependeritdefinition of narrative, which is
based on a definition put forth by James Jakéb Liszka. A narrative consists i@raltyie
established within a system of signs that is subject to change over time, which a listener
interprets as being isomorphic to a change in a cultural hier&tchy.

Almén is explicit that his definition of narrative

doesnot depend upon the presence of a narrative agent or upon a narrator that

comments upon or manipulates its activity. However useful narrative agency or an

implied narrator may be in further specifying the semantic content of a work, they

are not fundameat to the definition of musical narrative, but are famsential
importations from literary narrativé.

So, i n Al ra®itvésgo notirexuire tellers; they only require listeners that interpret
the segence of sounds as a narrative.
Briefly, Aménd s met hod for interpreting a work of
proceeds as follows. First, omentifiesthe salientfeatures of the musigpitches, keys, themes,
motives, instrumentsetc) that are brought into conflict during the course ofwiloek and
assessethe hierarchy in which they are found at the beginnlimggenthe analystracks changes

in that hierarchyhroughout the compositiofinally,onec | as si f i e saccordieghtes f i ndi

20 Almén, A Theory of Musical Narrativyel2.

211bid., 40.

22 |bid.; James Jakdb Liszk@he Semiotic of Myth: ritical Study of the Symb@Bloomington: Indiana

University Press, 1989)117.

2Byron Al m®n, ANarrative Archetypes: A Qourndlofyluse, Theor
Theory47, no. 1 (2003), 12.
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Nort hrop Fr yeods:ramancertragedy, camedy,amd irangesulingfiom the
permutations of the binaries of order/transgression and victory/d&f@dthis stagetheanalyst
can interpret the musical confliatsthe compositiorms representing conflicts taking place
within a singe agent, between agemtsgroups of agents, or between an individual and a group.
Seemingly in contradiction with his definitiodlména |l so al |l ows f or -t he pos:
actorial narrativeg , in which the musical conflict does not correlate with an analogous
c o n f Betweeh agents

Once again, an examp]l aefintior To highkeght powdis uci dat e
theory builds on existing analyticakrmeneutic practices in music theorylanusicology,
Almén incorporates discussions of wilown analyses from a range of analytibefrmeneutic
approaches. One such example is Susan McCl ary
Bachods Br ande n b?NMcGlanCchonsesto focam theaelatioBship between the
harpsichord and the rest of the players (both the other soloists, flute and violin, Bpttto}.
The initial hierarchyBach establisheis conventional o€oncert@ from the High BaroqueThe
harpsichordseemingly pardf the continuo, appears ¢@cupy arole subservient to the rest of
the playerg’! As the piece progresses, however, the power dynamics change. The harpsichord

begins to assert itself beyond its station, eventually usufpngthe ostensible soloistise right

24 Following Liszka, Alménreferstohe first two stages of analysis as the
A Theory of Musical Narratives5 56; Liszka,The SemioticofMyth 1 20. The f i nal stage is t
Almén, A Theory of Musical Narratives4i 66; Northrop FryeAnatomy of Criticism: Four EssayBrinceton:

Princeton University Press, 1957).

25 Almén, A Theory of Musical Narrativel626 3; quot ation from 148t oAsabdn apampl
Al m®n cites his owael asaliysisc mfn€hopopmd6s2®r nd27. 20: Al r
®Susan McClary, AThe Bl asphemy o fMusicardSacietyg The Bdliticstof ¢ s dur i
Composition, Performance, and Receptieds. Susan McClary and Richareppert (Cambridge: Cambridge

University Press, 1987): 182.

’Admittedly, if one is |l ooking at the score, the harpsi
beginning, as the harpsi chor doé spegieemnftsonieae listeningtgthen ot at e d .
work without a score, the harpsichord does appear to function as a continuo instrument at the beginning.

Furthermore, the assumption that the harpsichord is performing the subservient role of continuo player Is a natura

one as this was the predominant role of the harpsichord in music of the High Baroque.
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to perform the cadenza. Only after an inordinately long display of its virtuosity, unleashing
fielements of chaos, irrationality, and noise until finally it blurs almost entirely the sense of key,
metre, and form upon which eighteem#intury styladepends only then does it deign talow
the other instrumentaliste re-enter with the final ritornellé®

McClary interprets théoregoing musicatonflict as representintpe conflict betweerthe
aspirations of bourgeois individualsf B a ¢ h @reserited hydhe harpsichoat)dthe
societyin which they livel (represented by th@ieno), which wasdependent for its stability on
the policing of individualisnt® A conventional concerto of this period would represent
individualism and social stability as-tealizable through one of the narrative archetypes Almén
spells outi(1) the appropriate submission of individual aspiration for the good of society or (2)
the reconciliation of the apparently contradictory aims of the individual and sodj@gachs
concertarepresents individualisithatexceedsocial acceptability. Whilethear psi chor d 6 s
yielding to theripieno at the end may appear to represent the iddalisubmitting to the greater
good of society, as in AlIménfirst scenario, McClary observes tfite subversive elements of
the piece seem far too powerful to be contained in so conventional a manner.

Alménds definition of narrativés highly inclusve. His placement of demands on the
interpretive activities of listeners would seem to combat the concern of excessive
permissiveness, biitis unclear precisely what requirement Almén is advancing with this portion
of his definition. Almén could be advocating a constructikesativist position to the effect that

listeners, by adopting or failing to adopt the interpretive strategy helmEsdampart to the work

2Mc Cl ary, AThe Blasphemy of Talking Politics during a
22 bid., 23.

30 AImén, A Theory of Musical Narrative2s.

SMc Cl ary, AThe Bl aispihesnydofi Aal &i BgcPoYear, o 40.



1 WHAT IS AN OPERATICNARRATIVE? 21
the property of being a narrative or not being a narrative (hencéfamiai N).32 Thus, he may
believe that there is no intersubjectively valid truth with regard to a work possessing the property
N oriN. Indeed, it may possessth simultaneously, depending on the listener in question, or
neither, if the work has never been interpreted by a listener. According to thishaemgst one
can say is that the work has the propétiyr i N for a particular listener at a particulamg.
Alternatively, AlImén could be advancing the argument that a narrative is a work towards which
it is appropriate to adopt a narrativeerpretive strategy, irrespective of whether anyone actually
does so. Thus, he may believe that there is a singlect@nswer to the question of whether a
work possesses the propeiyr i N, one that is unchanging through time.

Of all the approaches surveyed in this section, Gisrieemost congruent with the one |

will pursue.He begins by stipulating that narragis areartefacts made for the purpose of
communicating a storyC u r rinitial 8tipulation excludes neartefacts like lives, dreams, and
naturally occurringphenomena as well as artefacts resulting from other sorts of intetitiBnos
far, | am in agreeent with Currie, but this is as far as he is willing to go in placing necessary
and jointly sufficient conditions on narratives. Beyond this point, he suggests that@a work
narrative status is a relative property that changes based on context. Thesptefers to speak
of the scalaor gradationatoncept of narrativity, providing illustrations of the following type. If
one were to compare a parablor example, one about the dangers of expectingsdiie to
resemblahoseof characters in romance now@lsvith a story about a particular agent, say

Emma Bovary, eponymous protagonist of Flaulsembvel, one may be inclined to regard only

2Constructivism comes in a variety of forms, but all ar
instruments for discovering properties already to be found in works, but contribute to the creation of such

properti es. dntehrtatomand Conseuctiore Art, Speech, and the (sdalden: Blackwell, 2003),

96. Relativism is the belief that there are no universal standards for interpreting art. The correctness of an

i nterpretat i oansofnathing galssucll as p eoncdpsual scheme, conventions or norms shared within

a community, or the reactions of a group or an individi

the two work well together.
33 Currie,Narratives and Mrrators, chap. 1, especially 5.
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Madame Bovargand not the parable as a narrative, becatifee parablés relative laclof
particularityin comparison with= | a u b e r.BuW sompae the darable with an artefact
possessing even less narrativity, such as a mathematic proof, and one would be more inclined to
classify the parable as a narrat¥&ince the narrative stato$an artefact is mutable in this
way, it is futile to attempt to posit a set of necessary and jointly sufficient conditions for an
artefact to be considered narrative, according to Currie. All one can do is identify properties, like

particularity, that cotribute to an artefact possessing more narrativity than another artefact.

1.2 Works& Authorial Intentions

| suggest that we are justified in saying thidame Bovarys a narrative and Ferndat
Last Theorem is not, irrespective of the context in whigls¢ artefacts are examined or how
they are interpreted by anyone. That is because works are imbued with either the property
i N upstream of reception, through the actions the author(s) performed in creatingptieit
Thus, unlike the definitions previously examined, mine will depend on the actions and intentions
of the worlés actualauthor(s) in addition to the context in which it was created and the @sork
perceptible structurdn light of the controversies thatmmue to surround the topic of real
author intentionalism, and the important role intentions will play throughout this study, | will
take some time to explain what intentions are and why a commitment to intentionalism need not
entail a regression back adtime when the study of music was the study of the accomplishments
of great white men, regarded as infallible ddiikg beings.

Currently the most robust definition and comprehensive discussion of the role of

intentions in the creation of art is Livingss Art and Intention Drawing on work in the

34bid., 34 35. Currie emphasizes the importance of particularity in ibid., 11.
®That is not to say that all of a workos properties

ar

€
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philosophy of action, specifically that of Alfred Mele, Livingston defines intentions as
fiexecutive attitudes towards plait§.In contrast to desiring or wanting, intending involves being
fisettled upon executy that plan, or upon trying to execut&’t.intentions need not be
conscious nor need they be the product of deliberation. Commitment to intentionalism does not
entail regarding antnaking as an entirely rational, highly controlled endeav@uatentionscan
be formedat the speed of thougbtand are subject to revision based on changing
circumstances or the artistwhims3®

To be clear,he intentions to which Livingston and | are referring are the intentions of the
actual persons responsible for ¢neg the work, not an implied, hypothetical, or fictional
author3® One rival form of intentionalism is hypothetical intentionalism,ititerpretive strategy
by which a works content is determined Ifthe best hypothesis, from the position of an
appropriately informed, sympathetic, and discriminating reader, of authorial ifténtomes
in at least two varieties, depending on whether one aims at discovering the intentions of the real
author, as Jerrold Levinson recommends, or a hypotheti@ational authorFor those
interested in the real author, the crux of the debate between real author intentionalists and
hypothetical intentionalists resides in their differing contentions with regard to the
appropriateness akeeking knowledge about tpeychological causebkat produced the work

Livingston believes that the critical appreciation of artworks can and often should itivelve

36 Paisley LivingstonArt and Intention: A Philosdpical Study(Oxford: Clarendon Press, 2005), x. The quotation is

from Al fred R. MeRhiosophitd studieddq, mgl (20@0), K0@. See also Alfred R. Mele,

Springs of Action: Understanding Intentional BehaviMew York: Oxford University Press, 1992), chapisl 8.

37 Livingston, Art and Intention 7.

%8 1bid., 10.

39 The concept of the implied author was invented by Wayne C. Bob&éhRhetoric of FictioiChicago: University

of Chicago Press, 1961),i70L. Within music scholarship, Cone makes use of the concept of the implied author in

The ComposeSé@és hVvMooahan espouses a form of fictional i
Re v i sJodrraldf Music Theor$7, no. 2 (2013): 32771.

4Jerrod Levinson, AHypothetical I ntentional iComempl&ingat ement,
At, 302. The term was first coined by Jerrdhed Levinson,
Pleasures of Aestheti¢ghaca: CornelUniversity Press, 1996): 1v813. Currie states his commitment to

hypothetical intentionalism iNarratives and Narrators25 26.
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inquiry into the attitudes and mental statéshe author(syluring the creation of theork.
Levinson denies thdhe understanding and appreciation of art invostesh causal
explanation$! As a result Levinsoncontendghat interpreters ought to restrict their research to
only those sources the artist made public, whereas Livingstueghat there are no restrictions
on the sources permissible to con$ilt.

There are several problems plaguing-nealist conceptions of authorship and authorial
intention(e.g., fictional intentionalisnf}® First, thee is thelogical problem that if the alibr and
her intentions arenerelypost hoaconstructs ofeaders or spectatothiey could not perform the
functionsreaders and spectators commame them to perform like explaining how and why the
work possesses the properties it does. And from a hatrsgandpoint, if one has an interest in
appreciating art as a historical practice (allowing that, in certain circumstances, one may not have
such an interest), we owe it to the raathorsnvolved in that practice to appreciate theorks
in light of the actual struggles they faced and what they were attempting to accomplish, express,
or communicate through their works, even if they were partially or wholly unsuccessful in doing
so.

Real author intentionalism has faced critiques on various frontshesnd not the place
for a thorough defense. | will merely respond to the two most salient objections, appropriately

those levied by Monroe C. Beardsley and William K. Wimsatt in their famous ¥S5ist, it is

4 Livingston,Art and Intention 15 8 ; Levinson, Al ntention and I nterpreta
42 0n the difficultyofdravi ng a | i ne between fipublico and #Aprivateodo s
I ntention: The Debate bet ween Mégphimioph@dl, nocl®I(20@nA?. Act ual |
43 For a thorough critique of nerealist conceptions @futhorship, see LivingstoArt and Intention chap. 6.

“William K. Wimsatt and Monr oe SewanBecRavieidsno. 8yl946)iidGh e | nt e
88.Al though this essay is primarily ctemiagaughetaplayany h r ef ut
role in theevaluationof his works, Wimsatt and Beardsley have been interpreted as making much broader claims

about the role of intentions in art criticism. Wimsatt has encouraged such a widening of the scope of their

argumentswr i ti ng that the following sentence from their ori
neither available nor desirable as a standard for judgi
have read: 0T hneoftheeawhorgsmeitber avdilable mondesirable as a standard for jeliieg
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sometimes impossible to know what the author intended. Second, authors are not always reliable
sources of information on their works and how they ought to be interpreted. Both statements are
undoubtedly true. It is the conclusions Wimsatt and Beardsleh fiean the foregoing
observations that require reexaminatidhe fact that there are limits to what knowledge may be
attained does not motivate their assertion that we ought to abandonditgbtedinquiries
altogether.

The author fallibility problem is a legitimate problem for the forms of intentionalsn
Wimsatt and Beardsley were critiquing, namely, what Livingston refersabsmdutereal author
intentionalism, by which the content and meaning of an artwollkvesya precisely that which
the author intendet?.In the intervening seventy years, more sophisticated versions of real author
intentionalism have been proposed that evade Wimsatt and Be&dslagerns. The kind of
intentionalism | support is thmoderae or partial form of real author intentionalism put forth by
Livingston?® The actual artigs (or artist§ intentions play a role in certain types (but by no
means all meaningful types) of amterpretive endeavours, such as the aim of appreciating
worksof art as the creations of real people and doing so in a contextually sensitive manner. In
such artinterpretive endeavours, intentions helgadetermine the wods meaning and value
but only in combination with an examination of the properties th& actually possesses and
facts about historical context. Unlike absolute intentionalism, moderate intentionalism is

consistent with the fact that some artworks possess unintended propediest all authorial

the meaning orthe vallef a wor k of | iterary art. o (my emphasis) Wi
R e s u me Day df the Leopards: Essay in Defense of Pog@iesr Haven: Yale University Press, 1976), 36.

45 Defenses of absolute intentionalism include E. D. Hirs@hidity in Interpretation(New Haven: Yale University

Press, 1967); P. D. Julhhterpretation: An Essay in the Philosophy of Literary CriticigPninceton: Princeton

University Press, 1980); William Irwinntentionalist Interpretation: A Philosophical Explanation and Defense

(Westport, CT: Greenwood Press, 1999).

46 Livingston,Art and Intention chap. 6.
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intentions, evethosethat are acted upoare successfully realizé¢d Thus, believing that the
artiss intentions are relevant to art appreciation does not entail regarding authors as infallible

nor does it reduce art to merely the manifestations of thedaupisychological peculiarities.

1.3 A Moderate Intentionalist Definition of Narrative

What separates artefacts lifg@ Jane Austeds Pride and Prejudicédrom Alménds A
Theory of Musical Narrativgb) Alfred Hitchcocl Vertigofrom Stan Brakhags Mothlight,
(c) Doctor Atomicbhy John Adamsind Peter Sellars frofinstein on the Beadby Philip Glass
and Robert Wilson(d) Richard Strauss tone poenbon Quixotefrom Igor Stravinskgs Octet;
(e) my recounting of my numerous failed attempts to make a Sachertorte from a recipe for this
delicious but formidable dessert? Without much thought or deliberation, someone sufficiently
knowledgeable about the items in question will tend to categorize the former but not the latter in
the class of narratives. Like Currie, | contend that this determinatimesed on the fact the
former were intentionally made to communicate stories and succeed in doing so, whereas the
latter were not® Obviously, | have naogjonevery far in determining what a narrative is. | have
merely displaced the question What is era@i@ve? onto that of What is a story? Before moving
on to examine the nature of stories, | must first interrogate the validity of the intuitive view that
the former of the pairs of items in my list are narratives.

Each of the examples conveys a storylgioa different medium. In the case of (a),

readers gain access to the storfPofle and Prejudicdy reading a text. With cinematic works

47 bid., 142.
48 Currie,Narratives and Naators, 5.
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like (b) Vertiga, spectators attend to an audisual display*® In the cases of (c), (d), and (e), a
story is convged through a performance, a musical and theatrical performance in the case of (c)
Doctor Atomi¢ and a musical performance with accompanyirggramin the case of (dpon
Quixote In (e), | conveyed my story through a performance employing languadesamohic
gesturing.

The majority of narratologists place constraints on the medium of story conveyance. At
the most restrictive, there is Genéiteontention that the story must be conveyed through an oral
or written discourse, which allows examplesgal, theoretically, (e) to qualify but excludes the
cases in between. Case (e) qualifies only in theory because it is neither a work of art nor is it a
work of fiction, and as such, it holds little interest for Gen&t&ven though | too will be
consideing neither nonfictional nor neart narratives in this study, it is worth noting that these
are contingents within the class of narratives.

Later narratologists who have brought narrative theory to cinema have expanded the
means of conveying story contdatinclude showing by means of images and sounds. Assuming
a symmetry between the mechanics of narration in literature and film, Chatman contends that,
since narrators are ubiquitous to the foramform the same is true for the latfdrSimilarly,

naratological investigations of spoken theatre by scholars like Brian Richardson and Dan

¥l employ theiphrasdi Sl diyedi saalheredc hrndi igadhocause
are recordings. For exampMpthlight was not produced with a camera but by placing objects like moth wings,

flower petals, andrgss between two strips of mylar film.

50The account of the fictienonfiction distinction | am employing to classify (e) as nonfiction and (c) as fiction is

that put forth by Trevor PonecWhat Is NorFiction Cinema? On the Very Idea of Motion Picturen@ounication
(Boul der: Westview Press, 1999)me 3lloc aitrieogna,r dcl uel stsu roaf |
interpretations, medium and style of representation, and veracity of representation, a wotfkciomoifiand only

if its auhor produces it with the purpose of getting the audience to recognize that they are intended to believe that
such and such is the case. 0

n ot

dci o

51 ChatmanComing to Termsl15; Levinsonfi Fi | m Musi ¢ and 290&%, folawsisuite Agency, O
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Mclntyre focus on the role of fictional narrat8fsA more complete discussion of the question of
whether narratives require fictional narrators must be deferred dnatpt€r 2, where | discuss
the role of narrators in opera. For now, | will simply state that | will not be pursuing a similar
strategy ashat taken byRichardson and Mcintyre, but neither will I be endorsing a position
analogous to David Bordwé# with respect to cinemly contending that operatic narratives
present themselvéd| agree with Genette and Chatman that all narratives are told or presented
by an agentour point of disagreement lies in the possible candidates for this role. In the cases of
my story about my cakbaking efforts, as witlboctor Atomi¢ Don Quixote andVertiga, there
is no fictional narrator, but these utterances have authors, who in authoring their work or
utterance also narrate it.

| regard the category of narratives as cutangpss the mimesidiegesis (in Aristotlés
terms) or showingelling (in Chatmafs) divide>* With regard to the question of whether a
particular utterance is a narrative, | do not care how the story is conveyed, merely that the
utterance was createddonvey a story and that it succeeds in doingfAsal dthoughsome
scholarsassume thatarratives must be told in the past tense, | see no reasomaniagion
cannotbe conducted ithe present or even future tense (such as when we inform others about
our future goals and the means by which we plan on achieving fiéucordingly, any of the

means described above are valid, including others such as dance, pantomime, painting, sculpture,

2Ri c har disrotn,o fii Pwi e w8, facusBsroa fiationabnartdrg, but includes the implied author and

real author in his taxonomy of narrators. McIintyPejnt of ViewinPlays 74, rej ects Richardsonbé
authors can function as narrators.

53 David Bordwell,Narration in the Fiction Film(Madison: University of Wisconsin Press, 198G)i 62.

54 Others who make similar claims include Curherratives and Narrators28n.3; Brian BoydQn the Origin of

Stories: Evolution, Cognition, and Fictid€ambridge, MA: Belknap Press, 2009), 177. Due to the lack of

consensus on the meaning of the terms diegesis and mimesis, this will be my sole mention of them. Paul Woodruff,
AAri stMnesisco Bmmaays on Ar,ied AntélielOksénbergiRgrétincetos: Princeton

Uni versity Press, 1992), 73. Ja Miemssis:Rletaphysics,Cogniton,, fi Mi me s |
Pragmatics eds. Gregory Currie, Petr Kotd8ko, and Martin Po
355, also arguethat these terms fail to make the distinction they are commonly assumed to make between

narratives and nenarratives.

55 For example, Abbaté)nsung Voices52 53, regards the past tense as a necessity.
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architecture, comic strip, graphic novel, puppetry, shadow plagowgdame, and any others |
have neglected. Throughout this study, | will use the fiErimarraté to describe any act of
communicatingharrative content to an audience, @indrratoo to referto any agent (fictional or
nonHfictional, human or nohuman) egaged in such an act, regardless of whether it is
conducted through language, music, sounds, gestures, pictures, or moving images. | will,
however, restrict my usage fitello and its various forms to descriptions of linguistic acts,
employingfishowo andfipresend to describestorytellinginvolving visual and/or auditory
displays.

Now that | have clarified my position on the range of acceptable storytelling media, it is
time to turn to the question of what makes a story. Using as a heuristic device the
aforementioned pair of instrumental musical works, Sti@U3sn Quixoteand Stravinskgs
Octet, I will investigate some of the reasons behind our inclinations to classify the former but not
the latter as a narrative. My motivation for picking raperatic eamples is to clarify my stance
on what a narrative is i&vis the existing narratological work in musicholarshipwhich
focuses on the limit case of instrumental muNeverthelesssince instrumental music is not my
primarysubject of study, my acaat is not intended to address all of the pertinent issues with
regard to the narrativstatus of such compositions.

Strausausesmusic to represent tleentral charactersandevents Cer vanlh es 0 s
keeping with Curriés identification of particarity as an important unifying factor of artefacts
high in narrativity, Strauss particularizes his characters and their activities as much as possible.
He begins with a character sketch of the protag@Bist1.1) Most immediately striking about
the fird dozen measures is the unusual harmonic plaa key of D major is firmly established

by a cadencea m. 4, but only four bargter, Straushhasmodulatel to A-flat major, a tritone
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Ex. 1.1: The harmonic eccentricity of Don Quixote
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away, returning again to D major by m. 12. Even in the context ofithde siécleRomanticism
and Straussos progressive harmonic idiom, the
a compressed time span is unorthogfoXnd yet, the musical style blissfully unperturbed. The
lilting rhythms and graceful, if exaggeratedly Romantic, swooping gestures in the strings create a
sense of complacency, minimizing the effect of the unstable harmonic terrain being traversed.

In just these twelve measuresiagbis® s mnfamsdisteners that Don Quixote is a
romantic of questionable psychological stability, but whose eccentricity remains largely hidden
at this point. Many may be fooled into thinking Don Quixote entirely normal, just as he does
himself, although thisbelef becomes i ncreasingly unsustaina
even more outlandish later on in the Introduction.

At this point, one may object that my description required considerable imagination on

my part, guided by extrmusical features ofth@or k | i ke Stprogramassmellsas t i t | e
my knowledge of Cervi e s 6s novel, without which | would
Strausso6s musi c was i ntJacqubeNhttiez bas veefipdrtress e n't . [ n

hypothesis in an experimeimvolving playingL 6 a p p r e nto hostssobMowtréad r
schoolchildren who had never heard it before, and who were not provided wptto¢inam

They were told merely that the music tells a story and were instructed to write down what they
thought thestory was. Predictably, Nattiez received all sorts of respdnsisies about battles,

revolutions, animals, mountain climbing, espionage, Medieval chivalry, princes rescuing

56 Scholars who have commented on the outlandishofahss key progression include James Hepokdskst r aus s 0 s
Second Cycl e oThe Cambridge Bampanisn t@Richand Strawesk Charles Youmans

(Cambridge: Cambridge University Press, 20B& 88; Heinrich SchenkeHarmonielehrgVienna: Uniersal

Edition, 1906), 290300; Charles YoumanRichardSt r aussd6s Or chestr al Music and th
Tradition: The Philosophical Roots of Musical Moderni@foomington: Indiana University Press, 2005), 205.
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princesses, and biographies, including one about the life of Beethdwgmonesven remotely
corresponding t%¥ Dukasds intentions.

That is not to say that music is incapable of representation withoutrexsigal aids. If
oneds object of representation is an aur al p h
Art hur HPanifeg3yies 6a particularly vivid exampl e,
train, to employ Peter KrrMuysidasreptesentationof phr ase,
particularly the complex feat of representing a narrative, usually requiresrexsizal
assistance, but this should not be a cause for concern that knowledge of facts external to the work
are required to hear it as a narrative. The title@odramo f St Dan Quixetéare part of
the work>® It is entirely appropriate that | reliechdhem in my discussion and even filled in
details beyond those provided by Strauss. This is just what Strauss invites listeners to do.

Returning to Strauss particularization of his characters, Sancho Rannaisic
represents not only his initial stdiat alsathe effect Don Quixote hdsdon him (Ex. 1.2). The
ungainly leaps in the tenor tuba and bass clarinet parts, so unidiomatic as to be impossible to
execute with grace, are entirely appropriate to Sancho &dnrableoccupation as a farmer.
Abruptly, a viola enters with a jittery oscillating figure. After tingial bumblingmotive is
repeated, the viola takes over, imitating, if wanly, the romantic flamboyancy of Don (@ixote

musical gestures and the noble heroism he espouses (reh. 15 dri] respectively). Strauss

57 JeanJacques Nattiedi Y-tihune di ®g s e Musik snid \¢essterei®ds. Petdr Faltin and HaReter

Reinecke (Cologne: Arno Volk Verlag, 1973): 257. An English summary of the study may be found in Jean

Jacques Nattiez, fACan One Sp e &kKs, mdrnaldfte Rayal Musieal Musi ¢c? 0, |
Associationl 15, no. 2 (1990), 24@8.

8 This example was suggested to mePeyer Kivy,Sound and Semblance: Reflections on Musical Representation

(Ithaca: Cornell University Press, 19829 35. Although Honneger repsents the train acceleratifgcific 231is

not a narrative, according to my definition, because there are no agents. If he represented an athlete running in a

race, it is possible that his work would be a narrative. The train, however, does not liegeathesaims.

®For arguments justifying why a workos title is part of
Ent i t | e doernat of Aesthetics and Art Criticis#6, no. 1 (1987):i21; Jerrol d Levinson, @
Levinson,Music, Art,and Metaphysigsl59 78. | see no reason why the same logic could not be applied to

programs or pictures intended to accompany works of music.
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Ex. 1.2: Character sketch of Sancho Panza
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introducesSancho Panza as a country bumpkin, I ni ti a
(hence the oscillation between the bumbffagner and viola motives, and the nervousness of
the latter). However, he easily becomes intoxicated by delusions of gramdkagrees to play
along.

Having introduced his characters, Strauss proceeds to represent them undertaking
purposeful actions. They combat windmills Don Quixote believes to be giants (Variation I) and
sheep he mistakes for a mighty army (Variation 1l). Although Variation 1l isobtige more
audaciously mimetic passages of the work, agaegxgbses he | i mits of musi cods
representational capacities. Strauss represen
brass performing dissonant chords while flutterguing. Recallinghat the work was premiered
in 1898, at which time neither such harmonies nor the technique of-tlotiguing was yet
common practice, these extraordinary features are clearly intended to represent something, but as
the resemblance between bleating ghaed fluttertonguing winds is slight, it is impossible to
know for certain what this passamgogramaads i nt end
knowl edge of Cervantesod6s novel

In Variation Ill, Don Quixote extols the virtues of knight errantry, cegbng to doubts
raised by his squire. Their next adventure involves attempting to halt a procession of penitents
marching with a portrait of the Virgin Mary, based on Don Quiéokelief that it is a damsel in
distress (Variation V). Don Quixote keeps al-night vigil to thoughts of his beloved Dulcinea
(Variation V). To provide comfort to his friend and perhaps some personal amusement, Sancho
Panza attempts to pass off a country wench and her companions as Dulcinea and fwer ladies
waiting (VariationVI). The pair takes a trip on an imaginary flying horse (Variation VII),

followed by a real voyage by boat, which concludes with the capsizing of their vessel (Variation
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VIII). They proceed to attack some monks, believed to be evil magicians (Varia)iorim4lly,
Don Quixote stakes his knighthood against the Knight of the White Moon and loses, which
causes him to come to his senses and return home, where he dies (Variation X).

Il n ar gui n g DdnlQaixotasSatnarratives I sot arguing theg narration
works in precisely the same way as it does in
that regarding Straussos ¢ o mpobmotiohlyivariousextsa a nar
musi cal f eat ur &iss title, fdesdptionsdnthe ssades andvcompksauthorized
programs printed in guidebooks to his symphahibsut al so of @enlikeant eso6s
Cag vant esd6s novel doeshot briagirdexiStenceheameactegpsmfeSancho
Panza and Don Quixote. Rathieris designed tgut listenerswho areappropriately informed
about Strausso6s i nt eimmindofb § e a n dcha@aketergnd asre s 6s no
adventures$?!

In my view, successfully gting appropriately informed listeners in mind of a story is
sufficient for a work to qualify as a narratii&nce there is as yet little consenabsutwhat
narration involves, | realize that other scholars may wish to place more stringent demgneds on
act oftelling or presenting a story, claiming, for instance, that rpeneting toa preexisting
narrative is insufficient? Although sichclaimsmight eventually winout, my feelingat present
is that theyare predicated oo narrow a focus on linguistic narrativésthisregard | agree
with Almén thata consideration ahusicalworkshassomething to teach us about narratives

more generally

80 For more information about these guidebooks, refer to Hepokoskit r aus so6s Second8ycle of
303n.9, 92.

611 am grateful to Trevor Ponech and Steven Huebner for making this point and helping me to clarify my position

on this issue.

62 And while such scholars would, thus, classify bbtn Quixoteand the Octet as namarratives, they would still

need to admit a crucial distinction between these works, namely, that the former points-éxiatjprg narrative

while the latter performs no such demonstrative function.
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In my discussion oDon Quixote | focused on how Strautsboured to represegrin the
sense of putting appropriately informed listeners in mingatficular agents arttieir goal
directed activitie$® My agentfocusedapproach contrastith the more prealent evenfocused
approachesSuch approachegpically requie the representation of at least two events, upon
which additional conditions are placed governing their relationship, such as the events being
temporally ordered or causally relat®¢d’he problem with this approach is precisely the one
levied by Abbate. Té resulting definition is so broad as to include many phenomena that no one
would consider to be narrativé=or instance tere is nothing barring chemical reactions from
qualifying. Chemical reactions may contain events, which are temporally orderedusadly
related, and although they may involve chemical agents, these agents are not the kind of agents
of which I am speaking, individuals capable of intentional adiés the existence of stories
featuring animals, extraterrestrials, allegorical fegyrand even talking vegetables attests, the
agents of narratives need not be human, but they must be at leastltkenratheir sentience
and their possession of the capacities for intentional states, such as beliefs and desires, and self
impelled actia. The requirement that narratives represemhan or humatike agency

constitutes a more reliable filtand focusesur attentioron one of the more compelling aspects

63 The necessity of agents parfing goatdirected actions is stressed in the definition of narrative offered by Jerry

R. Hobbsl iterature and Cognitiorf{Stanford: Centre for the Study of Language and Information, 19904039

54 For exampleGerald PrinceNarratology: The Form and Faction of Narrative(Berlin: Mouton, 1982)4, defines

a narrative as fithe representation of at | east two real
which presupposed or eAGranmbrof Stofes Amtroduction(The Hagoe: Moutsn, ear | i e |
1973), Prince focuses on causation, as does Arthur C. Ddatiation and Knowledge: Including the Integral Text

of Analytical Philosophy of HistorfNew York: Columbia University Press, 1985), 252; Brian Richardson,

AfRcent Concepts of Narrative 8tpaB4, hoh2e(20008 170. Atotheres of Nar

mini malist definition is Peter Lamar MiodandLiénQuagé®Not Expec:
no. 4 (2004), 394.r rNoottilv eC aBaywrt desthatic@@aw Yarkh @ambtidge
University Press, 2001), 126, adds the criterion that

essential requirement in my view.
55 Livingston,i Nar r 2%8i ve, 0
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of narrative$® Additionally, the reliance on causality in most evéatused definibns is
problematic, in light of the fact that experts on causation cannot agree on itshature.

The typical methodology employed in narratological analyses of instrumental music
confirms the importance of agefttMost instrumental compositions containmgaevents with
rich temporal and causal relations. What is required to understand musical events as constituting
a narrative igo regardthese eventas representingne or more agentgorlistenersinterested in
interpreting avork of instrumental musias a narrative, the first step is to identify some salient
musical features themes, motives, keys, pitches or pitch classes, anddsarmatherto
anthropomorphize them, regarding them as agents, fleshing out their characteristics and
attributing to thendesires and beliefs, which serve to motivate their actfonaill perform an
analysis of this type on the beginning of Variation B of Stravigskctetmov. Il (Ex. 1.3).My
analysis is counterfactual insofar as | am not arguing that the Octet is a nanréiste
Stravinsky was engaged in fictionaking when he composed the Octet. Rather, | wish to
illustrate thathe property of beingonducive to being used as a promarrativeimaginative

games ofmakebelieveis not sufficient to lassifyawork as a narrative.

66 This gpproach has been suggested to me by Poiélht Is NorFiction Cinema?128. Another scholar who

stresses the centrality of character is Sntitigaging Characterschap. 1, especially 2Q1.

S"Apointmadeby i vi ngston, f#fANarrativity and Knowledge, o 27.
%Monahan, AAction and Agency Revisited, o0 argues that
pervades most writing and speaking about Western art music.

8 This methodology was first proposed®gne,T h e Co mp o sahapBsSchdlarsfolewi ng i n Coneds

footsteps include AImé\ Theory of Musical Narrativehap. 4, MarionAGuc k, fARehabi |l itating
I ncor r i TheobylAealysis andiMeaning in Musexd. Anthony Pople (Cambridge: Cambridge University

Press, 1994): 573; Gregorykar | , fAStruct ur al i Busic Bheody SpebtreatONa. & (1293)! Pl ot

13i34,Fred E. Ma us, fi Musis and MearingeD. Jemefest Robinsonr(lthaca: Cornell University
Press, 1998): 1030;Fr ed E. Maus, i Mdiamad Theory Revidlig (1994)1 14ly Susaw

Mc Cl ar vy, AA Musi cal Dialectic from the Enlightenment:

t

[

t |

(

2 , Galtural Critique4 (1986): 12969; AnthonyNe wc o mb , ifAction and Agency in Mahl

Second Move me nMysioand MearihglBLi58 s o n
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Ex. 1.3: StravinskyQctet mov. Il, Variation B
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| take as the fictional characters of my narrative the instrumental parts Trumpet 2 and
Trombone 2. Trumpet 2 performs a solo march, accompanied by the bassoons and trombones.
Two measures before reh. 29, Trombone 2 interrupts Trumpet 2 with ssotasihg glissando,
and derails the march. So far, | have some agents performing some actions. Theorists like AlImén
may be inclined to regard my description as a narrative, but others may, with good reason, have
some doubts. The problem, | suggest, is that eeifhumpet 2 nor Trombone 2 scexery high
on the scale of particularity, at least in comparison with human agents.

Suppose | were to flesh out my agents and their actions, and provide a setting. Since the
musical topic characterizing this passagensaach, a military setting is apropos. The melody
accompaniment texture coupled with the regular pulse of the accompaniment suggests the
scenario of a platoon going on a march with Trumpet 2 as the leader of the platoon, the Corporal,
Il et 6 s 1 ma gthebask tenBa, sirg accompaniment, the rigid dotted rhythms of
Trumpet 206s part, his relative | oudness, and
attribute to my Corporal the character traits of seriousness, formality, arrogance, a need for
control, and a desire to be the centre of attention. The measure of triple metre, which would
derail any attempt to successfully perform a march to this music, suggests that Trumpet 2 is not
as competent a leader as he thinks he is. Howenhin theconte t of Stravinskyos
practice the metric abnormality is sliglitompare the march at the Allegro moderato of mov. I).
Perhaps it is not appropriate to think of the Corporal as entirely incompetent, merely
inexperienced and oweonfident.

Within this fictional framework, Trombone 2 may be cast in the role of a Private with a
chip on his shoulder. Fed up with taking orders, he cracks a rude joke. The vulgar sound of his

glissando might even suggest a t dNptcihgthef t he |
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ensuing behaviour exhibited by the other members of the pEttiancircuslike bassoon
ostinato accompanying the flute, whodweackadai
may conclude that the Pri v ddtheaarchpundarmikingshecc eed
Corporal 6s authority, and causing a ruckus.
By now, my remarks on the Octet do constitute a narrative, according to my definition,
but a narrative of my making, not Stravinék{® One may wish to argue that my narrative about
Don Quixotewas also of my making, but that would be to elide crucial differences between these
two cases. Although my discussion of Stré@sisgork did involve creative extrapolations, these
were invited by Strauss and were guided by featurbsaiork, namely, its title anghrogram
which in turn refer tdeaturesoCer vant es6s novel
To clarify why my narrative description of a section of StravigsiQctet did not
demonstrate that ti@ctetshould be considered a narrative, it will be helpful to employ the
concept analytic philosophers refer to as fictional tflffictional truths are facts about the
content of a fictional narrative. According to moderate intentionalism, what is trueviera g
fiction is determined by the features of the wisrktructure and the effective communicative
intentions of its author(S¥. Thus,in my description of the Octet, it is fictionally true that
Variation B represents the tomfoolery of a Private agaisstdnmnmanding officer because my
storytelling activities were guided by that intention and the features of my story support this
propositonWi t h regard to Stravinskyds work, it is

represents the frivolous story | has@ncoctegdbecause Stravinsky provides no indication that

“Jerrold Levinson, f@dAMusic as Na Conmplating AfdA34m6, ivbkes this as Dr
i mportant distinction. I n most narngdoneblthapalysigdr, anal yses
rather, theanalys}, not by themusicb ei ng anal yzed. 0

" Philosophers regard narratives as part of the broader clasgpoira, systems according to which propositions

are true. Other examples include belief systems, texth@wid encyclopedias. Both the concepts of corpora and

fictional truth come from David K. Lewis, respectivefyL o gi ¢ f or Nofst6, no.i3¢1882)356;s , 0

ATr ut h i n PFilosophicabPapegNew Yiork: Oxford University Press, 1983): 2@&D.

2 Livingston,Art and Intention 186 200,
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Trumpet 2 and Trombone 2 are to represent the aforementioned agents and theilraédicns.
Stravinskygives us no reason to think that the Octet is properly understood as a representation of
anything at all.

This contention is further supported by Stravirgskyritings about the work and his
philosophy of music. In his article on the Octet, Stravifnskgins by tellindhis readers that his
work isfia musical objeab.It fis not anGemotiveédwork but a musical composition based on
objective elements which are sufficient in themseb/@&urthermore, in his ghostritten
autobiography, Stravinsky sanctioned the following aesthetic credo to be published on his behalf:
Al consider music, by itgery nature, incapable of expressing anytBiregfeeling, an attitude, a
psychological state, and natural phenomenon, etc. Expression has never been an inherent
property of musi@’® Stravinskys claim that music is incapable of expression is dubious in the
extreme, as it is not even supported by his own compositions, including the passage under
consideration. Nevertheless, his remarks do support the argument that the Octet was not intended
to represent a story about particular hurike agents.

At this poirt, one mighbbjectthat | have chosecutanddried examplesiA more
chall engi ng c asTdtenfeierhichobginaed ash dyraphanis poeraut
eventually became the first movement to his Second Symphtmey odtenfeiemwasbased on
Adam Mickiewiczs verse dramBziadybut Mahler never made this fact publis.rhy
discussion oDon Quixote | identified two actions Strauss performed that made his work a

narrative. Strauss not ontyodelled his musical composition on the characters and events of

Bl gor Stravinsky, @So e Aitst, roals(1924h eprinted Nyc Waltert Whitey , 0

Stravinsky: The Composer and His Worksd ed. (Berkeley and Los Angeles: University of Califofhiess,

1979) 574 77. This essay was originally published in English.

“AJe consid re | a musi quexprimerquoi Gue ae soit sus Eentiment, une atlijudej ums s ant e
état psychologique, un phénoméne de la naturel. gice x p rnedgavais @té la propriété immanente de la

musi que. 0 | @lraniquedde mavvigars:KDgnoél, 2000 [1936]), 680. All translations are mine

unl ess otherwise noted. Stravinskyés ghost writer was
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Cer vant es besalsnnmdg#esifactknown to his audiendey poi nting to Cer
work through his title and prograrmn the case of th€odtenfeier MahleGs decision not to make
public the story on which his work was based indicates thdicheot want audiences to
interpretthe Todtenfeielasa representation dhat particular storyAdditionally, there is some
doubtthatMahles compositional activities were guided thy irtention toachieve a high
degree of correspondence between the musical form of his composition and the form of
Mi c ki eDziady? 6 s

Even if Mahler did not intend listeners to think abBatadywhile listening to his

Todtenfeierone could still argue that he intended listeners to invent their own stories while
listening tohis work Such an argument would feitesound because of the features of
Ma h | Bodténkeierwhich practically demand extrausical explanations; the fatiatMahler
originally categorized the work as a symphonic poem, a genre of instrumental music
conventionally used to tell stories; and because narrative listening was a part of the culture of
music listening and criticism iMa h | socigtudtural contek Nevertheless, | argue that we
should reserve the classification of narrative to musical works in which composers intend to
present a particular story involving hurrlgice agents who undertake particular struggles of
some sortThus the secalledKampfund Siegharrative of Beethovén Fifth Symphony would
not qualify as a narrative according to my definition. Who is struggling? What is the nature of
this struggle? Witlbon Quixote there are answers to such questions; with Beetlde¥efth

and StavinkyG Octet, there are not.

St ephen E. HeTbdenfaiega,n dii Mahtel ePrr dosb | e m 1%hiCenkury Muypicla, no. Musi ¢, 0

(1988), 43, notes radical changes to the workdés form t|
did not intended each moment of his composition to correspondaaatpi cul ar event in Mickiew
Hefl ingbés interpretation accords with Mahlerds own st a
|l etter to Max Marschal k: Al n conceiving t haneveoitr k | was

but to the highest degree with that dealing 6 Quoted in iibid., 41.
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My categories of narrative and noarrative music do not align with the categories of
program and absolute music, as there is much program music thatnamative, according to
my definition. WaadfikZdlolri e blthmeayepdoubledly
representational, and are thus examples of program music, but since neither work represents or
puts listeners in mind of any particular agents, they are not narratives, according to my
definition.

Using music to pesentor put listeners in mind & particular story is a different sort of
achievemenfand not necessarily a better otteggn composing musicalwork that is merely
conducive to narrative imaginings. Additionally, the use of the term narrative taaefersical
works that communicate particular stories better accords with théstasage visvis other
media. Since particularity admits of degrees, the question of the requisite degree of particularity
arises. Although I do not have a neat answehi®duestion, to help clarify my position, | will
state that, as sketchy as Str@&sssusical representations dfaracters and events from
Cer vant e s they arsstffcienyly partrcidar to qualify as a narrative. However, | am
disinclined to lowethe bar such that BeethowsrFifthd and, as a result, most other Romantic
symphonied clear it, since | would like to preserve the distinction commonly made between
works likeDon Quixoteand those like BeethovénFifth.

In concluding that works in thatter category are not narratives, | am by no means
denigrating narrativ@nalytical approaches. | disagree that narrative descriptions of music are
fisuperfluous metaphdrasNattiez has declared.l alsohaveno desire to police narrative
listening behaviour, as Kiviyasdone '’ There are good reasons to believe that many composers

intended audiences to imagine narratives while listening to their works. Even if that is not true of

“Nattiez, ACan One Speak of Narrative Music?d6, 257.
"SeePeteKi vy, @ Act i onAnathetital Arg:eOn theyAndentiQuarrel between Literature and Music
(Oxford: Clarendon Press, 2009): 1Bb.
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the particular example in questid believe that employing ofeimagination is a legitimate
way of appreciating music, motivated by our natural narratia&ing impulsegand in many
casesby the cultural contestin which particularworks werecreated and the discourses
surroundingiem’® Many analyses that have come out of this tradition offer genuine insights
into the works they discuss, chiefly because they escape the normalizing tendencies of more
conventional analytical tools.

Furthermore, our relative inclinations to imagineraaves while listening to different
works of music indicate something about the properties of these works. Even though the Octet is
not a narrativeaccording to my definition, we can still say that it has a degree of narrativity that
is nonzero. Like Currie, | find the scalar concept of narrativity useful. Narrativity is a property
distinct from the aforementioned propelybeing a narrative. Iratt, narrativity is better
understood as a cluster of properties, including particularity, causal connectedness, thematic
unity, teleological directedness, and being a representation of ageBwtr narratives and nen
narratives may possesschproperties. Thus, it is not oxymoronic to compare the relative
narrativity of two nomnarratives, making statements like Stravirgskctet has more narrativity
than Satiés Gymnopédie No. &

To summarize, narratives are utterances intentionally made for thespurpoonveying
a story. A works narrative status is determined by its generative process, including the actions
and intentions of its author(s). As such, the actions of performeigterterscan bring about no
alteration to the work in this regard,esvif the author($)intentions are not respected. In my

investigation of the necessary components of stories, | have taken aagetetdapproach

8 For an evolutionary account of our narratimaking impulses, see Boy@n the Origin of Storigsl37.
" Currie,Narratives and Narratorschap. 2.
80 The usefulness of comparing the narrativity offmoa r r at i ves has been demonstrated

and Narrative Revisited: De g r e elsurnal bf thBlRoyat Musidalv i t y i n Bee:

Associationl 26, no. 2 (2001): 19249.
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which, | have argued, is superior to traditional examnted definitions because it is a more
reliable filter, directsour attention to one of the more compelling aspects of narratives, and
avoids reliance on the concept of causality. Stories require human or at leastiikeragents,
individuals capable of performing intentional actioBst it is notenough simply to represent an
agent capable of action. If it were, a character sketch of an agent would be just as much a
narrative as a description of that agermteeds and struggles. To exclude character sketches, it is
not merely sufficient that the agt has the capacity to act; the agent must exercise that ability.

As | illustrated in my comparison of StragsBon Quixoteand Stravinsk§s Octet,
narratives concern particular agents performing actions towards particular goals. As such,
themes, pitche and keys are not good candidates to be the agents of narratives, but they may be
rendered more particular if listeners exercise their imaginations. A composer of a work of
instrumental music expresses his intention that his work pressitsy byinviting listeners to
use their imaginationshile listeningand,specifically to imaginethat he music represes&
story involving particular agents and their gdakcted activitie$! In most cases, this invitation
is made through extramusical meanssuch as the wodk title and accompanyingogramor
pictures, which help guide audienéasaginative endeavoufs.

Putting it all together, | propose the following definition: A narrative is an utterance
intended to communicate a story, which necegsemviolves the representation of a particular
agent or agents exercising their agency through intentional actions guided by their beliefs and
desires. According to the tenets of moderate intentionalism, the @uitt@ntion to tell or

present a story mube consistent with the features the work actually possesses.

81 The mere presence of a descriptive title is insufficient to render a work of instrumental music a narrative. Thus,
my category of narrative instrumental works is distinct from the category of program music, which would include
wor ks | i kFeurSeasesal di 6 s

8%2An example of a musi cal work with accompanyin i ctur é
p p y g p

Sonatas.
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1.4  Operatic Storytelling

Havingrecommended means by which tdetermine whether an utterance is a narrative,
all that remains in answering the question What is an operatic narratare@xamination of
what t means to present a story operatically. | do so by comparing operatic storytelling with
storytelling in related media. Opera, as | understand it, is constitutively a medium of live
performance. Accordingly, my first task will be differentiate opera from opecanema hybrids
like opera films, television operas, atm Metropolitan OpefafiLive in HDO broadcasts. From
there, | will move on to songs; cantatas, oratorios, and serenatas; and finally works of theatre that
include snging. Although I will not discuss musicals, much of what | will have to say will apply
to this genre as well.

In light of the controversy that surrounds the idea of medium specificity, it would be
prudent to make the nature of my claims clear. Followiagy8 Gaut and David Davies, |
understand the concept of artistic medium as encompassing twq fextetalythe materials
with which the artist workbut also thepracticesgoverning how those materials are uéed.
Opponents of medium specificity like Nagarroll attack an extreme version sometimes referred
to asmedium essentialisnthe view that each mediupossessegroperties that are unique to it
and artists should explaihly those unique propertié$] reject medium essentialisroelieving
it to limit unnecessarilthe options available to artistgly aim is merely to identify properties
thatdifferentiateopera from other media like opera films and songs. | make no claims about

uniqueness.

83 Gaut,A Philosophy of CinematicArt 28 8; Davi d D arkeiReuledgeCofepanionitonPhidosophy
and Musi¢ eds. Theodore Grakynd Andrew Kania (London: Routledge, 2001) 38
8Noxl Carrol |, 0 F &angagimdthetMoving IMagdléwHavero Yale iUmiversity Press, 2003):

1i9. The term fAmedi um e s s éArPhilosaphy o§GmématiciAre¥®p | oyed by Gaut
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Additionally, while Gaut argues that the effective exploitation of meespetific
qualities of cinema makesfilm like Cloud Atlas(Lana Wachowski, Andy Wachowski, Tom
Tkywer, 2012)cinematically better than a film likdly Dinner with AndréLouis Malle,1981), |
do not endorse such a viéWAlthough a commonsensical idéts, endorsemenwould seem to
lead to a limitation of the possibilitiésgitimate to pursue in any given art form, a situation | am
keentoavoid. Inmyviewy per a a ut h cexpbitatios aftlee preperes patticular to
opera may or may ngienerateperaticworks that are superian any respedo those that are
less characteristically operatic. In terms of what is to be gained from an inquiry into the nature of
opera as a sdium, | support Ga& arguments about the crucial role the medium plays in
various aspects of art appreciation. For instance, making reference to distinctive properties of the
medium is essential to certain types of evaluations and explanatifestwes of artwork®
Undoubtedly the most fundamental feature of opera is that it involves song, or, more
generally, singing. Deliberately, I will not attempt to be too precise about what shall qualify as
song. The trouble with placing too stringent riegmnents may be demonstrated by examining
Levinsorgs definition of song aBa melodically and rhythmically distinctive arch of fulledged
tones of definite pitch, produced in the form of vocables coalescing intis\aod sentences,
and typically with sipport, primarily harmonic, from son@hort of instrumenté®’ Levinsords
definition is too restrictive. He seems to excldda, at the very least, regard as peripléral
much that standardly comprises opera, including recitative, vocalise (singinglioguaistic
vocables) Sprechstimmeeven unaccompanied singing.
My hesitance to embrace Levinsonods Idefinit

was spurred to deeper reflection on the nature of singing by Moeb@éatl composer Luna

85 Gaut,A Philosophy of Cinematic Ar295.
8 |bid., secs. 7.3, 7.4.
8%Jerrold Levinson, @ Song ThePteasiesofiAesthd@idgda ma, 0 i n Levinson,
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Pear | Wwoiod ¢ 16 e sNelarmme Etnoig201d), a work of instrumental theatre for

violin, cello, and percussion, aBRadeOpdrali sti ne

(2013) for nine prdingually deaf performerdn the formey some of the factors motting

Woolf to call her work an opera include the gneone mapping of instruments to fictional

characters, with the sounds emitted by the

primary means of expression and communicaffdrhe latter wasnspired by the expressivity of

the faces of opera singers, an aspect of opera performance that becomes salient when visual

i n

perception is oneds primary means of engaging

expressions of American Sign Larage, Sun Kim invited audiences to regard her and the other

performersd facial wutter anc &ae Qpsralkallsnngoi n g .
guestion the idea that the voice necessarily issues from the vocal chords in olaien tovoice
for thedeaf community??

While acknowledging the radical questioning of the nature of the voice and singing in
contemporarynusic and performanaetas well aghe growing scholarly subfields of voice
studies and disability studies, in the contextofthigpgoct , my wuse of 't he

accord with its more conventional or literal usage to describe utterances produced by the

As

verl

performerds own vocal apparatus that possess

sustainment to allow for pitcdiscernment. To show how latitudinarian | am willing to be, |
woul d consider Rex Harrisonodés 0t al MyiFarg on

Lady(George Cukor, 1964), to qualify as singing.

88 Conversation with the author, 16 April 2015.
¥Jessica A. Hol mes, ddinal gf thenAmerBan MositalogithleSacisBolioguy an
Music and Disability (Forthcoming Summer 2016).

pit
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1.4.1 Operavs. OperaCinema Hybrids

Also fundamental is that opera involves tiee performance of singing. Scores, libretti,
andsoundand videaecordings provide us access to features of operatic works, but as a
performing art, full appreciation of an opera comes from attending a live perforndpera
films, television operas, and their keonstitutedifferent median my view. As commonsensical
as the foregoing stipulation may appear to be, it is controversial in current opera scholarship,
which takes as a truism Philip Auslan@eclaim thafiwithin our mediatized culture, whatever
distinction we may have supposed there to be between live and mediatized events is collapsing
because live events are increasingly either made to be reproduced or are becoming ever more
identical with mediatized os@® If true, there would be nontologicaldifference between the
art forms of theatre and cinema closer comparison of opera and cinema will reveal some key
differencedetweerthem and, more generally, the performing and-performing arts.

Since Augander employs several different senses of the fliu@ness)in the present
context,l define a live performancesane in which the performers and spectators share the same
space at the same time. A mediatized performance is a recordingadcasof a live
performance, and would include not only opera films and television opetrassoso-called
flived broadcasts in which permance and spectatorship ocatithe same time but not in the
same place.

Auslander is correct in his observation that mass media have had an enormous influence

over the aesthetics and technologies employed in theatre performance, inchetiamg

% Philip AuslanderLiveness: Performance in a Mediatized Cul{izad ed. (London and New York: Routledge,

2008), 35. Uncritical <citations of Auslander by musicol
Li veness, an dpdrahQuartdrlg26, aor 1 (8000, BB ®; Chr i st opher Operar i s, ADi
on Vi @peraQuarterly26, no. 1(2010),99 00; Chri st opher NMperaQuagehy2fMnwagner vi
2i3 (2011), 238; Ri char d WonlGlovannd 7 o @ ei eQperdsQuarterld,no. ng Bac k
1(2011), 32.
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performance. Cinematic projections and video screens are now ubiquitous comjeeriiss
most famouslyAlban Berg prescribed the presentation of a silent film that depicts several key
plot events irhis operd_ulu. Even when the workeing performedioes not contain such
prescriptions, there is nothing stopping direcfossn employng nested cinematic works in
opera productions todain Robert LePags Ringfor the Metopolitan Operathe characteés
environments and even entire characters, such as the Forest Bird, are represented through
computergenerated projections, which resgan real time to the singgrsmovements and vocal
utterance$? There are even cases of portions of the musical perfornodiaceoperdeing
substituted with a recordingn Hans Neuenfeds productiorof La traviata(Komische Oper
Berlin, 2009), he playka recording of the background party music of Act | whilepibe
musicianssat mute.

From such evidence, Auslander concludes that there is little to no difference between a
live performance and a recording, a claim that effectively undermidissirgction between
theatre and cinemat least with regard to ontologynd phenomenology if not tineespective
artisticpractices and conventionBut demonstrating that mass media have influenced
infiltrated theatre is not sufficient to warrant $ua conclusion, since ontologically distinct
entities may influence one another without thereby becoming identical.

Noél Carroll has attacked Auslan@eposition on ontological ground&With
performing arts like theatre, there are two possible obje@Hisfic appreciation, the work being

performed and the performance itself. Producing a work of cinema also inpelfesnances

%1 Robert LePge, dir.,Der Ring des NibelungeMetropolitan Opera, 20102 (Deutsche Grammophon, 201@),

DVD. For other examples of the use of cinema in live opera performance, refer to Patrick Cafagaggr and the

Art of the TheatréNew Haven and London: YalerlJi ver si ty Press, 2006), 243; Esse,
Morris, fAWagnervideo. O

“2NoélCarrolliPhi | osophy and Drama: Per f or ma $tagegPhilosophg r pr et at i
eds David Z. Saltz and David Krasner (Ann Arbor: University of Michigan Press, 2006)2108ee alsdNoél

Carroll, Theorizing the Moving Imag€ambridge: Cambridge University Press, 1986J,69; Noél Carroll,A

Philosophy of Mass A(Oxford: Oxford Uniersity Press, 1998211 17, to which Auslander directly responds.
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by actors and musicians. Their performanaes however, internal to the cinematic work. And
since the act of showirafilm does not standardly involve any artistry on the part of the
projectionist, there is only one work to appreciate.

However, given Auslandés scepticism of ontology, perhaps a more apropos critique
would be one arising from his phenomenological concerns.k®w difference between the
experience of a live performance and that of a recording is tivat performances suppsrt
spectatoperformer interaction. Spectators have the ability to influence the perfsrastions,
and thus the features of the performance, in a way that spectaddittpfeven afliveo
broadcast from the Met, canri§tAdditionally, scholars like Clemens Risi have observed that
live opera singing has a distinctive phenomenological cterdae, in large part, to the fabat
it is unamplified®* As such, singers cultivate a particular acoustic effect known as thedsinger
formant, which allows their voices to carry in large halls like the Met, even over a \Asigeer
orchestra® The ungue experience of live singing spurs opera buffs to seek out opportunities to
hear their favourite singers again and again, even when they own recordings that exhibit a higher
degree of perfection than any live performance could. Another reason fordeadgo
appreciate the flawed live performance over the-petéect recordingnvolvesthe greater risks

and difficulties attending live performance, as highlighted by Aldbatecount of attending a

93 Auslander Liveness68, acknowledges this point but attempts to undermine it by claiming that performances of
most theatre productions vary little from one another, despite the fathélyavere performed to different

audiences. Another scholargtress the ability of spectators to influence the performé&aviddOs i povi ch, # Wha!
Il s a Theat ri claurnal Bfdesthatics aral Art Gitcigd#, no. 4 (2006), 466.

%“ClemensRsi, AThe Divads Fans: Pofoemante ReseardtBrm.dBi(20M):4Rar t i ci pa
54.

BWilliam O. Beeman, fAThdeMeuoolki oleagypsaci e@peraldaipmport

cognitive a una nuova teatrologia sperimantag. Francesca Bartoletti (Bologna: University of Bologna, 2007),
140 43.
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performance oWagneds Die Meistersingein which BenHeppner cracked every money note in
the Prize Son&

However, in citing Abbai® essay, | do not wish to align myself with her extremist
position that the only way to truly appreciate music is by attending a live performance. In my
view, engaging with saud or video recordirgy andstudying scorgandlibretti, also constitute
legitimate ways of appreciating opera. They may even be preferable for some audiences or for
some interpretive aims. Nevertheless, | do regard live performance as a privileged mode o
appreciation, since, in deciding to createak-for-performancé as opposed to a work for
playback, screening, or readhghe composer and librettist indicate their intention that their
work be performed and appreciated in that manner. In light ohtheasing mediatization of
operatic performance, it will be necessary to qualifyaaslierstatement in the following
manner: Operas are works that involve the live performance of siagthgctingpossibly in

combination with preecorded componentsither aural or visual.

1.4.2 Operavs. Song

Storytelling is a privileged function of opera, more so tisathe case witlother genres
of vocal music in the Western art music tradition, such as songs, song cycles, cantatas, chamber
duets, serenatas, aorhtorios Since its origins, opera has been defined primarily as a medium
for presenting stories. By far the most common generic label applied to early opefagolas
in musica story presented through music. And so it has remained, even throughtwérthieth
century. While practitioners in virtually all other art forms were abandoning narrative and even
representation altogether, opeathors kept on representing stories through their works. There

are exceptions, likinstein on the Beaclbut trese are few and far between, and are considered

BAbbat e, dDTfMwBsiicc or Gnostic?o, 535.
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radical, lying somewhat outside of the opera canon, in large part because of their denial of our
expectation for storytelling when attending the opera. Significantly, audiences are not similarly
disturbed bythe lack of storytelling in songs, cantatas, and chamber duets. With oratorios and
serenatas, there is a higher degree of expectation for storydetiimigbly both were used as
operasubstitutes during Lent and papal b&rsit nonnarrative examples existicluding the
most famous oratorio of all, HandeMessiah

Comparing opera with song, it would seem that one could differentiate these media based
on the distinction between singemsactingcharacters and singeidling aboutcharactes. These
modes oftonveying a story roughly correspond to the Aristotelian mdda®saticandepic, but
| will avoid usingA r i s ttermslbec@use of the implication that stoté#d in the dramatic
mode are not narratives. On first blush, it appears that operatic storytelling is cormucted
singers enacting characters and can easily be distinguished from songs in which singers tell about
characters. However, Edward Cone has poinotédhat there is not always a clear distinction
between these two activities. As an example, he cites Sctubetting ofiDer Erlkdnigp
which begins and ends with the narrator telling about the characters, but for the internal stanzas,
the singer impesonates the utterances of the father, son, and elf king, thereby enacting these
characters. Cone also notes that some operas contain rahatacters (a situation that will be
discussed in Chapter 2). The conclusion he reaches i@theaty song is ta certain extent a
little opera, every opera is no less an expanded song. Opera, although it appears superficially to
be a purely dramatic form, is as much a mixture of the narrative and dramatic as individual
songo®’

Cone is too hasty in concluding thae difference between songs and operas is primarily

a matter of duration. Orimmportantdifference between songs likBer Erlkdnigd and operas is

9Cone,The ComposXrds Voice
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that the singers and characters of an opera are typically inta-one relationship. All of the
utterance made by a given singer are to be understood as representing the fictional utterances of
the character the singer is playing, not any ot@@e common exception is the representation of
characters at different stages of life. In Alain GautBiproductdbn of Faust(Opéra de Montréal,
2012), for example, Faust was played by Guy Bélanger and Antoine Bélanger (father and son). A
more idiosyncratic example is Hadd@rgen Syberbedg opera filmParsifal (1982). The medium
of cinema allowed Syberberg to distribute the singing and the acting to different performers,
most radically in the case of Parsifal, who was sung bidgiéentenoReiner Goldberg, but
acted by a boy (Michael Kutter) and, after Kur@riiss, a woman (Karin Krick).

To illustrate some of the features required for a work to be conducive to singers enacting
characters, a look at Stravingkyaika pro lisu, petukha, kota da bara(t@etter known by non
Russian speakers Renard will be instructive. Richard Taruskin summarizes the performance
directions as calling fdfia troupe ofbuffoons, ballet dancers, or acroliatdo act the story out
in pantomime on a trestlage, which they never leave, while the singers remain seated with the
instrumentalists in the rear, their voices disembodied after the fashion of DiégGibey
ddor.0’® Even if one wished oi@e performance dRenardto consist of singers enacting
characters, it would be impossible, since the work lacks dmoee mapping ovocal parts and
character parts. Notably the vocal parts are not designateég Bog Cat, and Ram but Tenar 1
Tenor 2, Bass 1, and BassSbmetimesas in the very beginning of the wogdl four singeré
utterances constitute the utterance of alsingaracter.

Equally, gera characters who function as narrators pose no threat to the foregoing

account. In the course of enacting a character in an opera, a performer may also tell about

98 Richard TaruskinStravinsky and the Russian Traditions: A Biography of the Works through 2ereley and
Los Angeles: University of California Press, 1998),237.
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character, as when a soprano enacts Seméairg n ®er fiiegende Hollanderand in so doing,
performs a Ballad that tells about the legenddafr bleiche Mand.Such instances do not
constitute a collapse of the distinction between enacting character and telling about character
because the singwract of tding aboutfider bleiche Mandis embedded within her act of

enacting the character of Senta.

1.4.3 Operavs. Cantatg Oratorics, & Serenats

Opera is not the only genre of Western art music capable of presenting stories by means
of singers enacting char&rs. Some examples, incidentally all by Handel, include the oratorios
Estherandll trionfo del tempo e del disingannthe serenatAci, Galatea e Polifemand the
cantata<Clori, Tirsi e FilenoandLa Lucrezia® The difference between these genresapeta
largely hinges on how they are intended to be performed. Of courssongsiliance with the
authorgintentions is common. Operas may be given concert performances angeras may
be staged as if they were operas. In what follows, | will be spgathout performances that
comply with the authodantentions with regard to performance meaneratic performances
for operas and concert performancesciamtatas, oratorios, and serenafd8&ut any work that

supports storytelling by means of singers enacting characters could theoretically be given an

9 A serenata is a largscale dramaticcantétad r amat i ¢ in the sense of singerso u
utterances, not in the sense of singers wearing costumes awgptng in a fully staged theatrical production. The

line between multivoice instrumental cantatas (calling for instruments aside from the continuo) and serenatas is ill
defined.Aci, Galatea e Polifemis variously classified as a serenata and a cantatMi c hael Tal bot , iSert
Grove Music OnlineOxford Music Onlinewww.oxfordmusiconline.com/subscriber/article/grove/music/25455

(accessed 5 March 2015).

100The canposer may intend that his work be given different types of performances. Handel endorsed both concert

and operatic performances of some of his oratorios. His first ordetieerwas first given a fully staged

performance at the Crown and Anchor Taveri732, which escaped the ban on theatrical representations of

Biblical stories because it was considered a private performance for a select group of people, the Philharmonia

Society. Handel investigated the possibility of mounting another staged perfoemarat t he Ki ngds Thea
unsuccessful in doing so and turned his attentions to «
Grove Music OnlineOxford Music Onlinewww.oxfordmusiconline.com/subscriber/article/grove/music/20397

(accessed 5 March 2015).
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operatic performance, and my account of operatic storytelling would be equally applicable to
such performancé$?

Intriguingly, what makes a whkran opera ends up turning on the function of the visual
features of performances. In operatic performances, what a singer looks like, what she is
wearing, and the movements she performs generate fictional truths about what the character
looks like and hovshe moves. With dramatic songs, cantatas, oratorios, and serenatas, the
singes appearance and movements do not typically generate fictional truths about her character.
It would be highly idiosyncratic for a singer performing Lucreziato appear in Roan garb
and to pretend to commit suicide at the end. More typically, the singer will appear in modern
formal attire. The inappropriateness of her dress in the context of the fictional world does not
disturb audiences, since her apparel is not intendeeintergte fictional truths.

To understand the significance of the difference | have just identified, Guilgénition
of the category of visual fictions will be usefii/isual fictions are distinguished from non
visual ones byow content is determine@/ith a visual fiction, content is determined, in part, by
what we see. We see, on stage or screen, a man who moves in a certain way. That man plays a
character, and his visible movements determine as part of the content of the play or movie that
the charater moves in that wa§t® Currieds account applies to operatic performances but not to
concert performances of operas or other vocal genres. However, since sound is necessary to

opera, while it is not in the case of cinema and other forms of theatre psprapmew category

101 An example of a nowpera,Clori, Tirsi e Fileng being successfully performed operatically wouldd®ynonym

for Love Volcano Theatre and the Clasdi Music Consort, dir. Ross Manson (Gladstone Hotel, Toront@120

August 2012). As the title intimates, the work was given a new Enrlgligfuage libretto by Deborah Pearson. The

only significant aspect of the performance that was contrastandard farwae the fact that it was, to a limited

extent, interactive. The fAstaged comprised multiple rod
performed simultaneously. Performers and auddegaice memb
which characters to follow played a role in shaping the story they experienced. | am grateful to Alvin Penner for

bringing this example to my attention.

2Gregory Cur r i e PhidsephicaiQadrteri, wot 1630(1081) 4.
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for operas called auraisual fictions'®If operas are auralisual fictions, songs, oratorios,
cantatas, and serenatas (in addition to instrumental workBdikeQuixoté are aural fictions
because their content is determined by vamat hears®*

The connoisseur of song recitals may protest that | am too hasty in dismissing the
importance of seeing to appreciating song performasgeswatching their favourite singers
contort their faces and gesticulate is an essential part ogfh@ieciation of song performances,
particularly of singers like lan Bostridge. Indeed, most singers school their facial expressions and
body language to be appropriate to the content of the songs they sing. These actions may be
similar, even identical, tthose they might perform in an opgrarformanceFacial expressions
and gestures can have a profound impact on spe@atoagional responses, level of
engagement, and overall appreciation of the performance.

A performer may even highlight or particuleifictional truths through his gestures and
expressions. Take, for exampfigh grolle nichd from Robert Schumaria Dichterliebe The
speaker has been jilted in love. He declares repeatedly that he bears no geuduegelf
performedhis song withan angry facial expression and a clenched fist, one would be less likely
to take his words at face value. Admittedly, the turgid pounding of the piano would cause the
astute listener to come to this conclusion even without the singgoression, so hisigry face
would merely make this fictional truth more salient. But | can imagine another scenario where a

singer, through facial expressions and body language alone, marks an utterance as ironic that

103That is not to say that the sound in films and plays is unimportant, merely that there are films and plays with no

sound, indicating that sound is not a requirement for instances of these media, as it is for opera, or so | claim.

104 This lack of visual regesentation may explain why composers are prone to using the accompaniment to represent

the missing aspects of setting, character bodily motion, and so on, even more in song than in opera. Examples
include the motion of thetcsipémnamgSmwhrerdadaea, GcthudbeBHst
S ¢ h u bDders¢hdne Millerin and the rustling of | eaves in Schubert 6s
opposite of Levinsonds contenti on i nisuBulllychgrgedwitd Musi c D
reflecting in some way what the singer is doing and undergoing, as well as relating or describing, whereas the music

in |ieder may confine itself, typically, to reflecting
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would not otherwise be interpreted in this manner. Thesncede that watching is important to
the full appreciation of song performances, even more so than symphony concerts, | suspect,
because of the rich representational content of vocal music. This observation does not, however,
suggest that songs, orates, and the rest ought to fall into the category of ausalal fictions.

One must be precise about the nature of the information obtained from spévutst@is
perceptual experiences in roperatic performances of songs. In my hypothetical example of
the angrylooking singer performinglch grolle nighto the fictional truth generated by the
singerls facial expression is simply that the character is angry, not that the character is
grimacing. Similarly, the singé beard does not generate any ficiiidmuths about the
characteds facial hair or lack thereof. Notice the disparity with opgerdormancein whicha
bearded, grimacing singer playing the role of Otello makes it true in the story that Otello has a
beard and is coently grimacing. In anmeraperformance, every detail about what a singer looks
like and the actions he performs may generate fictional truths about the character he plays.
Likewise, the visual appearance of the stage generates fictional truths about his environment.

At this pont one might raise the objection that my account only describes naturalistic
approaches to stagirectionemploying traditional operatic performance practiéa®n
traditional productions likéheM e t f@rmerRingcycle by Otto Schenkan posadlifficulties
because of pr adtiincdedsFarlthesd\W rdigaseéifricantAmerican
sopranalessye Normaand whiteHeldentenoiGary Lakesvere cast as thé/alsung twins
Siegmund and Sieglindé& Clearly when Sieglinde comments that shesse&Siegmunds face a

likeness of her ow(Act | Scene3), we are not to imagine that she is lying or deceived. In some

1050tto Schenk, dir.Die Walkure Metropoltan Opera, 1989 (Deutsche Grammophon, 2002), DVD. | am grateful
to Udayan Sen for first bringing this example to my attention and to Lloyd Whitesell for recommending its use in
the present context.
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cases, singedphysical appearances do not generate fictional truths about characters
appearances.

Another exception of a similar kiharises irRobert LePags Nightingale and Other
Short FablegCanadian Opera Compar009).LePagés work involves the performance of a
conglomeration of works by Stravinsky includibg rossignglRenard thePribaoutki Ragtime
and Three Pieces for Clarinet Solo. Not all of these works are operas nor are they all narratives.
As onlyLe rossignois both, my remarks will concern the portion of LeRageork that
constitutes a performance lod rossignal Singerévocal utterance constituted the utterances of
characters, but the physical forms of the characters were represented by puppets and marionettes,
in most cases manually operated by the singers, whose bodies were also'f Wiaile
singer®appearances typically represeharacter@appearances, there are some exceptions, such
asthe foregoingproductionby LePage
An example involving troublesome sets and costumbkasr t i s piodugiiengf

Don Giovannifor the Salzburg Festival (20049, whichthe set wagntirely white and
frequently populated by a dozen or so women underwear métidsdems obvious that the-all
white sedidn ot make it fictional that D\odspeGatmsyv anni 0
are not to imagine that women in this worldiggly stand abouike living mannequins in
nothing but their underclothes. But just because these features of the set and costuming do not
generate fictional truths abdoestnotmdaathattbegn Gi ov
generate no fictiondtuthsat all In both cases, they generate fictional truths about the world
which Don Giovanni livesjust not abouits visual appearanc&everal interpretations are

possible. These features could convey something about Don Gidarperience ohe world

106 ePage was inspired by Vietnamesaa roi nuocand Japaesebunraku Robert LePag®e @ The Ma
Nightingale & Other Short FablésP ar t 1: I nspiration, 0 video interview by
www.lacaserne.net/index2.php/exmachina/gallery viddealbum37&num=Q
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The bare, colourless ssbuldplausibly beinterpretedas representinigis boredom and
lonelinesst?” The presence of the modeigy also indicate that Don Giovanni perceives all
women as sex objects or that this is an attitgenerally held ihis society.
There may be cases when the visual elements of a performance generate no fictional
truths but merely express the direGoattitudes about the work, for instance, ah Giovanni
represents women as sex objects. Such a scenario doesenptqaems for my account, since
thevisual featuresf the performance still help determine its conté&mid the expectation that
what one seewill generate fictional truths remains appropriate, evben the expectation is
denied. For spectatovgho find productions lik&K u esj di sconcerting, |l sug

of the foregoingexpectation may form part of an explanation.

1.44 Operavs. Plays

The final and most difficult task is to differentiate opdrasn plays that contain
performances asong. Establishing firm rules may be a futile exercise and that is not what |
intend to do. My aim is merely to draw attention to some pitfalls of current approaches and to
point towards a more fruitful avenue.

If the difference between the musical and fiouasical theatréay in the quantity of
musig we would run into problems with the Sorites parad8%Equally unsatisfactory would be

an approach hinging on the musiquality or, as Paul Woodruff has suggested, its ability to be

¥"The interviews with Thomas Hampson, who performed the
of 0 documentary included on t hdordprédent Dom Gievanmias conf i r ms t |
psychologically troubled, his sex addictiobona vain att

Giovannj Salzburg Festival, 2006 (Decca, 2006), DVD.

108 The term derives from the Greek waolro meaning heap. lits original formulation, attributed to Eubulides of
Miletus, one is asked to consider a heap of sand from which grains are individually removed until only a single grain
remains. Operating under the seemingly sensible assumption that removing one sgathadnnot turn a heap into

a northeap, one is left with the false conclusion that a single grain of sand constitutes a heap. If one wishes to reject
such a conclusion, one is left with the problem of determining at what point the heap turned irteeamon
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performed as a conceéf A more likely candidate is the function the music serves. Saying that
an operés story is told through its sga(and other musical numbetis)undoubtedly a truism,
but i1t is wunclear what 1t means to say that t

One might be tempted tarify the foregoing statement by proposthgt the songs
advance the plot, but requiring that a new plot development occur in every song will exclude the
majority of songs, both in operas andnusicals. Many songs merely progichore information
about what a character is feeling at a given moment. Perhaps songs in operas and musicals
perform the function of generating new fictional truths beyond the banal fact that a song is being
performed. The litmus test would be the abitdyomit the song without a noticeable gap in story
content. Yet, many songs involve characters merely expounding on the current situation in which
they find themselves, or feelings we already know them to.Ha@eich songare no worse off
for their putative superfluity.Furthermore, the requirement that songs generate fictional truths is
hardly exclusive to opera. When Ophelia sings her mad songs in Shakéspkaseseveral
fictional truths are generated, such as the crucial fact that she is madth€&hitjonattruth-
generation requirement fails to differentiate the function of songs in operas from the function of
songs in nommusical plays.

| propose that a key difference between operas and plays is that song is at least one of the
normative modes of communication and expression in the fictional world of an opera. In most

cases, singing will be the primary mode of communication and exprdssgidor opera

paul Woodr uf The OxffofdiHanakoaok ef Aésthetiesl. Jerrold Levinson (Oxford: Oxford
University Press, 2003501.
John Mueller, AFred Ast £inamaJoarmab4, no.H ¢1984)20t egr at ed Musi ca
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subgenres likepéracomiqueandSingspiel speaking will be anothe@nd in operas like Aubés
La muette di Portigigesturesinddancemay also play a key rafé!

The foregoingsuggestion is in opposition to the view advanced by Abbat®now
widely accepted in opera studies, as well as statements by philosophers like Kendall Walton and
Currie1*? Their position is that if one entered the world of an opera, one would not hear any
music. Elsewhere | have exposed problems with the domweamtand defended the position
that an oper@ music is best understood as comprising part of the ontoldatp/fiational
world.!*®* An upshot of this view is that operatic fictional worlds are strikingly different from
those of plays. They are charactedizsy nonnaturalistic ontologies whereas the world of a play
is more similar to our world. As a result, when watching a play, one expects there to be a reason
for a character to break into s@nghe character is a professional singer, for instance, osshe i
insane. In an opera, no such explanations are required. Songs happen anywhere at any time, even
in the most unlikely scenarios, such as when one is dying of consumption!

Operatic fictional worlds operate according to substantively different rules than the world
in which we live. For this reason, | suggest that it is incorrect to complain about how quickly
opera characters fall in love or the implausibility of charactedengoing fundamental changes
to their belief structures during the course of a duet. While these occurrences may be unrealistic
in our world, they are not unrealistic for opera because of the fact that such exchanges are

conducted through song. | suggdsittthe act of singing together may forge emotional bonds

MEor reminding me not to forget opera with spoken dial
Polarities: Opera Theory and Opéfao mi g uFgenah Opera, 1730L830: Meaning and MedigAldershot:

Ashgate, 2000),i13, and also Dan Wang.

112 Abbate Unsung Voicesl19; Kendall L. WaltonMimesis as Mak@elieve: On the Foundations of the

Representational Arf&Cambridge: Harvard University Press, 1990), 182; CuN#ratives and Narratorss9.

13Nina Penner, nOper a SdoungliofrAgstheticscnd Rrt Criticisi,ma. L (2018):181 h , o

90, which builds on Edward T. ConeMusidiaview froidelf: d of Oper ;
Selected Essayed. Robert P. Morgan (Chicago: Universiy of Chicago Press, 19893712%et er Ki vy, iOper
Tal k: A Phil os oGahnhridge ®Opera B®irradnno.d $1094); 657.
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andbring about a harmonization of divergent points of view more efficiently than spoken

discourse.

1.4.5 Conclusion

Contrary to the current scepticism that there is anything particular aboutaspana
artistic medium, lie foregoing investigation into the nature of operatic storytelling has revealed
the following mediurrspecific features of opera. Operas necessarily involve singing. Unlike
cinema, operas are intended for live performance. In @ritbaong, operas present stories by
means of singers enacting characters. In contrast toperatic performances of other genres of
vocal music in which charactenactment is possible, operas are aualal fictions. Content is
determined not onlyyowhat we hear but also by what we see. Finally, | suggest that opera may
be differentiated from nemusical theatre by the fact that singing is a normative mode of

communication and expression.
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2 NARRATORS& NARRATION

One of Geneti@ chief contributions to the discipline of narratology was his refinement
of the study of narrative perspective by identifying the common conflation of the qu&shon
is the character whose poiaf view orients the narrative perspectivea® the very different
questiorwho is the narrator@" While previous scholars sometimes assuthatithe answer to
both questionsvas the narratpiGenette proposed that the answeah&former question wake
entity he calledhefocal characterGenet t eds di sentangling of the
focal character has led tore sophisticated scholarly discussions of point of view. However,
Genetteds contention that the study of point
charactero6s point of view, rfot the narratoros
As illustration,l will use Henry Jamés novelWhat Maisie Knewa story about a girl
who, through her observation of the power struggles between her divorced parents and their
romantic liaisons, achieves wisdom about human nature and relationships far beyond her years.
Initially, James had considered telling the story with Maisie as the narrator. Although intrigued
by the idea, James found it unworkable. In the preface to the New York Edition, he commented
thatfismallchildren have many more perceptions than they hawestty translate them; their
vision is at any moment much richer, their apprehension even constantly stronger, than their
prompt, their all producible, vocabuladyl herein lay the rub. Jam@scharacteristic style, at
once florid, exacting, and subtkeould be inappropriate to represent a césldccount.
Moreover, the formal structure and logical coherence of the telling would suffer as well, he

observed, sinciéthe infant mind would at the best leave great gaps and voids; so that with a

! GenetteNarrative Discoursg186.

2lbid., 1868 7 . I am not the first to critiqWNarativdsand aspect of
Narrators, chap. 7; McintyrePoint of ViewinPlays3 6 ; Gene Moore, MAFocal Whaati on and
Maisie Knew banguage and Sty22, no. 1 (1989), 4.
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systematic surfaepossibly beyond reproach we should nevertheless fail of clearness ab’sense.
In the end, James decidetharrateMaisieds story, but with certain efnentioned restrictions.

The narratais telling is primarily focused on Maiggeexperiences, which haterprets from
approximately her knowledge base, reflecting, in particular, her lack of knowledge about certain
aspects of adult relationships, such as the protocols of propriety governing the interactions of
unmarried men and women. For instance, whamsM returns to her fathircare, she asks him
about his time with her governess Miss Overntdvk. Farangés response confirms that they
had been cohabitating while Maisie was with her mother, sending the governess into a horrified
frenzy for reasons Msie cannot surmise but one assumes the adult narrator can. Nevertheless,
he avoids divulging the cause of Miss Overnieteysterics until Maisie is provided with an
explanation.

Imagine that James followed through with his initial impulse to tell M@istery, not
only according to her experience and interpretive capacity, but also in her own wogslsallet
this hypothetical version of Maisiestory with Maisie as the narratfhat Maisie Knew*
Genette would claim th&¥hat Maisie KnevandWhat Masie Knew*are told from the same
point of view; the difference is that they are told by different people. But telling a story from
ongs own point of view (the situation What Maisie Knewfand telling a story according to
anotheés point of view YWhat Maisie Knew are distinct activities, which would result in
different stories. IWhat Maisie Knew*Maisigs narrative would be constrained, by necessity,

in the ways James identifies whereas the nadatamstraint to tell the story according to

3 Reprinted in Henry Jameghe Art of the Novel: Critical PrefacésNe w Yor k: n§,d934)d46er 6 s So
41 realize that some would prefer to imagine that the narrator is a fictional entity, however impersonal. | discuss my
preference f or r difgauthar asrtgnarratorein casesrilhatdMaisiecKadvater on.

5 Henry JamesWhat Maisie KnevjLondon: Penguin, 1985), 53.

8 The idea for this thought experiment came from CuNyatives and Narratorsl24 27, but Currie uses

J a meThebAmbassadomss his example. My choice @hat Maisie Knewvas prompted by thiact that James

actually considered writingvhat Maisie Knew*
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Maisiels pointof view in What Maisie Knews selfimposed. He is selective about what facets of
Maisie(s point of view to represent, and, on numerous occasions, abandons all such constraints,
expressing his own point of view on the situation. Take, for exarigl®ebservation, made early
on, thatfishe was the little feathered shuttlecock they could fiercely keep flying between’them.
By the end of the story, it is possible that Maisie would see herself as a pawn in a cruel game
played by her parentbut surely not at the point in the story at which the remark is made. Even
if the narrator were more fastidious about curbing such behaviour and remaining perfectly self
effacing, and thus representing more thoroughly Ma&sgeint of view, his own poirdf view
would remain crucially relevant. Any act of telling a story from another pé& gmint of view is
dependent on the tel®rbeliefs about what the other per@point of view is. Thus, one cannot
help but narratéfom ones own point of view eveif one is trying oné best to narrate
according tothe point of view of someone elée.

Unlike Genette, | contend that understanding the point of view from which a narrative is
told begins with inquing into the narratds point of view, after which onganexplore howthe
narrator may ex@ss the points of view of otleeAs such, before | can examine what presenting
a narrative according® ¢ h a rpaint af @ew@&mounts to in opera, it will be necessary to
examine the entities responsible for gt narration. After defining some key terms and
concepts, the first task will be to reexamine the question of whether all narratives have fictional
narrators. Although I will reject the validity of any sortaopriori assumption in this regard, the
gusstion of whether there is a good reason to understgradticularopera as havingfictional
narrator remainsAnsweringthis questions the tasko which the remainder of the chapter is

devoted.

7 JamesWhat Maisie Kneyw42.
8 This is a point made by Curriblarratives and Narrators127.
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2.1 Types of Narrators

At the outset, it will bemportant for me to identify the animaii hunting and to make
some distinctions between different breeds within this species. According to traditional
narratology, a narrator is a fictional agent engaged in a fictional act of telling or presenting a
story. An implied author is not a fictional entity; it is a mental construct, generated by each
reader on each occasion of reading, of the person who authored the work. Finally, tsaeabrk
author(s) are the person(s) actually responsible for creativgoitke

Although traditional narratology advocates a strict separation between these three types
of agents, in practice they are often conflated. One source of conimaidre traced to the
category of thextradiegetieheterodiegetimarrator (in Genetts terminology), an agent who is
not a character in the story and who tells or presents the story as figthan&lurrie has
observed, extradiegetiteterodiegetic narrators are suspiciously similar to authors. For this
reason, he hateclared the categorgdundantReferences to it are more accurately regarded as
referring to either the real author or the implied author, he contends, depending on the degree to
which the person who appears to have authored the work corresponds to publicly accessible facts
about the person(s) who actually authoréed it.

Currie has taken this idea further in recent work, arguing that the distinction
narratologists have been attempting to enforce between authors and narrators is mischaracterized.

He contends thdifor virtually all cases of narrative we are likely to come across, there is no

® The extradiegetiintradiegetic distinction identifies whether or not the narrator occupéesattme fictional world

as the characters in the story. The heterodiegeticodiegetic distinction identifies whether or not the narrator is a

central character in the story. GeneMeyrative Discoursg228, 22445, 248.

101n Currie,Image and Mind263 Currie states that the extradiegetic narrator is always the implied author, but in

his laterNarratives and Narratorssec. 4.2, Currie advocates for a more circumscribed role for the implied author.

Works have implied authors only if there is a disjunetof the type specified above. Richard Waldie Rhetoric

of Fictionality: Narrative Theory and the Idea of Ficti@olumbus: Ohio State University Press, 2007), 84, makes

a similar argument that extradiegetice t er odi eget i ¢ nagtrian guiss Mallee i fnr mm awatyh
Currie, Walsh is against the concept of the implied author.
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distinction that should or can be made between authors and narrators, for there is no distinction
to be made between narratineaking and narrativeelling.o'! Rather, the relevant distinctias
betweeninternal authornarrators anéxternalauthornarrators, the qualifiers referring to the
authornarratofs relationship to the work.Henry James is the external narratobé Turn of
the Screwvhile the Governess eninternal narratgrresponsible for producingwvaritten
account of her tenure at Bly. External narrators are always real people, and for fictional stories,
internal narrators are always fictional agents, even when they happen to be based on real
persons3 Currieds contentiorthat any act of authoring a fictional story is also an act of narration
opens up new avenues for thinking about storytelling in media like cinema and opera, as | shall
explore.

A narrator is an agent wtiells or presenta story for the purpose of commauating that
story to an audience. | employ the term agent to include both human beings like the Governess in
The Turn of the Screand norhuman creatures like the horse who is the narratBtawk
Beauty Contrary to the assumptions grounding traditiovaalatology, | embrace the
commonsensical idea thatarrative is necessarily the product of an act of narration performed
by some real agent or agemdlowing that stories can be conveyed by tellorgpresenting
includes noringuistic modes of stokglling, such as gestures, imagasdmusic. The story

itself may be fiction or nonfiction, the difference lying in the attitude audiences are intended to

11 Currie,Narratives and Narrators65.

2 bid., 69. Also refer to Currieds distinction between

B Wilson, Seeing Fictions in Film114 15, argues that the fictionality stipulation results in ambiguity in cases

where historical persons function as Thed&ublicBurmngis of fi ct |
which Richard Nixon is the nator. To this, | would respond that the narratofloé Public Burnings a fictional

entity, despite being based on a real person. This ent|
evident when one considers that what is true aBouto v er 6 s Ni xon i s dependent solely

story and Coover 60s i simplicterabautthe histonicaltfigue Richard Mixon.i s t r ue
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take towards the stofiy contentd belief or makebelief.!* In other words, the Governésstory
is nonfiction because she intends readers to believe her story even though it may, in reality, be
based on delusions or contain falsehoods. Henry James, however, told his story as fiction. He did
not intend anyone to believe that there was a governess whornmray not have contended
with malevolent supernatural forces at Bly; he intended readers to imagine such propositions.
Finally, narration involves not merely conveying facts about the content of the story but
expressing attitudes about the stergharactrs and events. Determining the identity of the
narrator will hinge on determining what agent possesses the appropriate attitudes.

In addition to the internaxternal distinction, two others will be of use in the present
discussion. Within the category of fictional narrators, Currie distinguishes betestnlling
andembeddedarrators, a distinction that will be essential to the understanding of debates
surounding the purported necessityfistional narrators to narrativeéS.A work has a
controlling narrator if it is appropriate to imagine that a fictional agent is the source of the text
we are reading or the auewisual display or performance we are waig. For example,

Watson is the controlling narrator of most of the Holmes stories because it is fictionally true that
he is the author of the texts we read when we engage with these statfiescase of embedded
narration, it is fictionally true thahe text, audievisual display, or performance reports or
presents a fictional agentdés telling, but i
creating and disseminating or presentingahgrety of thetext, audievisual display, or
performanceThe provenance of the text, audigual display, or performanaes a wholas

fictionally indeterminate

¥ The method by which I differentiate fiction from nonfiction is base®onechWhatls NonFiction Cinema?
3L
15 Currie,Image and Mind265 66.
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One potenti al di f f, one heldoey notadirectl addrasg¢hatéhere a ¢ ¢ o u
are some embedded narrators, like the GovewfeBse Turn of the Screvhat readers are
invited to imagineasbeing the author of a portion of the text they are readingre arealso
some controlling narrators, like Humbert Humbet N a b lwlkag whoé are not to be
understood as the author of the entirety of thewdtkt which readers engage. Humbert is not the
fictional author otthe psychologisi o h n R a yewaldio forsinstdnEed e difference
between the Governess addmbert is not merely a quantitative difference in the proportion of
the textof which they are to be understood as authdoimgalsoamounts ta difference irkind.
Controlling narrators possess the resources, whetheutitieg them or not, tanarshal and
direct the narrativenaking activities of othesigents. Embedded narrators, by contrast, only have
control over their owmarrativemaking activities™

While controlling narrators are common in literatui@w films invite spectators to
imagine that fictional character or characters are responsible for shooting and disseminating the
film they are watching’ Cinematic narrators are overwhelmingly of the embedded type, even
when the narrator apparently exercises control over the-aigiial displayForexample All
About EvgJoseph L. Mankiewcz, 1950) begins with Addison De@/itbmmentary on E@e
award eremony, in which he appears to dirdet camera to each personage as he introduces
them,to put the diegetic sound on mute because he firelsiirened act@ speech tedious and
irrelevant, ando institute freezeframe at the moment of E¢ereceipt of her award to allow
himself more time to pontificate. It is also common to speak of characters controlling the audio
visual display when it rerats their mental cogitations, such as Léiracollections of her

romance with Alec irBrief EncounteDavid Lean, 1945). Another familiar scenario is a

%) thank Ll oyd Whitesell for bringing the foregoing dif
for pointing out that the difference between controlling and embedded narrators is not merely a quantitative matter.
17 Currie,Image and Mind266.
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character beginning to tell a story, and at a certain point, the-aisdial display cutting from
the scene of narration to an ausisual representation of the story. The embedded narrative may
be fictional, as iMhe Princess BridéRob Reiner, 1987), or, more commonly, nonfictional, as is
the case with SaligB confession ilmadeugMilos Foreman1984) and the contradictory
testimonies irRashomorAkira Kurosawa, 1950). Finally, in films likeetter from an Unknown
Woman(Max Ophitils, 1948) andiournal dun curé de campagr(Robert Bresson, 1951), the
audicvisual display may represent the contents of a written narrative.

Despite the control the aforementioned narrators appear to have, they are not controlling
narrators because it is not fictionally true that they are regperfor making the film that
spectators are watchirngAdmittedly, with movies likeAnnie Hall(Woody Allen, 1977), in
which the filmmaker plays fast and loose with the fictmmfiction divide such that the
narratofs and filmmakeds roles blur togetheit may be tempting to regard the narrator/director
surrogate character # fictional author of the filmYet, despite the resemblances between
Alvie Singer and Woody Allen, it is not fictionally true of the former that he is a film director
who has made a film about his love lif@hus, Alvie is not a controlling narrator. Given the
requirements narrators in films must meet to be considered controlling narrators, it should come
as no surprise that few examples of controlling cinematic narrators Bxiste that do come
from films about the nature of cinema likdor Fake(Orson Welles, 1973), mockumentaries

like This Is Spinal TapRob Reiner, 1984), arfdms presented as the recovered footage of

8 Some scholars have argued that DeWitt should be construed as a controlling narrator. See, for example, Gaut,
Philosophyof Cinematic Art209 11; Sarah Kozloff|nvisible Storytellers: Voicever Narration in American

Fiction Film (Berkeley: Unversity of California Press, 1988468. | am i n agreement with Ma
Thoughts on Controlling F AmeticaroSoaety foNAzsthetiest Gradumtddtirnal Fi ct i on
6, no. 2 (2014), 45, who points to evidence of the limit of DeWi tt és control, such as t

music of which it is implausible to imagine DeWitt being the source.
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character8documentarymaking efforts, as iffhe Blar Witch Project(Eduardo Sanchez and
Daniel Myrick, 1999).

The narratais degree of characterization will also be a crucial factor in our discussion of
purported narrators of films and operas. Unlike the previous distinctions, it is a gradational
conceptAt one extreme lie narrators likéumbert about whom readers know a great deal. At
the other ar@arrators like that dlermanMelvilleG Billy Budd Although readers may glean a
sense of the narratsrpersonality, style of communicating, values, and beliefs, theyneagyr
discover many other features of the nar@tadentity, such as his or her name, age, or geialer.
some circumstanceg,may be appropriate to imagine narrating agérdsaresven more
radicallyfie f f aced 0 Jomwhfosleusikvé | s and abilities bear

beings currently known to mas

2.2 Reexamining the Necessity of Narrators

With some terminological gear in hand, it is possible to formulateme care the
guestion of whether all narratives have narrators. For any narrative in any medium, is it
necessary for audiences to understand the story as being conveyed through a fictional act of
telling or presenting? In light of the foregoing discussibis clear thasuch aragentwould
haveto be a controlling narrator. The narration of embedded narrators, like Addison DeWitt in
All About Eveis subsumed withih hi s ot her , c¢ achdf mawakion.iltimlge nar r at o
controlling narratowho decides to begin his or her narrative wiith embedded narration Biir
DeWitt andwho determines thahe audievisual displayshoulddutifully follow his pompous

verbal introductiorto the world of the theatre

®For the origin of these terms, see Ann Banfield,
Foundationof Languagel 0, n o . 1 (1973), 1; George M. Wil son,
Philosophical Studie35, no. 1 (2007): 1388.
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Cases where tHectionaln a r r adentity i® nsade explicit and his character vividly
represented are uncontroversial. The contentious issue is whether audiences invariably posit a
fictional narrating agency for narratives that lack such explicit evidence. The debate has been
most heated wih regard to cinema. As shall become clear in the following sedittional
controlling narrators are just as rare in operas as they are in films. As such, opera scholars have
much to gain from examining the debates on this topic in the philosophyeohai

On the siden favour ofthe ubiquity or near ubiquity dictional narrators, there are three
primary lines of argumentation, tlepriori or analyticargument put forth by Chatman, the
ontological gapargument of Levinson, and George Wil&phenomenologicargument?
Since Wilsoiis argument is a direct response to arguments on the side of the opposition, | will
defer the consideration of his work until after | have examined theirs.

Thea priori or analytic argument is so named because prqsrthereof uphold an
analytic connection between narratives &ational narrators. In other words, they believe that if
one knows that a work is a narrative, one can deteranpréri (i.e., without examining the
workds particular features) that it diafictional narrator. Or so goes a typical summary of
Chatmais argument. There is more to it than that, howevdfafiserineThomsonrJoness

digest makes evident:

1. Narration is the activity of telling or showing a story.
2. Every activity has an aqt.
3. The agent of fiction narration is the narrator.
So 4. All narrative fictions, including all narrative fiction films, have
narrators’!
®The first two | abels come from Kani d48 Thelastcomest t he Ubi

directly from Wilson,Seeing Fictions in Film121.
21 Katherine Thomsodonesfi The Li terary Or i gi n BritishfJoutndl ef AeStheticd7pmm.t i ¢ Nar |
1(2007)83. For Chat mano6s CaningtgTemglll516.r gument , see
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With Premises 1 and 2, Chatman identifies what is incoherent about David Basdwell
suggestion that we can tadbout the narration itself (or, in the Russian formalist terms he
employs, thesyuzhetperforming actions like suppressing informatféPremises 1 and 2 are
unassailable. The problem with Chatréaargument lies iRremise 3, which contains the
groundless assumption that an agent responsible for narrating a fictional story must be a fictional
entity. Even if this proposition were true, its truth would need to be demonstrated.

That is precisely what Levinson has endeavoured to do. The following is my own
summary of his argument:

1. Itis reasonable to expect an answer to the question of how audiences
gain epistemic access to the fictional world of a narrative.

2. There exists an ontological gap between the fictional world and the
real world.

3. The agent responsible for providing audiences access to the fictional
world must be on the same side of the gap as the characters and events
of which he narrates.

. Authors, either real or implied, are on the other side of the gap.

4
Thus 5. Thenarratingagent must have the status of fictionality.
So 6. All fictional narratives havéictional narrators?®

As Andrew Kania has countered, eveiémise 1 were correct aitlemise 2 were to pose a
legitimate epistemic problem for story comprehengiaither of which is established by

Levinsorés discussion)Premise 3 does not solve the problem of the ontologicaftjéhere

exists an ontological gap between the real world and the fictional world such that the author
cannot tell or show the fictiah, it is not clear how a fictional agent would haveeasier time
traversing said gap. It makes more sense that the author would be able to do so, since works of

fiction are part of our world but our world is not part of all fictional worlds.

22 Bordwell, Narration in the Fiction Film62. This critique has been raised by Chatn@aming to Termsl27 28;
Currie,Image and Mind247 49; GautA Philosophy of Cinematic Ar200.

ZlevinsonfiFi | m Music and 49&0.r ative Agency, o0 1
2Kani a, fAAgmquintsyt dfheFiUbtii onal Narrators, o 51.
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The numbenpf philosophers who have opposed the ubiquity thesis makes a
comprehensive list impractical. The most notable include Currie, David Davies, Gaut, Kania, and
ThomsonrJones. Although each has taken issue with different aspects of the arguments on the
fiprod side, they all share a commitment to the idea that postulatfitgionalnarrator should not
be decidea priori. Whether a given narrative ha$aional narrator depends on the features of
that narrative, not on any general truths about narré&tigicourt or narration in any particular
medium?®

Another problem, most extensively probed by Gaut, is the fact that positing narrators in
films generates silly questioike Why dondét the | overs notice tha
their faces as thegmbracedr How did someone make a motipitture recording of fictional
events that take place before the inventionimém&?® Some narratives require us to imagine
impossible scenarios, but, according to Gaut, if positifictianal narrator generateslly
guestions that detract from our appreciation of the work, and there is no compelling reason to do
so, we should refrain from doing so. Given the legitimadyreimised and 2 of the priori
argument, it may appear as if we have a compelling re¢agoosit afictional narrator in every
narrative. Since narration is an action, there must be an agent responsible for that action.
However, as Gaut and Kania have argued, what follows Rr@mises 1 and 2 of Chatn@an

argument is the necessity for themaséive to have an author, not for it to haviécéonal

25 Statements to this effect have been made by CiNagatives and Narrators 6 9 ; David Davies, A E
Wil sonds 0 E!I uPhilosoghical$tudietadt 70,r sn,od.6 3 (2010), 393; Kania, AA
Fictio n a | Narrat orJso,ntes52;iThhreomsarerary Origins of the Cine
26 Gaut,A Philosophy of CinematicArt 213. | empl oy the phrase fdAsilly quest
Walton,Mimesis as Mak®elieve sec. 4.5. Silly questiorsr e t hose that distract from #ft
pur pos e Narrat@as and Naratorss9.
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narrator?’ They contend that Chatman and Levinson err in their rejection of the possibility that
the author could function as the narrafe/gller or presenter.

Wilsonés recent defense of tifiémid and helplesscreatures he calfelusive narratocs
shares much in common with arguments put forth by his colleagues on the oppgbsiten.
them, he opposespriori arguments like Chatméand Levinso@s. His reason for supporting
the near ubiquity of narrators is phenomenological. It is part of normative games cbetieke
that we learn about what is true in the story from a fictientity.?® In the case of film, the
normative mode of engagementahwes imagining seeing naturally iconic imagedictional
characters and everf&Since our access to the fictional world is mediated, there must be a
corresponding act of fictional showing performed Hictonal entity But for Wilson, unlike for
othe cinema theorists like Christian Metz, this entityeiss aragentthana fictive device or
mechanisnt! In response to cries of absurdity, voiced most vociferously by Currie, Wilson
explains that thenechanics of this primitiveinematienarratingagency s a @re fictronallyy

indeterminate, just as it is fictionally indeterminate how HucK he Adventures of Huckleberry

27 Gaut,A Philosophy of CinematicArt 201; Kania, #fAAgainst the Ubiquity of
divergence between scholars iBether the author referred to in this sentence is the real author or the implied

aut hor. Kania, MAAgainst the Ubiquity of Fictional Narr:
the implied author is more appropriate in some casesf@exxample, CurrielNarratives and Narratorssec, 4.2;

Gaut,A Philosophy of Cinematic Ar200; Thomsord ones, #fAThe Literary Origins of t
2Wi |l son, fAElusive Narrators in Liter &harateinNamaton®i | m, 0 77
Light, 134, but made an abefita ¢ e.e Grand linagieSt eps Out : The Primitive Basis
Philosophical Topic25, no. 1 (1997): 29818, which became chap. 2®éeing FictionsinFilm and AEl usi ve
Narratorsm Li t erature and Fiil6nsubsequentreferencds tocthasmessagshwil pesa theib

revised versions igeeing Fictions in Film

29Wilson, Seeing Fictions in Film117.

®¥The qualifier Anaturally iconico specifies that the i1
say that their properties do not depend on anyoneds i nf
produced images display naaut count er factual dependence; paintings do

instead -pifctimoe i Mot so0 because he wants to avoid the st
motion-picture camera. lbid., 47.

SCompare Christian Metz, fANotes T oRimladguage: R Bemintcsoe nol ogy
the Cinematrans. Michael Taylor (New York: Oxford University Press, 1974) 220 Wilson,Seeing Fictions in

Film, chap. 2.
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Finn, managed to write a 36@age memoidespite being barely literate and unable to bear the
thought of sitting still for long periods of tiné

Wilsonds claim that his argument is not grounded ipriori assumptions about the nature
of narration like those of Chatman and Levinson, and theegpes the critiques levied against
them, is questionabl&Vilson states that Chatman is wrong to suppose that the act of telling or
showing a fictional story necessitates an act of fictional telling or showing, but, in effect, that is
precisely what Wilsomms arguing. Reviewing Kan@a suggestion that Graham Greene is both
author and narrator of his novihe Heart of the MatteMilson rejects on principle the idea that
any real person can tell or show the fictional. Rather, according to Wilson, whaghig@u
imagine about narratives that are apparently narrated by their authors is that a fictional version of
the author tells the story as acteéfWilsonds rejection of the possibility that real persons can tell
or show the fictional poses problems fomhioe would characterize the experience of the few
examples he provides of narratives that involve no fictional act of narration, such as his
hypothetical example of a haistiadowed show about a hawk and mole and lvy Compton
Burnetts novel The Present anthe Pastwhich consiss entirely of dialogué? If there is no
fictional act of narration, and the wodauthors cannot function as the sfisrteller or presenter,
it is unclear how Wilson proposes we understand the narration of these works.

In the debat on the logical necessity of narrators, | side with the opposition. Like them, |
do not believe that there is any weight to arguments attempting to prove that fictional

storytelling, by definition, requires a fictional act of telling or showing. The ourest whether

32 Currie,Image and Mid, chap. 7; WilsonSeeing Fictions in Film46 47. TheHuckleberry Finnexample comes
from David Hills, cited in WilsonSeeing Fictions in Film44m.28.

33Wilson, Seeing Fictions in Film115.

%4 bid., 112, 32.
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a given narrative hasfetional narrator must be decided on a chgecase basis. So, in

examining whether operas hdugional narrators, it is time to look at some cases.

2.3 Explicit Fictional Narrators in Opera

Many operas havictional narrators. Any time a character tells a story, either fictional or
nonfictional, he or she is acting in such a capacity. For cinema, taxonomies of different kinds of
narrators have already been propoSegince the terrain is uncharted for operajll take a bit
of time to define some of the most common tyffes.

Before doing so, it will be important to recall that the study of the performing arts may be
directed towards twkinds of works,works-for-performanceand workperformancesWorks
for-perfamanceandwork-performances necessarily differ with respect to their propeAies
work-for-performanceossesses far fewer properties than any of itsyerformances, a
situation that allowsvorks-for-performanceo give rise to many different but ediydegitimate
work-performances. Accordinglyt is possible thaa work-for-performanceackingan explicit
fictional narrator may be given a performance that has such a naarptmgsibility | shall
explore in Chapter 5. In this chapter, unless otrespecified, | will be discussing what is
fictionally true inworks-for-performanceas conceived by their creators and detailed in their

performing instructionsnot about what is fictionally true in any particular wquérformances.

35 See, for example, Avrom Fleischmatarrated Films: Storytelling Situations in Cinema Hist¢Baltimore and
London: Johns Hopkins University Press, 1992),721

36 Abbate,Unsung Voiceschap. 3constitutes the most extensive treatment of the topic, but she limits her
discussion to only one of the types of narrator | will identify in this section, a fictional character who tells a story to
other fictional characters. Within this type, Abbate fasusn the subcategory of threseen-abymesong.
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2.3.1 Charactetto-Character Storytelling

By far the most commonplace storytelling situation is that of a character telling a story,
either fictional or nonfictional, to other characters. Most often, the story is told as fact for the
purpose of apprisingther characters about past events, and thus constitutes a nonfictional story
within the context of the fictional world. Examples include Tannh&user recounting to Wolfram
his journey to RomeTannhauseAct Il Scene3), Isolde revealing to Brangane heiop history
with fiTantrid (Tristan Act | Scenel), and Gurnemanz explaining to his young squires why
Amfortags wound never heal®arsifal Act | Scenel). Although Wagner is the composer most
notorious for his predilection for backstory narrations, seenes do occur in operagother
composers. Ver@ Il trovatoreis another opera unusually preoccupied with the past,
specifically, the death of AzucetBamother and Azucefmkidnapping and supposed killing of
the Counds brother” The opera juxtaposeéwo opposing versions of these events, first that
narrated by Ferrando, captain of the Céiarmy, and then Azuce@saaccount, told to Manrico,
the man believed to be her son (A&denel and Act lIScenel, respectively).

The function of scenes ofuration has been debated at length in Wagner scholarship, in
large part because Wagrbe-operatheorist explicitly opposed such dramaturgical tactics. One
of his statednotivations forexpanding his initial idea for tHeingcycle, Siegfrieds Togdinto a
tetralogy was to replace all of the instanceEm@@hlung(narration) withDarstellung(dramatic
enactment¥® As is well known, the plan Wagner actually executed resulted in the addition rather

than the subtraction of narration, and not juddas RheingoldGotterdammerungontains the

37 The unusual number of narrationdlitrovatore was a subject the librettist Salvadore Cammarano took up with

the composer, in response to Verdibs denmsggdredmf or yet an:
narrative? (Remember that we wil!/ have three narrative:
Martin ChusidVer di 6s | I trovatore: Th éRodasternUnieessisy®fRochester |t al i an

Press, 2012), 22. Verdi alioned the dream narrative idea.
38 Refer to Daniel H. FostewWa gner 6 s Ri ng CyGahbeidga Gainbridde &niversitg Rréss, 2010),
52i 53, for an explanation for why Wagner preferred enactment to narration.
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most expository scenes of them®Er om t he perspective of Wagner
relationship between his theory and his artis
fascinating, but from aairatological point of view they are not especially vexing. Tannhauser,
Isolde, Gurnemanz, Ferrando, and Azucena are all unambiguous examples of embedded
narrators. The same applies to the related phenomemis@én-abymesongs, folk narrative
ballads hrough which characters tell fictional stories that bear a striking resemblance to that of
the opera of which they are a pét.
There is at least one question arising from such examples deserving theoretical scrutiny,
namely, what we ought to imagine abth& provenance of the orchestral music. In most of the
af orementioned cases, the orchestra performs
such as recalling or introducing musical motivic material that corresponds to the primary
characters, eants, places, and ideas of the narrative. Are we to imagine that the characters
exercise control over the orchestral musicAbbatés analysis of Wotals monologue iDie
WalkireAct Il Scene2, she states that the uncharacteristic tautologies marlarg¢hestral

accompaniment indicate thidthe music comes from Wotan. There is no untainted or external

39 For example, the Norns recapituldte salient events of the previous operas in the Prologue; Hagen tells Gunther

the story of Siegfriedds conception, defeat of Fafner,
her fatherds worri some b e heaandammupany withtalks oShisggauthfuli ed ent er t
adventures. Scholars offering explanations UaesfingWagner &8s

Voicesl1 61; Sandra Corse, @The Rvg 0o tNevrStudies i Rithard Waglieg O M h ®agne
Ring of t ledHekberbRechardsog (Néwiston: Edwin Mellen, 1991):38) especially 20; David J.

Levin, Richard Wagner, Fritz Lang, and the Nibelungen: The Dramaturgy of Disa\@nateton: Princeton

University Press, 1998), 11; Janies e ad weRingand Thke Conditions of I nterpret
1848 t dCanibB8d§e2Opdra Journal, no. 3 (1995), 23B1. For an overview, referto Fost&da gner 6 s Ri ng
Cycle and the Greek58 60.

WYExamples include Pe drDielEhtfahiusg aRscdemaSemie Emmy s z Romansza fr o
Mar sc Dar&ampyy t he Ball ad sung bRobeRlededblau8enhabeyBabkeadobbn
fliegende Hollander Lak m®6 s Bel Is Askmég afnrdo m hlee |BiabwenaMingraveAll Br i t t en 6 s
save the last are mentioned by Abbatesung Voiceschap. 3.
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musical narratod?! Cone has argued that the default situation in opera is for characters to author
their accompaniment€ Most recently, Matt Baileyslaehas pointed to instances in Riag
whereficharacters are understood to exert direct control over the orchesiray it as ditool
for power and persuasiaft® In response to the foregoing suggestions, | arguattisaimportant
to distinguish between examples where it is appropriate to imagine that the character composed
the orchestral musisuch ashe guitasl i ke accompani ment to Don Gi o
finestrgo and othersike Wo t a n 6 s murherethe orchestral music assists in the
characteds act of narration but where it is fictionally indeterminate how it does so and who its
author is. In the case Abbate cites, Wotan appears to exercise control over the orchestra, but
there is no evidence todicate that we ought to imagine that he authénedrchestral musidn
this way, Wotags relationship to the orchestral music is analogous to that of Addison DeWitt to

the audievisual display at the beginning Afl About Eve

2.32 Greek Choruses

Themost timehonouredthough still rareform of narrator in opera is the Greek chorus,
a feature that harkens back to of@em@rigins as a reimagining of Greek tragedy. The Greek
chorustype narrator may be an individual or a group who offer(s) moimgntoment
commentary on the events of the story without intervening in the course of those events. At least
that is the typical scenarids we shall see, there are some exceptions to thénmolvement

rule.

41 bid., 201. | also contest the claim that the tautological use of leitmotifs is uncommorRimgheut that is a

topictopursuem anot her occasion, as Abbatebs claim that we sh
orchestra does not hinge on its legitimacy.

42 Cone first suggested thisideafinT he Wor | d of Ope n263aKw,ilOpe rlaT3TzEb ikt, dnt s,
secmds Coneds suggestion, with some qOperdSifgingaad i ons. | ar
Fiction8485Truth, o

“Matt Baileyshea, AThe Struggle for Orchestral Control:
Wa g n ®Ringd $9"-Century Music31, no. 1 (2007), 4.
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The tradition has continued into the modernweith works like Stravinsk§s Oedipus
Rex an adaptation of Sophocieplay, containing not only a Greek chorus, perversely singing in
Latin, but also a Speaker who performs an analogous function in a language intelligible to the
audience. Brittets TheRape of Lucretiaan adaptation of André Ob@&yplayLe viol de Lucrece
(1931), contains a Male and Female Chorus (performed by individual singers), who provide
additional details of setting and characterization; accounts of portions of the action tizatozan
represented onstage, such as Tarquiritide to Rome; and, most controversially, an
anachronistic Christian interpretation of the story.

The opera begins with the ChoruSescounting of relevant extracts from Roman history,
which, according to #stage directions, they are to read from bdbEsen if the
aforementioned directions are not acted upon in performance, the Cldoefsesnces to Christ
indicate that they exist in a different fictional world thandbieercharacters, a world in wiic
Christianity has been founded and Lucrétiaape has entered the history books. The Chadyuses
omniscience is a significant departure from Gbelay, where they are no more apprised of
future events than the other characters. The difference is mabtenathen one compares the
worksdrespective representations of the factors motivating Targa@ndesision to visit Lucretia
in Rome. Obefs male narrator expresses fear and confusion about Targgiai®ns® When
he realizes Tarquinids intended d&ination, he is unpleasantly surprised and speculates about

the princés intentions wiout successfully divining them:

44 Ronald Duncan, Libretto tdhe Rape of Lucretjan The Operas of Benjamin Britten: The Complete Librettos
lllustrated with Designs of the First Productiqrexl. David Herbert (New York: Columbia University Press, 1979),
117.

®For example, the mtlle? on arWhaetroer iass khske vigliié LugaeéParis: Andr ® Ob

Nouvelles editions latines, 1931), 24.
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My God! He resumes galloping! &egoing to Rome! He just shouted it while

whipping his exhausted horse. To Rome! To Ronts!dénseless! Is he

deserting? €€ dbshbecbespaying? é | s someon
him? €& Wil | he surprise? é Tarq@&inius in R

7

tonight! é A®¥d why tonight?
When he finally figures out Tarquinigsintended coursef action, he shudders with anxiety,

and attempts to persuade Tarquinius agaiftst it.

By contrast, Britten and his librettist Ronald Duncan portray the Male Chorus as an
instigator in Tarquiniu& behaviour. Junius is the first to taunt Tarquinius, bugdiaius does
not take the bait until the Male Chorus applies more pressure after Junius has retired for the
evening:

Tarquinius does not dare,

When Tarquinius does not desire;

But | am the Prince of Rome

And Lucretias eyes my Empite

It is not far toRo me &

Oh, go to bed, Tarquinius ¢&

Thelighsof Rome are beckoning &

The city sleeps. Collatinus sleeps.

Lucretia! Lucretiat®
With lines 1 2, the Male Chorus provides commentary on Tarquisioature, but with linesi3
4, he gives voice to Tarquirs@ thoughts. After this point, it is ambiguous which of the two
functions the Chorus is performing. Indeed, it is possible that he may be performing both if we

think of him as planting thoughts in Tarquingsignind. Britteids musical setting, particulartiie

di eu! 1 rep

i Mo r rend | e galop! Codest ~ vRldomeu AQudil val
Rome! & Rome! @ofeesqgtudiins eRes®lq uBs?t éc Emd miurde ? € eBhtud8né E
| 6attentd? duYarendre? ¢é Tarquin ° Rome, comme hier soi
soir?0 (thebriginah)dbals26.i n
“The stage directions are as follows: fALe R®citante tre
asks him, i Dde gue tulgagnes s tu obtienstce quée tu cherches? Un réve, un souffle, la billevesé
débune jouissance ®ph®m re. Qui donc, pour atteindre un:¢
insens®?0 (Besides, what do you gain if you obtain tha
ephemeral pleasure. To atta grape, would you destroy the vine? What man is so foolish?) Ibid., 38.
48 Duncan, Libretto ta’he Rape of Lucretjan Herbert,The Operas of Benjamin Britten 120. Juni usds t au

al so absent fr obeviGlldelycese20iRl,agpr ©Obenyt s Tarquiniusds deci s
unmotivated by Juniusébés actions.
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alluring manner in which the final line is set, supports the interpretation of the Male Chorus as
enticing Tarquinius into action. Earlier in the scene, Britten associated L@Erei@e with a
quintuplet motive (Ex. 2.1a). Initially, it performs amamental function. But almost
immediately after its introduction, it begins pervading the musical texture like sonic wallpaper,
representing Tarquinids growing obsession with Colatiraaswife. In the Male Chords
speech, the rhythmic augmentation toiet Britten subjects the motive brings out its melodic
gualities, and in so doing, exploits its slinky chromaticism and contour (Ex. 2.1b). Seemingly in
direct response to the Male Chaiseductive strains, Tarquinius calls for his horsefgods

off with sudden resolutiod according to the librett®’

Ex. 2.1a: Introduction of the Lucretia motigieape of LucretigAct | Scene 1

To the chaste Lu - cre_ tial To the love-ly Lu- cre._ tia!

The Rape of Lucretjaop. 37 by Benjamin Britten, Ronald Duncan, Andre Obey
© Copyright 1946, 1947 by Hawkes & Son (Lomjid.td.
Reprinted by permission.

Ex. 2.1b: The Male Chorés seductive strain®ape of LucretigAct | Scene 1)

lunga S pin
B e # — # !
Tarquinius | |- 7h7 87— = = = A7 7Y I
My horse! My horse!
P rprpp Y Y
" /’T?_\‘ /’__ﬁ‘ ~ ~
Male | £ 576~ f—oPifEso . . > - !
Ch W —— p— —< 7 e e R B 7—¢ i i
orus 5) — w —
Lu cre tia! Lu cre tia!

Despite the Choruseso6 oGmappasettinfRrenceeveand t he

Tarquiniusés thoughts and actions, there is n

4 Duncan, Libretto ta’he Rape of Lucretjan Herbert,The Operas of Benjamin Britteh20.
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for presenting the opera to us. Thus, they are not controlling narrators. Calling them embedded
narrators may not seem appropriateause the Choruses are external to the fictional world of
Lucretia et al. Furthermore, they are higbeder entities vistvis Lucretia et al., since they have
epistemic access to their world and seem to exert influence over them hehéyerse is not
true. Yet, one is not invited to imagine that the Choruses are the fictional authors of opera

performanceve are watching. & such, they are embedded narrators.

2.3.3 Frame Narrators

When librettists and composers began pillaging novels and short storibsif sources,
the frame narrator infiltrated opera. This type of narrator appears at the beginning andrend of
opera, representing the commencement and conclusion of an extended storytelling act or private
reminiscence, of which spectators arétagine the middle portion is a representation. Frame
narrators begin appearing on the operatic stage in the nineteenth century. In Jacques @ffenbach
Les contes @Hoffmann an adaptation of three short stories by E. T. A. Hoffmann, a fictional
version ofHoffmann regales the patrons of a tavern with tales of hi lifeee great loves.
Similar to storytelling situations in movies likéne Princess BridandAmadeusspectators are
to imagine that the performance of ActsIV is a representation of tleontents of Hoffmangs
verbal telling.

If Wagner takes home the award for most backstory narrations, Britten would win in the
category of frame narrators. Given tBaittends partner PetdPears made his debut as a

professional opera singer in the tittde ofLes contes @offmann it is certain that Britten was

0Actsllil V were based on fiDer Sandmannods (vle8rll 6o)r,e niieR aXphi eKgreel sb
(1814), respectively. The aria fAChanson de Kleinzacho
(1819).
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well acquaintedvith Offenbaclis work>! He went on to compose several more framaerator
roles for Pears, including the Narrator (doubling as Quinthia Turn of the Screand Vere in
Billy Budd

Although mosbperas that have frame narrators are adaptations of literary works, not all
operatic adaptations of literature contain frame narrators. Most librettists discard framing devices
in the process of adaptirgwork of literaturdo the medim of opera. Thusynequestion that
arises from examples in which the frame is retained is why one would import a literary conceit
into an operaOne aim suggested s contes @Hoffmannis adesire to draw attention to aise
source to ensure audiences appreciate the opera as an adaptation. Another sugbestédrhy
of the Screvis a desire to imbue the opera with ambiguity by raising the possibility of unreliable
narration.

Jamess short story must be the most commorilga example of unreliable narration in
all of English literature. It concerns a young woman who assumes a post as governess of two
children, Miles and Flora, in a country house called Bly. The Governess becomes convinced that
Bly is haunted byhe ghost®f her predecessor and Quiatyalet suspected of having an
inappropriatelyfifreed relationship with MileS? She attempts to protect the children against the
corrupting influence of the ghosts, but the story ends with Miles dying in her arms of an

indeteminate cause. At the time of the ograomposition, the question of whetfdre Turn of

51 Christopher Headingto®eter Pears: A BiographfLondon: Faber, 1992), 116 7. Br i tten pr ai ses
performance inHoffmannin a letter to Beata Mayer, 17 May 1942] ietters from a Life: The Selected Letters of

Benjamin Britten, 191131976 eds. Mervyn Cooke, Donald Mitchell, and Philip Reed (Woodbridge: Boydelli1991
2012), 1:1052.

52 Henry JamesThe Turn othe Screwin The Turn of the Screw and Other Storied. T. J. Lustig (Oxford: Oxford
University Press, 1992), 150.
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the Screws a ghost story or one about female sexual repression resulting in psychosis was hotly
debated by literature schol&rs.
Chief contributor to the ambiguity f J a me s 0 s thesetaborate way th aviiah
is framed First, there is an unidentified narrator who tells readers that he was present at an oral
reading of a real woma@s account of a haunting during her first post as goveriiéenarrator
onthis occasiorwas a man by the name of Douglas, who later bequetdthibd unidentified
narratortheg o v e r n e s acgasint eniwhidh higanal narration wasgportedlybased
Readers are invited to imagine that the text they are readirgluding tte initial framing
chapted isanii e x a c t tthe anidentfiediapatobmade of theccountDouglas gave
him.>* However, giverthe number of hands through whitiego v e r naecsusitfedspassed,
there is some doulabout whethereaders enjoynadulterated accessttmt accountdoubt that
is further exacerbated by Douglasds insinuat.

the Governes® James expended considerable effort building not only anticipation but also the

%The first critic to publish an interpreta&entoo,bn that cal
AHenry Jamemsanto Reéead &ru:mi T h eArtsb (Novemberf1928)h2d55;SeprintedvinA O
Casebook on Henry Jame,ed 6eraidWilen (New York: TadmastYhGrowd&lic r e wo

Company, 1960):1624. The most frequently cited interpretation
James, 0 or i gi Hoand&Morng (Aprili Juser @3d): 385106; revised in hiThe TripleThinkers

(1938); revised again for the 1948 edition; reprinted with a new postscriptin WillelCas ebook on Henry
AThe Turn elfi55t3h.e PSicpreerwdds awar eness of FirVeruidtiianng ifnotre rBorrie
in Herbert,The Operas of Benjamin Brittef?2.

Critics who have argued against the Freudian reading, citing not only features of the short story but also
Jamesbdbs statements about his wor KarissniRéviewlt noQl(Febriany Ev an s
1949): 17587; reprinted in WilenA Casebook on Henry Jame@a8lsNathdhhe Turn of
Bryllion Fagi n, théTumofthe 8crewifbdeand anguage dldtess, no. 3 (March 1941): 196
202; reprinted in WillenA CasebookonHer y James d6s fAThel544ud;n Rdbearhte BS.crieeniol m
Freudian Reading dfhe Turn of the Screwblodern Language Noté2, no. 7 (1947): 43315; reprinted inThe
Turn of the Screw: Authoritative Text, Contexts, Critigi@md ed., eds. Debah Esch and Jonathan Warren, (New
York: Norton, 1999): 177 4; Gl enn A. Reed, #AAnother TuAmericann Jamesos
Literature 10 (January 1949): 4133; reprinted in WilenA Casebook on Henry Jamesds AT
18999; A. J. A. Wal doc k ThefwroftheESdrendoddrn NanglageoNoté nod5
(May 1947): 33134; reprinted in WillenA Casebook on Henry Jamd&lddsThdaThe Turn
foregoing items represent only a selection of jmaltions that predate the composition of the opera.

“James, AThe Turn of the Screw, o0 119.
55 |bid., 117 18.
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possibility forunreliable narration in the first chapter of his short story. At the other end, James
cut off the narrative at the death of Miles, leaving the frame incomplete.

The operés frame is similar but made somewhat less byzantine by the subtraction of one

of Jameads layers of mediation (Fig. 2.1).

Fig. 2.1: Comparison of the framing of James?ao

James Britten & Piper

An unnamed narrator has made a transcript of
Dougl asbdés or al r e a &n unmamea harrator is in possessién

the Governessodos stbobhg. Governesso6s story

The opera commences with a Prologue in which a man, in a direct address to the audience, sets
the stagen the following manner
It is a curious story.

| have it written in faded ink a womaids hand,
governess to two childrénlong ago>®

Vis-avis the Governe$s account, the Narrator is in a similar position as Jé&rigsuglas.
Musically, Britten sets the frame apart from the remainder of the opera with an anachronistic
gesture towards the days wheeenes of narratiowould have been performed secco
recitative for examplethe Act | Trio of Le nozze di Figarowhich lapses into recitative when
the Countecounts finding Cherubinon der a t abl e .HThe @chestoagemtdrsn a 0 s
surreptitiously at the Narrat@rlast line that relays the Governgseply to the Guardidn
conditions:f lawill, 6she said
Many commentators have argued that Briisansistence that the ghosts sing

semantically meaningful @wtances and appear on stage, avieen theGovernesss absent

56 Myfanwy Piper, Libretto tarhe Turn of the Screvin Herbert,The Operas of Benjamin BritteB33.
57 Abbate discusses this momentinsung Voices63 67, and the use of recitative for narration more generally.

h
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(e.g., at the beginnings of Act | Scene 8 and Act Il Scene 1), renders the opera less ambiguous
thanJameés short story, since these features supposedly prove that the ghosts are not a product
of the Governe$s mind>® Representative is David Clippingsistatement thdthe decision to
Gstagdthe ghost8 giving them voice and presericerases a point of central ambiguity in
Jameds text by stabilizing the uncertainty of the ghasfddowever, this view ignores the
operds Prologue, which strongly suggetispectatorshat theyimagine that the rest of the
opera is a representation of the Goveréeascount. As such, she would be its narrator. If the
Governess is the source of ewbrgg that spectators are seeing and hearing, it is possible that
what they are seeing and hearing is a representation of her hallucinations, delusions, or
imaginings, which could very well include private conversations between the ghosts.

One explanatioffor the operés frame may be the adapi@desire to be faithful to their
source in preserving its notorious ambiguity. Significantly, the decision to include a frame was
made by Britten long after he had begun composition. Britten initially broachedhjeetsto
Piper as a response to the fear, sharedmattirector Basil Coleman, that the opera would be
too short. However, the lettrpostscript suggests that one should treat Bégteisappointingly
mundane explanation with a certain amount opscem. Britten signs offfil dond want it to
sound as if the proposed alteration comes only because the piece might be too short, because it

hasbeen in my head for some littletimé a pr ol ogue? ¢é t hestorynt er vi ew

Piper, AWriting for Britten, o 9, recall s &amdsing AiBritter
words (no nice anonymous, supernatur al hummi ng or groal
®DavidClipd nger, AThe Hidden Life: Benjamin Bheilunoktmeds Ho mMo e
Screw 0 Literature and Musical Adaptatiored. Michael J. Meyer (Amsterdam: Rodopi, 2002), 137. Similar

statements have been made by Jennifer Bafedsyison Opera: The Fall of Opera Commissioned for Television
(Rochester: Boydell, 2003), 50; Michelle DeTheaTarah, #ACer
of the Screw 0 Henny James on Stage and Scresth John R. Bradley (New York: Palgra2600), 82; Patricia

Howar d, @AMy fTaenTwyofthe Sgzrew A9 br et t o Banfhmi® Britteo: @ iseiTern odthei n

Screw ed. Patricia Howard (Cambridge: Cambridge University Press, 198%242Gary TomlinsonMetaphysical

Song: An EssayrmOpera(Princeton: Princeton University Press, 1999),iB&b For an argument that the opera is

as ambiguous as the short story, see RuppBahtj t t en 6 s My chapcdadspediadlyrl@bli.a g e
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party? possibly sp@n? But | woid whet your imagination any mot€? Whatever Britteds
precise reasons for including the Prologue, its effect on the epistemic structure of the opera is
profound, a fact of which it is difficult to imagine Britten being entirely unaware.

While the Prologue was one of the last additioriBi® Turn of the Screwhe frame of
Billy Buddwas one of the first made by Britten and his librettists E. M. Forster and Eric
Crozier®! Their decision is all the more surprising given that it wasenimtenty motivated by
the narrative structure of Melville novel. Vere is captain of a British naval ship during the
French wars of 1797. His evil Mastararms Claggart wrongfully accuses the young, handsome
sailor Billy of planning a mutiny. Bill§s speechmpediment prevents him from speaking out
against Clagga@s groundless claim. He expresses himself in the only way he is able: striking
Claggart, accidently killing him. As captain, Vere is faced with the moral dilemma of following
the rule of law and sesicing Billy to death, or doing what he feels to be right, which would be
to save Billy, whom he knows to be the best and most loyal of his men. He chooses the former.
Billy &s last act is to bless the man who has condemned him to death.

In MelvilleGs novel, Vere is not the narrator. He does not even live to be the age at which
he appears in the opédraming scenes. But that is not to say that there is nothing in Melville
that may have served as inspiration for the gsdrame. Melville goes out dfis way to draw
attention to the gaps in his narra@®knowledge and the extent to whicth e n amarratoh or 0 s
is based on mere speculation. Most famously, at the crucial scene & pevate interview

with Billy, the narrator remark$iBeyond thecommunication of the sentence, what took place at

60| etter from Britten to Myfanwy Piper, 12 April 1954 Cooke, Reed, and Mitchellgtters from a Life4:236.

61l t was made during the collaboratorso6 January 1949 me:e
produced the first synopsis of the opera. By 27 January, Forster wrote to Brittenfinsttdraft of the Prologue.
Philip Reed, AFrom Fi BilytBudi®hrugrha |s®egjamin@ritteneBilly Bhddegih t : A

Mervyn Cooke and Philip Reed (Cambridge: Cambridge University Press, 19889, Reed refers to the January
meeting as the coll abor at o Beadanfes: Mslvillé Roeseerti Britten, but Hanna
(Gottingen: Gottingen Universitatsverlag, 2012), 48 demonstrates that it was their second meeting.
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this interview was never knowdiNeverthelessisome conjectures may be ventuodte
suggest and proceeds to offer many indeed, all qualified with phrasesitikenot improbable
thaté .0°2 Britten andhis collaborators may have inserted a narrator to raise similar
epistemological questions as Melvjllut that still does not explain why they chose Vere, in
particular, as the narrator.

Potentially suggestive is Croz@srexplanation that their decisitmimpose a frame on
the opera was énatural developmeafrom their decision to cast Pears as VEralthough
Crozier did not elaboraten why he believed these seemingly independent decisions were
related, it does not take much to fill in the gapsomid. Making Vere the narrator would focus
the audienceds att entlnanimtervievirenr 1868, wRea askedllys c har
Crozier what character most attracted him, Britten confessed that fiMees who has what
seems to me the main mopabblem of the whole work, round whom the drama was going to
centred® Although Forster named Billy in response to the same question, thésfsaraing
device would havalsofacilitated Forsteis stated aim térescue Vere from Melvillé®® All
threecollaborators were in agreement about the need to present Vere as a tortured figure,
replacing the rational stoicism they found so odious in the nSvelwing Vere as an old man,
still wracked with guilt aboutis decision to execute Billy, highlights tleéfect of thes t or y 0 s
events orhis characterlt is true that another narrator could hgemerated the fictional truth
that Vere is tormented by his prior decision by simply telindiences this fadbut surely the

adaptersdé deci ®isonhotceal hod hedrewvVereds tortu

52 Herman Melville Billy Budd, Sailor: Arinside Narrative(Chicago: University of Chicago Press, 1962), i3t

8BEric Crozi er BilyBidd edpanrQuarterl@gno.d {1986), 13.

64 Interviews between Crozier and Forster and Crozier and Britten, 4 November and 9 November 1968@etgspe

were spliced together and broadcast on 12 December 196
Billy Budd 0o Brittan on Music¢ed. Paul Kildea (Oxford: Oxford University Press, 2003).

55 Letter from Forster to William Plomer, 17dvich 1949, in RochlitZSeachanges499n.669.
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dramatically effectiveHaving oldVere as th® p e maréate alsplayed a crucial role in
Forsteds attempts to bring Melvil® story in line with the narrative archetypes of his other
prose works (for more on this topic, see Chapter 5).

Another question that arises in connection with frame narrators in opera is whether they
function analogously to literary onda.most cases of frame narrators in literature, readers are
invited to imagime that the narrator is the fictional autlod the text they are reading. Turning to
the oper#ic incarnations of the Governess and Véris implausibleto imagine thatheyare the
source of everything spectators see and.lfdahe very leastsomeother agenmust be
responsible for presenting the omérf@aming scene(s)lhere has been considerable agreement
that Vere is thaarrator of the interior portion @illy Budd®® For whatever reason scholars have
been less inclined to make similar claiaboutThe Turn of the Screwlthoughthere is
evidence to suggest that Vere and the Governeshassurcsof everything spectators see and
hearin their respective operakargue that the music of both operas does not support this
conclusion. Recéhg that narration involves not merely conveying what happened but
expressing attitudes about the stergharacters and events, the attitudes the music expresses do

not correspond to the attitudes of Varedlthe Governess.

See, for exampl e, BilgBuweiphde mpotrhauoy AShleat i unalwhd t he Fa
Musicological ResearcB5, no. 1 (2005), 46; Michelle FillioRifficult Rhythm: Music and the Woid E. M.

Forster( Ur bana: University of I1llinois Press, 2010) , 135;
Word and Music Studies: Defining the Fiedatls. Walter Bernhart, Steven Paul Scher, and Werner Wolf
(Amsterdam: Rodopi, 1999), 138y & K. Law, Af6We Have Ventured to Tidy up
Billy Budd ®wentietACentury Literature31, no. 2/3 (1985), 298, 30801; Joe KL a w, AThe Dialogics ¢
Operatic Adaptati on: AReadabk af IgterBseipigrysStadies in Bie Rine Arfs(h989),
419;Robert K. Mar t i n, Bilf Buadf ir ogn Glep tvail i eVWesr eN:o WBdiesia t o Br it
ShortFicton2 3, no. 1 (1986) , R&VLl;s iSohnainnngo nt hMec KéeMilsasri,ngfi® Scene:
Traj ect or i RBilyBudd doBrnail of theeRoy@ldvusical Associatia@@2, no. 2 (1997), 26 Andrew

Port er , BifiyBudd tMuscr&d etters33, no. 2 (1952), 112; Claire Seymotihe (peras of Benjamin

Britten: Expression and EvasidiVoodbridge: Boydell, 2004), 136 Er wi mBillyBudg i onBanjaiin Britten:

A Commentary on His Work from a Group of Specialesis. Donald Mitchell and Hans Keller (London: Rockliff,

1952), 198Arn o | d  WiBIillytBudal | o Thie New Grove Dictionary of Oper@rove Music OnlineOxford

Music Online www.oxfordmusiconline.com/subscriber/article/grove/music/@@®b (accessed 14 April 2015).

Scholars opposing this view include RochlBgachanges114 17, 121 23; RupprechtBr i t t enés Musi cal
Language chap. 3.
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The obstacles facing the interpretation of the Governess as the narreter Tdrn of the
Screware similar to those facing the interpretatioOgb h ¢ | s lGeser ffom &nrynknown
Womarnas being narrated by Lisa, even thoughishbe fictionalautha of the eponymous letter
on which the audiwisualdisplay is basednd provides thé i | wmiéesvemarration Both
narrations provide markedly different perspectives on the events than the women possess, either
at the time the events occurred or whiemwomen took pen to paper. Lasdove for Brand is
based on a flawed conception of the man. She views their interactions as comprising a tragic
story of starcrossed lovers. The narration suggests otherwise, as Wilson has demofisitaed.
one of thepieces of evidence he provides is the similarity of the sequence of shots representing
Brand bringing a nameless woman up to his apartment and Brand bringing Lisa there later in the
story. Through this parallelism, the narra@phiils | suggestdraws atention to the fact that
Lisa is merely one in a series of women with whom Brand has had meaninglesgtdrstands.
Despite the fact that LissawBrand bring another woman up to his apartmbat perspective
on her own night with Brand is one of singularity not samendsss, t is incoherent to imagine
that she is the one responsible for the similar presentation of these two events

The meticulous and highly unconventional formal constounti of Br i tten and
operaThe Turn of the Screstrongly suggest the presence of a storytefigrce the details of
BrittenGs ingenuity are well known, | will provide only the briefest of summaries. At the seam
between the Prologue and the Goverégessatrance, the orchestra presents a theme, commonly
referred to as théScrewo theme, comprising an aggregate of all twelve pitch classes. In
interludes between each scene of the opera, Britten subjects the Screw theme to variations, each
with a different pitch class a#s tonal centre. The tonal centres themselves form a twehe

aggregate, organized fastidiously according to a master plan. Not only dé€stia theme

57 Wilson, Narration in Light chap. 6.
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permeate the interludes, but by virtue of constituting the primasdigdfrom which all the other
themes of the opeevolve it pervades the entingork 58

Despite that one is poised to imagine that the opera has a narratitratahd Governess
herself is the most likely candidateis difficult to sustain thémagining thatheis the fictional
source of everything we are seeing and hearing. The music provides a perspective on the
narrativethat isdistinct from that of the Governess. Most problematic is the way Britten
establishes parallels between the Govesdsshaviourdwards the children arttie ghost
Quintss. To quote Patricia Howailpithy descriptioniithe governess expresses her intention to
protectthe children in notes almost identical to those Quint usesrtaptthemo®® Thetwo
characters share tineost recognizable motive of the scdaederivative of the Screw them&x.
2.2a represents its first occurrence in the Govetaesgal line as she expresses her doubts
about coming to Bly.

Audi ences hear the mot i ve \wliththechigrent(Actd, Gover
reh. 93’9 and whenever she performs pivotal actions or inactions with regard to their well
being: deciding not to respond to Milesds dis
the children against the ghosts withthe help of their guardian (Act I, reh. 44; Act | reh*46
Act Il reh. 39%), frightening Flora by attempting to force her to confess to seeing Miss Jessel
(Act Il reh. 113), and pledging to save Miles in a mode of discourse more appropriate to the

addess of a lover (Act Il reh. 121).

For more on the workés tonal an The Musitof BenjamincBatters t r uct i on,
(London: J. M. Dent & Sons, 1979), chap. 10; Patricia |
Benjamin Britten: The Turn of the Screwdi 90.

®Howard, AStructur eigd. An Overall View,o 72

°The +3 indicates three measures after the rehearsal number, not including the measure in which the rehearsal
number appears.
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Ex. 2.2a: The Governess expresses her dquibts Turn of the ScrevAct | Scene 1)

PP freely (long f];ause)
A .

Governess

(0] why. why did I come?

The Turn of the Screwp. 54 by Benjamin Britten and Myfanwy Piper
© Copyright 1955 by Hawkes & Son (London) Ltd.
Reprinted bypermission.

Ex. 2.2b: Quinds siren son@gThe Turn of the Screw, Act | Scene 8)

freely

Quint
(unseen) =2

cresc. S pp

Miles!

rather f =~————— _ _ e — PPP

Miles! Ah_  Miles!
I n Quintodés employ, the mot i ViaepiesntedinEX r en s
2.2b; Act 11 reh. 125). Al though oaymouriegob| at ant

sentiment, the perlocutionary intentions with which the two utterances are performed are not

substantively different, the music suggests.
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In light of musi@s lack of semantic specificity as well as the ambiguity of this particular
work, itis impossible to pin down with precision the meaning of all of Brat@motivic
connections. What one can say for certain is that the audibility of the Gov€uieds
connection suggestsdegree of similaritpetween their respective behaviours towahes
children.But gven that the Governess views herself as occupying a role antithetical to that of the
ghost® as a combatant against the threat she believes them to pose, not as a thréattherself
implausible to imagine that the perspective on threatise expressed bthe music is her own.
Thus,the Governesgannot be understood as the narrator responsible for presenting this music to
us Ratherjts source would seem t@bn agenexternal to the fictional worldis reatlife
authorBenjamin Briten, | suggest

The case oBilly Buddis similar. As strongly as the opé&drame encouragepectators
to interpret Vere as the narrator of the interior portion, there are serious problems with this
proposal. As withThe Turn of the Screwhe interi@ portion of the opera is not restricted to just
those scenes that Vere himself withessed. As one could inthgirteesescenesepresent
Vereds imaginings about what he believes, or hopes, to have taken place, this is not an
insurmountable problem. The real problem lms;eagain, in features of Britté musical
setting, specifically the fact that Véseand Claggafs musical personae aresdoncertingly
similar.”* As early as their first appearances in the opera, Britten forges a musical connection
between them via a motive of falling fourths followed by a stepwise asceBifcf2.3a and

2.3b).

“"Donal d MiBillgBuddNbt eb Aok, 0 i n BedjamirkBeitenaBillg BuBdel27dwas the first

to comment on the Ver€laggart convergence. RuppredBty i t t e n 6 s My chapc3aHas ektandeg thia g e

line of inquiry. Literature scholars have oibtkeer ved si mi
storm,thefas hi ni ng sail thatodés not Fate, and | d&dm contented.
own where shedll anchor for evero is echoed Sy Vere in
changesll1415;Law, fiWe Have Vent urié.Beetaleo my distussion pf th&/relatienship 3 0 1
bet ween Billyds final aria and Vereds Epilogue in Chap:
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Ex. 2.3a: Introduction of Ver@illy Budd Prologue)

o P .
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I am an old man who has ex - pe___ rienced much.

Billy Budd, op. 50 by Benjamin Britten, Eric Crozier, and Edward Morgan Foster
© Copyright 1951 by Hawkes & Son (London) Ltd.
Reprinted by permission.
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Ex. 2.3b: Introduction of ClaggafBilly Budd Act | Scene 1)

slower
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Claggaruttsevancaeés are saturated with fourt]

similar features but his vocal l ines do not t
his AScylla and Charybdiso and Averdggaotasi a
socal |l ed AnCredoodo ari a, in which he vows to tak

2.4c). Disconcertingly, Vere never heard Claggart sing this music. Thus, the citation cannot be
construed as intenti on afhsagainsiMhe preposstionphatVereis e v i d

the narrator.
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Ex. 2.4a: Claggait fiCreda aria(Billy Budd Act | Scene 3)

Agitated, with more movement
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Ex. 2.4b: Veré 8Scylla and Charybdisaria(Billy Budd Act Il Scene 2)

Beau - ty, hand-some-nes, good-ness com__ ing to trial.
o J— —3— —— 83— q'\ o
. < Y m i —J \ \ T
%';H | =) T e [ H
Beau - ty, hand -some-ness, good - ness com ing to trial.

Ex. 2.4c: Veré Bverdico aria(Billy Budd Act Il Scene 2)

moving forward . . _ _ . . . _ . o _ . o _ _ . . o . . . o . . ..

stringendo -
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PP trem. sul pont. cresc. —f ~
Ly -
[ L o o o Q__
PP trem. sul pont. cresc. —f
As Donald Mitchell has remarked, Vereds un

present a particular perspective on the conclusion of the narrative, namely, that Vere completes
AClI aggart ds t asrkathérgarfurtiern layer of doey hpiseto8 t he | att er 6 s
deatAl. though Vereds guilt over his decision t¢

age, it is difficult to imagine him viewing himself as having anything in common with Claggart.

”?Mi t c heBlhMBuddi At ebook, 0 128, interprets thesepartbféhat ur es as
composer, 0 an interpretation | support
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More plausibly, the point of viewn Vere ad Claggartonveyed by the music belongs to an
agent external to the nailifeauthar,BenjamisBitten.i f i cal |y

How an opera is performed can enhance or undermine the idea that fichiasal
author(a possibility | willexplore in Chapter 5). Even so, in the case of bb# Turn of the
ScrewandBilly Budd only extensive revision of the music would remove the obstacles | have
raised to understanding the Governess and &&itee source of everything spectators are ggein
and hearingEven if Britten had composed music that better accorded with the attituoies of
charactershere would still be obstacles to understanding them as controlling narrators. If a
controlling narrator in a literary work is the imagined souricine text readers are readjnigen
a controlling narrator in an opera would need to be the imagined source of not only ti&e opera
music and libretto but also the performance spectators are watching. Accordingly, such an agent
would necessariljunctionascomposer, librettist, director, and impresario. As with cinema, the
very idea of a controlling narrator in opera is peculiar but not necessarily impdésible.

Potential candidatdsr operas witHictional controlling narratorencludethoseabout
putting on an opera likRichardStrauss antiugo vonHofmannthais Ariadne auf Naxasn
which the character called the Composer mounts a performance of a fictional opera of his own
composition. However, evelriadne auf Naxog not perfectly analogous to Ireery examples
like The Adventures of Huckleberry Fieimce the Composer and his collaborators can only be
understood as the controlling narrators of the second &ctaafne auf NaxasThus one still
needs to imagine some other namggercy thatis responsible for the presentation of Act I.

Brittends fichurch parabl@Curlew Riveris a more promising example. It is fictionally true that

“For an argument that a controlling operatic narrator i
Wor ds 6 : BilyBudd) io n ¢ n Litdratyreeand Musical Adaptatiori61l 7 : A t di @perd does not

allow a controlling narrator an omniscient creative power; once a singer sings, that song as staged and heard comes

from the singer, not the narrator. As a result, any controlling subjective voice is very difficult to evoke in either

libr ett o or music, and depends primarily on staging for
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the Abbot and his Monks, Acolytes, and Instrumentalists have composadeandhe process
of performing the etire spectaclaudience membeese witnessing, including not only the story
about the Madwoman and her lost boy but also the framing processional chant and direct

addresses tthereallife audience.

2.4  The OrchestiaNarrator

Unlike thesituation for iterature, exceptionally few operas have controlling narrators that
are explicit, robustly characterized fictional entities. Yet, the case against all operas possessing
fictional controlling narrators cannot be closed until | exploresthgpositiorthat dl operas have
implicit, less robustly characterized fictiora@introlling narrators.

Since Wagnes time, it has been commonplace to think of the orchestra as performing a
role analogous to that of a narrator, at least some dinieeNot only do his works offer some
of the most compelling examples in which to apply the concept of the orchestral narrator, but in
his theoretical writings, particulari@per und Dramg1850Q 51) andZukunftsmusik1860),

Wagner was one of the first, if tithe first, to conceptualize the narratonction of the
orchestra. The following is an extract from the latter work:

In the drama as | conceive it the orch&stralation to the dramatic action will be

roughly similar to that of the chorus in Greelgedy. This lattewas constantly

in attendance, watching the motivation of the action unfold before its eyes and

seeking to fathom the meaning of those motives in order thereby to form an

opinion concerning the action. But this interest on the part afftbeus was

essentially reflective in nature; the chorus itself stood apart from the action and

from its motives. The modern symphony orchestra, by contrast, will be so

intimately involved in the motivation of the action that, just as, on the one hand, it

is uniquely able, as harmony incarnate, to invest the melody with a specific
expression, it will, on the other hand, maintain that melody in a state of
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uninterrupted flux, and thus convey the motives to the audefeelings with
the most forceful conviain.”

As the first sentence implies, Wagner is not describing contemporary practice, even of his
own operas up until this point, but the function of the orchestra in a form of opera not yet
realized, which he endeavoured to bring into existence in higguést works, thRingcycle,

Tristan, Die MeistersingerandParsifal. As an enthusiast of classical Greek art and philosophy,
Wagner imagined himself returning opera to its roots as a reincarnation of Greek tragedy.
AlthoughWagnematurallygravitated © the Greekchorwts metaphorhis contemporaries were
more apt to compare Wag@eiorchestra to a more modern narrgagercy, the literary

narrator’®

Vague as they are, Wagi@eideas about the function of the orchestra have had a marked
influence on later opera theory right up to the present day. Currently, references to the
florchestral narratoror fliorchestranarratob are about as commonplace in opera scholadshtp
least oncomposers like Wagner, Strauss, and Brdtes the ternficinematic narratdris to film
studies. Despite the prevalence with which scholars invoke the orchestral narrator, it has been
subject to virtually no theoretical investigation as to what claimbeirgy madehrough its
invocationabout the nature of operatic storytelling, the purview of its utility and appropriateness,

and its relationship to narrators in other media.

"4 Richard WagnerZukunftsmusikin Gesammelte Schriften und Dichtung2nd ed. (Leipzig: E. W. Fritzsch,
1888), 7:130; quoted in translation in Dieter BorchmeRéchard Wagner: Thegrand Theatretrans. Stewart
Spencer (Oxford: Clarendon Press, 1991), 165. Wagner 6s

of the actiono may seem to discount the ideancltahat he r ¢
whet her Wagner means to say that the orchestra is helpi
whether he contends that the orchestra influences the motivations of the characters. Even if Wagner intended the

latter,Iseenorsaon why a narrator must always be at armdés | eng

Rape of Lucretias undoubtedly functioning as a narrator but one who also appears to have influence over the

actions of characters like Tarquinius.

S For eample, Otakar HostinskusikalischSchéne und das Gesamtkunstwerk von Standpuncte der formalin
AesthetiLeipzig: Breitkopf und Hartel, 1877),11B5; di scussed i nwielemoother Fadéh.. Gr ey,
On the Origins of ChrstblLect mand f MusiasSToedy in fReifmgeadf i ce, 0 i n
Romanticismed. lan Bent (Cambridge: Cambridge University Press, 1996), 193.
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In terms of the scope of the orchestral nar@atapplicability, there are twdasces,
corresponding to two distinct conceptions of the role of the orchestral narrator in opera. Michael
Halliwell has argued that the orchestra always functions like a narrator. HaBiwredbry is a
mélange of two suggestions, one made by Peter @amé the otheny Cone. From Conrad,
Halliwell takes the idea thdbperds actual literary analogue is the nowelpt drama, since
fidrama is limited to the exterior life of actionyhile the novefican explore the interior life of
motive and desiré’® Following Conés suggestion iThe Composés Voice the music,
particularlythe orchestral musiexpressesharacter8inner lives, thus performing an analogous
function in opera to the role of narrators in novéM/here Halliwell diverges from Cone is in
his claim that the orchestra literally brings the characters into existence, an idea that Cone
considers but ultimately rejects.

Halliwell contends thafjust as the characters in [literary] fiction are the direstlt of a
narrative act performed by a narrator (of whatever kind), so too are the operatic characters the
result of an act of narration by the orchestaaratord’® Since the orchestmarrator is
responsible for the fictional presentation of the opdedliwellG conception of the orchestra
narrator has much in common with the cinematic narrator, as it is generally construed. Imagining
that the performance spectators are witnessing is produced by the ornhesttar generates

silly questiondike What kind of entity is thi®rchestranarratorthat it knows the things and

6 peter ConradRkomantic Opera and Literary For(Berkeley: University of California Press, 1977), 1; Michael

Halliwell, Opera and the Novel: The Case of Henry Ja(Aessterdam and New York: Rodopi, 2005), 45. Another

scholar to assert that some operas, likeRtimg, are more similar to novels than spoken theatre is John Daverio,

A6The Total WorkDebtdArbd HMusdONédmelSesmse Thou@hetas on Ger m
Quarterly4, no. 4 (1986), 66.

"Cone,The Compo sy Kallivet Opera and the Nove83.

"8 Halliwell, Operaandthe Novel 68, 73. According to Halliwelld&s theory
narrator ought to be strictly differentiated, but in practice, the fact that the orchestra is to be regarded as the fictional
presenter of the opera leads Halliwell to conftate e s e r ol es. See, for exampl e, Mi c t

Voi cebo: Henry Jame sHemynldme©Oqn Stage and Scree Br adl ey,
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possesses the powers it ddEklliwell does not present any reasons in favour of the model of
operatic narration he proposes compelling enough to overcome such obstacles.

Most otherscholars who invoke the concept of the orchestral narrator follow more
closely Wagness ideas on the subject. According to the dominant view, the orchestra functions
as a narrator only at certain moments of certain works. Consequently, it is not t@ledna
that the orchestral narrator is responsible for providing us epistemic access to the fictional world.
Rather, we are to imagine that its function maikr to that of a Greek chorus that comments on
the action and guides our attention

To better undrstand this special narratitke functionof the orchestrat will be useful
to first define some of the namarratorlike functionsit performs. Much of the actual orchegtra
job is taken up with artistic tasks and aesthetic goals other than fidtiothaaking, such as
imbuing the narration with formal features like unity, continuity, closure, and more generally
enhancing the narrative as an object of aesthetic appreciation. Turning to functions that do
generate fictional truths about the opsraiory, there are the functions of indicating,
emphasizing, modifying, or qualifying aspects of charadtargnitive, affective, or
psychdogical states; and indicatiray emphasizing the occurrence of actions, events, or states of
affairs. More conciselythe orchestra helps to provide spectators access to chayactarss,
feelings, thoughts, points of view, and environments.

In differentiatirg the foregoing functions from thrarratorlike function, Conés
suggestion that characters author the orcalestusic is a useful heuristic tool, my disagreement
about its validity notwithstanding. In most operas composed befoRinlgeycle, it is not
outlandish to imagine théite characters author their own accompaniments because the orchestra

is more or less confined to the expressiothefr points of view. Con@& suggestion is
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problematic for operas like thosenstitutingthe Ringcycle because the orchestral music
frequentlyexpresses points of view no character héidhe most immediately troubling
problems are epistemic. The orchestra knows too éhuebre than the king of the gods, Wotan,
more even than the ostensibly-latiowing Erda. It foreshadows events no characteséa®
recalls events none have witnessed, reveals information no one knows, draws connections
between characters and ideas that exceed the levels-afvsgness of the implicated
characters, and more generally, provides a tangible point of view oartiagive that is distinct
from any character therein.

Some of the clearest examples of the orchestra anticipating events no character foresees
are the uses of the Curse motiveSiatterddmmerungn Das Rheingoldafter Alberich loses the
ring to Wotan, heurses it (Ex. 2.5a), proclaiming that it will deal death to its wearers. Those
who possess it shall never experience joy and those who do not will be ravaged by envy. At the
first casualty of Albericés curse, Fasdai death at the hands of his brothefrfer, the melody
Alberich sang is ominously proclaimed by the trombones (Ex. 2.5b). Henceforth, this
instrumental version of the motive resounds each time death or misfortune attends those who
covet the ring: Wotais obligations to kill Siegmund and torpsh Brinnhilde, Fafné death by
Siegfried, Albericlds death by Hagen, and Hageplungeinto the Rhine in pursuit of the ring at
the end of theycle The Curse motive serves to recall the pivotal event of Alb@rmirse and

to suggest that thesedatevents wereausedy it.

“Cone attempts to justify the applicability Mofivichis st ar
Language offheRing 0 Heanng and Knowing Music: The Unpublished Essays of Edward T.,@dn&obert T.
Morgan (Princeton: Princeton University Press, 2009)186.
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Ex. 2.5a: Albericlis cursgDas RheingoldScene 4)
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Ex. 2.5b: Curse motive after FagbltieathlDas RheingoldScene 4)
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In Gétterdammerunghe Curse motive takes on another functforeshadowing the
numerous ringelated deaths that take place during the opera. It first appears when Hagen and
the Gibichungs are concocting a plan to manipulate Siegfried to enhance their wealth, power, and
renown. When Gunther wonders how they willfiSiegfried, the orchestra answers him with the
Curse motive. The motide appearance anticipates that Siegfried will fall into their trap and
suggests that he will do so because of Albé&sichurse and Siegfriéelpossession of the ring. It
resounds atwery subsequent step Siegfriedkes towards hidemise: his appearance at the
Gibichung$court, his confusion about how they know his name, his taking of the magic potion,
his swearing an oath of blodwotherhood with Gunther, and finally his captur@diinnhilde as
Gunthets bride. Another notable instance of foreshadowing involving the Curse motive is its
appearance when Hagen swears to his father Alberich that he will remain true, obtaining the ring
on his fatheis behalf and thus fulfilling the soteason for which he was conceived and raised.
Here the Curse motive anticipates that Hagen will not be true to his father but will betray him in
order to possess the ring.

Some retrospectively pointing references include the use of motives for the gurpose

reminding spectators of the complex lineages of the characters. ThroilgaaalkireAct I,
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theoccurrences ahe Valhalla motive (see Ex. 2.6¢, beginning at Scene 2) reveal the identity of
Siegmunds father and the stranger Sieglinde saw at her wedding to Hunding, who planted the
sword in the ash tree. Biegfried when Siegfried mentions looking at his likeness in a stream,
spectators hear the motive associated with his family line, the Wafsuogse, following on
the heels of Siegfrigd own motive®® In these cases, some characters possess the knowledge the
orchestral music provides, but not the characters on stage.

The relationships between and morphology of the motives iRitiggalso reveah
distinct point of view that corresponds to no character but rather an external storytelling agent.
The relationship Wagner establishes between the Ring and Valhalla motives is especially
eloquent in this regard. The Ring motive is introduced by the Riaiteen Wellgunde as she
explains the power of the Rheingold (Ex. 2.6a). Subsequently, it is employed not only in
connection with the ring, which Alberich subsequently forges with the Rheingold, but the
corruptive influence of wealth and power more gengfalin the Orchesterzwischenspiel
betweerScenes 1 and 2, as we travel from the bowels of the Rhine to Waf#itering new
castle, we hear the Ring motive gradually transform into the Valhalla motive. The first
transformation is rhythmic and metric (Ex6b). From the compound metre (9/8) associated
with the Rhinemaider@nusic, the Ring motive is squared off into a simple meter (4/4). With
respect to timbre, it passes from voice and winds to just winds and finally to the horns (Ex. 2.6c),
which pavestie way for the Valhalla motiée characteristic Wagner tubas. Finally, Wagner fills

out the harmony from parallel thirds to full triads and fixes the modally changeable initial

80FosterWagner 6s Ri

inSiegfried Unl i ke t

g Cylg6, argues that the dichegp@foren® akradically different function
e previous operas, fAno musical narrator
i

n

h
S
s

Siegfried than egfried himself knows. 0 Tvidemceappear anc
against Fosterd claim. At this point in the narrative
descends.

80t her common | abels include fAworl doés wealtho and the i

Millington, Stewart Spencer,etaMagner 6 s Ri ng of t h@ondbn:Brammas and tondan, Co mp an i
1993), 17; Michael Ewan¥Yagner and Aeschylus: The Ring and the Oregteiadon: Faber and Faber), 93.
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statement by Wellgunde into the major mode, appropriate to the grandeur aeditieeMachd

of Wotarts magnificent new abode (Ex. 2.6¢, beginning at Scene 2).

Ex. 2.6a: First appearance of the Ring mo{as RheingoldScene 1)
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Ex. 2.6b: Ring motive in 4/fDas RheingoldScene 1)
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Ex. 2.6¢: Ring motive transforms into tifalhalla motive(Das RheingoldScenesi12)
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4 In the growing light of the dawning day a castle with glittering battlements can be seen standing on a rocky
summit in the background; between it and the front of the stage a deep valley must be imagined, with the
River Rhine flowing through it. (Wotan and Fricka asleep.)
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Doubtless, these gradual transformations of motivic material perform the formal function
of providing continuity between scenes, but they also perform a naliketdunction, forging a
connection between the/o objects the motives represent, their respective owners, and that
which these characters sacrificed in order to attain fiémboth cases it was love. Alberich
renounces love in order to forge the ring and Wotan barters hisisitéev Freia, the gddess of
love, in order to attain his resplendentGégen r g. The i mplicit critique
accomplishment at the moment of its unveiling represents an external perspective on the
narrative, attributed most plausibly, | suggest, to the nu$ slife compolser, Richard
Wagner®3

All of the aforementioned examples involve the deploymetgitrhotifs or music with
semantic tagsvhich may imply that the presence is a necessary condition for orchestral
narration. That is a claim suggested by both Allsaad Rupprect discussions of narration in
opera but it is one | questiflt is impossible to assess whether the orchestra is functioning in a
narrabr-like capacity purely on the basis of the o@emausical formal structure. Such a
determination can only be made through examining the function the music performs in the
presentation of the opégastory.Leitmotifs are a powerful tool for orchestralnsmentary due to
their semantic specificity but they are not the only means by which the orchestra can fulfil a
narratorlike role, as | will demonstrate with an aria franentirely nonleitmotific score,

OresteésiiL e c al me r e ntafrem Gluakés pphigéroeren Tadrid€éEx. 2.7).

82 Foster Wagner and the Greek81.

8Another scholar to remark on the salienceTheTllistawagner 6s
Chord: Wagner and Philosopl{ilew York: Metropolitan Books, 2000), 85.

84 Abbate,Unsung Voicesl69; RupprechBr i t t ends My 88jlt0a | Language
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Ex. 2.7: Orestes is not calfiphigénie en TaurideAct Il Scene 3)
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One of Gluckds contemporaries wkacuredeabout
Franceon 15 June 1779, shortly after the operads
being,

butlisten to the instruments; they will tell you that this is exhaustion, not repose.
They will tell you that Orestes has lost not the awareness of his troubles, but the
strength to give them voice. Indeed, his melody is more admirable, the more true,
in tha it extends over a very small range of harmonies, and has no periodic
phrasing; his melody is accompanied by the violas, which lash the subdued,
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remorseful voice, which the violins express a profound agitation, mingled with
sighs and tear®.

Most immediagly noticeable, and exceptional for its time, is the syncopation in the viola part.

Gl uckbés careful dynamic markings, particul ar/l
effect. The fAagitation, mingl ed rtsyspeciiicallyi ghs an
their articulation markings, staccato foll owe
throughout al most entirely by step | ends c¢cred

The harmony is static with an interminable pedathe key of the aria, but notice thengtural
in the voice, which brings abontodal mixture. It is as if Orestes lacks the energy to reachthe F
sharp. Thenusics uggests a rather different perspectiv
professes tlough his wordsGluck accomplishes this feat without leitmotifs through rhythm,
articulation, melodic gesture, tonality, and the veaceompaniment dynamic.

In the absence of leitmotivih)e sense of the orchestra as commenting on the action is
largely cependent on a contrast between words and music. If the music represented the calm of
which Orestes speaks | dodistenerswould be much inclined to interpret the muagc
providing commentary on Orestédsn ot her di fference between Ores
examples from thRingthat the former is an exceptional momenighigénie en Taurideso
remarkable that people were talking about it well into the nineteenth cétury.

While Wagner may not biae fountainhead of orchestral commentary, his works and
theoretical writings were pivotal in making the narrdike function of the orchestra a far more
widespread phenomenon than it hitherto was. The pervasiveness of orchestral commentary in

Wagner neessitates imagining some kind of agent external to the narrative who is providing us

85 Quoted in translation in Patricia Howaf@luck: An EighteentiCentury Portrait in Letters and Documents
(Oxford: Clarendon Press, 1995), 1290.

86 Tomlinson,Metaphysical Song9, notes that this passage was celebrated by such luminaries aseMidStaél,
De | 6 Al (Pagisn@agniere1932), 2:91.
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with this information, guiding our experience of the narrative, and influencing how we think
about characters like Wotan and deeds like the construction of Valhalla. tBatarchestral

narrator the most plausible candidate as the purveyor of such commentary?

2.5 Authors as Narrators

By the stipulative definition in most widespread use, the orchestral narrator is a fictional
agent, distinct from the implied author of tyg@eraand its real auth¢s). As a fictional entity,
imagining how it accomplishes many of the feats attributed to it leads to silly questions, such as
what kind of exotic creature it is and how it knows the things it does. While | believe the
examples c#d in the previous section generate considerable troubles of their own, for the
sceptic, | have one final example that exacerbates the problem even furibierMeistersinger
Act lll Scened, Wagner quotes froffiristanwhen Hans Sachs tells Eva to fdargbout him and
to marry Walther, explaining that he wishes to avoid the fate of King Marke fitrtheig
Stiicko of Tristan and Isold&’ In the fictional world oDie Meistersingerthere exists the story
of Tristan and Isolde but certainly not Wagsevperatic adaptation. If the orchestral narrator is a
fictional agent internal t®ie Meistersingerit is unclear how it would have epistemic access to
Wa g n @nstarssuch that it would be able to quote strains from that w@ne responseould
be toclaim that the narrator resides in a different fictional world than the other characters,
specifically, a world in which Wagn& Tristanexists.But by now, this narrator is beginning to
sound suspiciously like the waikreatlife author, Richard Wagner

Surveying the possible reasons we could haveriferring to imaginéhis commentary

originating from an effaced fictional agent likee orchestral maator over viewing the opera as

87 For a more thorough discussion of this and other citatiofisistnin Die Meistersingersee Steven Huebner,
fiTristan T r a Rielward Wagnen: Tristan und Isolded. Arthur GroogCambridge: Cambridge University
Press, 2011), 1423.
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a wholeas beingharrated by its author, firdhere are the concesvoiced by Chatman and
Levinson that every fictional narrative must involve an act of fictional telling or showing.
Admittedly, not everyone has been convinced by the oppo&taase, but the orchestral
narrator cannot serve the function the ubigthigsis supporter needs it to. According to the most
common usage of the concept, the orchestral narrator is not a controlling narrator, because it is
not responsible for a fictional act of presenting the opera to us. Following Wagner, most opera
scholars engage a role for the orchestral narrator that is more akin to the functioning of the
chorus inAttic tragedy.

Anotherraison détre of the orchestral narrator is to explain instances of external
commentary not logically attributable to any charadt#ewever, imagining that the orchestral
music constitutes the utterance of a radically effaced fictional narrator is not our only option, nor
our best | suggestimagining a fictional agent inserting a quotation fronstanin Die
Meistersingelis illogical, but it is not absurd to think of Wagner, author of both works, doing so.

According to the model of operatic narration | propose, there is no need to imagine that
all operas have fictional controlling narrators. All evidence suggests that fictionedltogt
narrators are rare in thast form Nor is there any need to imagine that the orchestra constitutes a
fictional narrating agency when it functions imaratorlike capacity.In such instances,avwan
imagine that the ope@®author(s) are provillg commentaryn the narrativePerhaps most
controversially, | suggest that we can always attribute the @peaaration directly to the
operds real authors, not an implied author.

My model for understanding operatic narration is simple, disarminglgsgecially for
musicscholars more comfortable with the byzantine than the ontologically parsimonadsrs.

realize thabefore it will be convincing to eithenusic scholars or philosophergyill have to
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say a bit more about my exclusion of the ireglauthor. One may agree that it is illogical to
imagine that a fictional agent is responsible forThetanquotation inDie Meistersingebut
insist that the implied Wagner, not the real Richard Wagner, is the most appropriate agent to
whom to attribte this instance of commentary. In Chapterrgjéctedthereliance on the
implied author as a general interpretive strategy. Now | will consigdgments that the implied
author is necessary in certain interpretive situations

In my view, e most compelling argument for the utility of the implied author is its
purportednecessity in explaining cases where there is a palpable disjuncture between the
personality and point of view of the author that is implied by the worktendeal personro
persons whactuallycreated it An example cited by Currie is Thomas Mé&hBDer Tod in
Venedig which appears to be authored by a sententious individual with no sympathy for the
protagonist, despite the fact that Mann did not possess thesé&@iter related situations
include Bootlis argument that we need the implied author to explain how different works by a
single author may imply different authorial personae and Cha@mnsaiggestion that the implied
author is necessary to understand unreliablexhan and all instances of irony, be they
performed in everyday conversations or in works ofart.

All three authors undermine their own arguments when they make comparisons to
everyday communicative situations. Booth tells us fihest as oné personietters imply
different versions of oneself, depending on the diifgrelationships with each correspondent
and the purpose of each letter, so the writer sets himself out with a different air depending on the
needs of particular work®° But understanidg a letter does not involve making inferences

about what the implied author of the letter intended to communicate; it involves making

88 Currie, Narratives and Narrators70/ 71.
89 Booth, The Rhetoric of Fiction71; ChatmanComing to Terms75.
90 Booth, The Rhetoric of Fiction71.
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inferences abouhe intentions othe actual person who authored the message. We have no
difficulty understanding howwr manner of communication, and thus the image of ourselves that
may be gleaned from our correspondence, can change depending on the addressee, context, and
purpose of the message, so | see no reason why we cannot imagine that authors may present
different even radically different, facets of themselves in their works. Currie makes a similar
point, but he still feels it necessary to drive a wedge between the author and an implied or second
author for cases in which the author is engaged in too artificattaof selfpresentatiod? | find
more continuity between cases of entirely veridicalgstentation, moderate self
improvement, and complete personality overhAslsuch, | see little motivation to invent
hypothetical entities to explain instanceattfall too far on the synthetic end of the spectrum.

Contra Currie] propose that narratives lik@er Tod in Venedigre still narrated by their
authors|In this case, Mannarratel the story according to a point of view tiiel not himself
hold in orderto repudiatehat point of view.

The other primary argument is specific to maltithored works, which would include
most operas, though not Wag@erChatman contends that interpreting a work produced by
multiple authors requires us to imagine that it waluced by one agent, namely, the implied
author®? Livingston and Gayltin their respective investigations of authorship in cindmse
defended multiple authorship against Chatéeaaims of incoherenc&urthermorethey
demonstrat¢éhat imagining tht a film was produced under radically different circumstances than

it was in actuality hinders ofeability to appreciate and evaluate the fifin apt illustration is

91 Currie,Narratives and Narrators76. Thecategoy of t he fAsecond ordt€Cohhthe © was coi r
Distinction of Fiction(Baltimore: Johns Hopkins University Press, 1999)c hap. 6, ¢t DerTtheéiscr i be Ma
Venedig Currie,Narratives and Narrators70, employs the implied author formorereod at e fiupgr adi ngs o
aut horés persona fAfor the purpose of public display.?od

92 ChatmanComing to Termschap. 6.

®Berys Gaut, AFil m Aut hRlmBhaory@and ®hilasopkiens Richad®dltemand on, 0 i n
Murray Smith (Oxford: Clarendon Press, 1997):11248 Gaut,A Philosophy of Cinematic Arthap. 3, specifically
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Chatmaids discussion ofhe Red Badge of Coura@gohn Huston, 195Ff.Chatman observes
that critics tended to regard Huston as the @oskle author. Although Chatman demonstrates
that the interpretive approach for which he advocates is common, he does not demonstrate that it
is justified. The critics Chatman cites ar\e flawed interpretations of the film precisely
because they held mistaken beliefs about how it was produced, thus prieimggton and
Gauts point.

Given the important role authors play in my account of operatic storytelling, the question
of who the athors of an opera are becomes a crucial question, one less straightforwasd than
commonly believed. Current opinion in opera studies is that the composer and librettist (if these
roles are performed by different persons) are to be regarded as traifbimis of an opef&.My
view is that the authorship of any work, including an opera, cannot be made through reference to
any sorts of conventions arpriori rules but through the examination of the particular \@ork
actual process of making.

Livingston and Gaut agree on the foregoing point but disagree about what authorship
entails. For Gaut, anyone who intentionally makes an artistic contribution to a work should be
counted among its authot&The result is that just about everyone who works on &@fitave
caterers, personal assistants, and griwsuld qualify asone of theauthors of the film. agree

with Livingstonds contentiorthat we ought to be more demandingur conception of

116; Paisley Livingston, fi Ci nFémildeoiy and RhilasdpiplB8248;i p, 0 i n
Livingston,Art and Intention chap. 3; Paisley Livingstoginema, Philosophy, Bergman: On Film as Philosophy
(Oxford: Oxford University Press, 20Q@hap. 3.

94 ChatmanComing to Terms92 96.

9 See, for example, Linda Hutcheon and Michael Hutch@pera: Desire, Diseas Death(Lincoln and London:
University of Nebraska Press, 1996), xvi; Kevin M. S
Gloriana, Music & Letters92, no. 1 (2011): 84113.

9 Gaut,A Philosophy of Cinematic ArL06. Others who endse similar views include Sondra Bacharach and
Deborah TweDl dfben, FAiom Mer e Cdaurhal df Aesthietics end ArtcritiClsh®a ut h o r

Al |

al

S,

no.1(2010):283 2; Sondra Bacharach and Deborah Ta¢loleufhalen, A We
of Aesthetics and Art Criticis®9, no. 2 (2011): 228 0; Dar r en Hud s o n -Atthocship, andi Aut hor s h

Mul ti pl e Aaurnaha Aestimeticp ana Art Criticisi2, no. 2 (2014): 145 6 ; C. Paul Sell or
Aut hor s hiJournalof ABsthétios,arid Art Criticisé®d, no. 3 (2007): 26F 1.
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authorship. Being an author of a work involves exercising sufficemtral over the outcome of
the workas a wholé” In casesvhereno individual or group exercisesdich controlLivingston
argueghat the resultant work has no author, only makers.

Livingston also contends with multipButhorship scenarios with masabtlety than
Gaut. Ceauthorship involves more than merely the creative input of multiple people, but rather a
collaboration or cdabouring involving components like a shared commitment to the project,
mutual responsiveness and support for each @tletons and ideas, and efforts by all parties to
coordinate their respective plans such that they couldfeatiaable. Ingredients vitiating €o
authorship include coercion, sabotage, and strongly hierarchicaggaditarian divisions of
labour and desionrmaking processes.

Operas admit of a greater diversity of authorship scenarios than hitherto acknowledged.
Some operas, even thdse which the composer and librettist were not andthe sameerson
may have only one author. The control Brittenréeak over Duncais librettowriting activities
during their collaboration ofhe Rape of Lucretisuggests that Britteought tobe regarded as
the author of the work as a whole, for better or wét&izzled by the anachronistic Christian
commentary, theritic ought to interrogate the actions and intentions of Britten, not his librettist,
for enlightenment.

In other cases, the authors of an opera may include individuals who performed neither the
role of librettistnor composer. Director Robert Wilstarde in the creation oEinstein on the
Beachwarrants him to be counted as one of the authors of theiwank view, despite the fact

that Wilson authored neither the score nor the libretto. EqurReher Peads influence over the

Livingston, nCi ne mait4;ldvindstonAnt and interitign 17& 901 L3vidigstonCihd@na,

Philosophy, Bergmarchap. 5.

%®Livingston refers to such cases as Atraffic jilamo aut he
40; Livingston,Art and Intention 39 40, 80.

% On the genesis dfhe Rape dfucretia see Seymouihe Operas of Bgamin Britten chap. 4.
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shaping of the title character Béter Grimesllustrates that one should not discount the
possibility that a singer deeply enmedirethe creative process of the opera frmitial
conception to opening night could count as onthebperas authorst®

Having explored the question of who is responsible for presenting operas, the following
chapter will delve into the question of how opera presehtepera authors, according to my

accound may express the points of view of characters through their actsration.

0p hi | i pPetBriGemes , TRe Gr owt h orhe Making of Péteb Griengstl. ®auldBarikan
(Woodbridge: Boydell, 2000),58 1 ; Phi |l i p Brett, fHo6MPeterGymesvnsPoaséssaadidl
Benjamin Briten: Peter Grimesed. Philip Brett (Cambridge: Cambridge University Press, 198Bh4®1.
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3 POINT OFVIEW

Let four men make a tour in Europe. One will bring home only picturesque
impressiond costumes and colors, parks and views and works of architecture,
pictures and statues. To another all this will be-egistent; and distances and

prices, populations and drainaggangements, dooand windowfastenings, and

other useful statistics wilbke their place. A third will give a rich account of the
theatres, restaurants, and public balls, and naught beside; whilst the fourth will
perhaps have been so wrapped in his own subjective broodings as to tell little
more than a few names of places tlgiowvhich he passed. Each has selected, out

of the same mass of presented objects, those which suited his private interest and
has made his experience theréby.

Like his brother William (the author of the above quotatibt®nry Jamesvas
preoccupied withtsdying and representing the particularities of how different individuals
perceive and react to the same stimldmegypically focusel on a particular character,
narrating the story in a way that refledhis or her unique experiences, dispositions, an
capabilities. Even thougie narrator ofWhat Maisie Knevis not its eponymous protagonisit
rather James himselfsuggestJamegells the storyaccording to Maisi& point of viewHe is
most interested in how the stéyevents affect Maisi¢lis interpretation of those events even
mirrors the limited understanding Maisie herself is able to achieve, leading to some interesting
misinterpretations along the waye alsoprovides readers access to Maisisubjective states
more than those of anylar character.

Not only was James a leading practitionestofytellingstrategies that systematically
orient readers to the points of view of characters, he was also one of the first ettieori
practice. In his critical prefaces to his novels, Herred to characters like Maisie @sirrorsp

ficentres) or freflectorse? Subsequently, a panoply of other terms have arisen, including Franz

L william JamesThe Principles of PsycholodiNew York: Dover, 1950 [1890]), 1:2887.

2 JamesThe Art of the NovelrO' 71, identifies Rowland Mallet iRoderick Hudsonisabel Archer iThe Portrait

of a Lady Merton Densher iThe Wings of a Doyéambert Strether ilhe Ambassador#aisie inWhat Maisie
Knew among others, as fAmirrors. 0 JameederchtHudlenWwsat t h e

term
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K. Stanzefs fireflectorcharactergor fifigural mediag Genettés fifocal characters,Chatmais

ffilters,0 and Mieke Bads finternal focalizorsy® Genetté account of the phenomenon he terms

focalizationremains the most widely known, but even when charitably interpreted and applied to

literary examples, it fails to successfully account for many changesnngiwiew.
Accordingly, | will be employing a distinct but related concept catleakracterfocused

narration, recently introduced by Currfe.

Several of the sources on which Britten based his works for the stage employ character

focused narration, inctling Manrés Der Tod in Venedignd Jamés short storyiOwen
Wingraveo Furthermore, there is evidence that Britten was attracted to such sources for
precisely this feature. When asked by John Culshaw why he chose the latter, ratherstdagcure
(by mostaccounts, justifiablgo), Britten responded:

| think what was most attractive to me in [Jatsé®©wen Wingraveé] was that

this bombshell which arrived in the middle of this family and the circle in which

Owen Wingrave moved would give a marvellous oppuotytto show each
persoids individual reactions to the bombshell.

It appears that Britten may have shared J&r@goccupations withxpressingharacterg
points of view. In this chapter, | investigate hawoperés narratorsi.e., its author(s)use
music for the purpose of charactecused narration. Jan@ssshort storyiOwen Wingrave and

its operatic adaptation by Britten and Piper furnish my cornerstone examples.

Maisie KnewandThe Ambaassadors | bi d. , 16, 147, 317. AFReWihgsoffor 0
Dove Ibid., 305.

3 Frank K. StanzelA Theory of Narrativetrans. Charlotte Goedsche (Cambridge: Cambridge University Press,
1984), 9,144 45; GenetteNarrative Discoursel185 94; ChatmanComing to Termschap. 9; Mieke Bal,
Narratology: Introduction to the Theory of Narratieans. Christine van Boheemen (Toronto: University of
Toronto Press, 1985), 106.

4 Currie,Narratives and Mrrators, chap. 7.

5 Myfanwy Piper, interview by John Amis in 1970 fortReBC6s pr ogr a m G@wduWingaveNo w, 0
directed by Basil Coleman (Decca, 2009), DVD.

6 The fact thaDwen Wingravevas composed for television may appear to complicate magetsn addition to
producing a work for television, Britten and Piper also produced a-feoierformance, and it is their wofkr-
performance | will be discussing.

ari s
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3.1 What Is Point of View?

Aside from a chapteength study oDeath in Venicdy Rupprecht, the concept of point
of view has remained virtually unexplored in opera stuti®se explanation for this lacuna is
the fact that point of view is a component of narration, and the received vdsabl@ast since
the publication of Abbafis Unsung Voice8 is that operas are not narratives because they
typically lack fictional narrator& The previous chapter refuted the validity of the assumption
motivating Abbaté conclusions. All narratives require an agent who is responsible for telling or
presenting the narrative, but there is no reason that agent cannot be tiie aetukl author(s).

Another obstacle is the narrative theory on which musicologists have drawn, chiefly,
Genettés Narrative DiscourseTaken at face value, Genéitédeas about at point of view is
and how it is articulated in a narrative are 1starters when applied to opera. Given that Genette
never intended such an application, it would be wrong to fault him for his ieeoaptness in
this regard. The fact that Genétgatements about point of view fail to hold true for literature
points to more fundamental flaws in his account.

As discussed in the previous chapfeenetté& most famous contribution to narrative
theory was his identification of the commonpl@icenfusion between the questiaho is the
character whose point of view orients the narrative perspectimd2he very different question
who is the narrator® In other words, the fact that the narration expresses aspects of@aisie
point of view shouldhot lead us to conclude that she is the one telling the story. 3o far
sensible. Problems arise when Genette goes on to recommend that the former question may be
paraphrased @svho sees® which implies that point of view is exclusively a matter ciul

perception.

"RupprechtBr i t t en6s Mychapcéa | Language
8 Abbate,Unsung VoicesPreface.
® GenetteNarrative Discoursg186.
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Such a narrow conception of point of view is obviously problematic when applied to
opera. While the musitipretto, or staging may convey aspects of a charéctesual perceptual
experiences, opesuthorscannot provide its spectatossth the opportunity to see the fictional
world from a charactés spatial position and perceptual orientaienlessthey employ nested
cinematic displays containing images of what a character is $e@bsgervinghis difficulty,
Rupprecht proposes thaperatic point of view, where apparent, might be defined in the terms
suggested by the phra&eecess to consciousnéss a soundindprth of the mental and
emotional basis of what is occurring on statfeRupprechis phrasingmplies that his expansion
of the purview of the concept is necessary only for opera. A more inclusive understarttang of
concepfs required to adequately understand point of view in literature as well, | sdggest.
There is evidence that Genette did imb¢nd to limit the scope of point of view to visual
perception. Genette rejects the very term point of view becausdiafatspecifically visual
connotationgi? And in his retrospectivBlarrative Discourse Revisitetie acknowledges that
his fwho sees®method of determining the focal character isfjporely visual, and hence
overly narrowd As a replacement, he proposes fiheader question afho perceive®' Yet,
even the verlfiperceiveé is not quite inclusive enough. ElsewheréNiarrative Discouse he
states that a narrator tells a story according to the point of view of a character by limiting himself
to the knowledge the character posse&sBew it appears that point of view also includes the

individualGs epistemic position.d?ceptual orientation and epistemic position, even taken in

ORupprechtBr i t t en 6 s My kll. Ruppreclit s nogaloaegneunderstanding Genette to be equating

point of view with visual perspective. See also B&rratology 104.

11 am not the first to make this suggestion. See Cudagratives and Narrators123 29.

12 GenetteNarrative Discoursel189.

13 Gérard Genettd\arrative Discourse Revisitettans. Jane E. Lewin (Ithaca: Cornell University Press, 1%38)
OriginalFremc h: AJe ne reviens pas sur | a distinction, aujour
entre les deux questionsQui voit » (question de mode) etQui parle? (questiondevoix) si ce nbest pour
regretter une formulation purementvisee/l et donc trop ®troite équivbi?tlhaut don
question plus larggqui percoi? 0 G®r a r Mouv@aa discouts ey rédiParis: Seuil, 1983), 43.

14 GenetteNarrative Discourse189.
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combination, lack the ability to track all changes in narrative perspective. As illustration, | will
take the first scene from Jani®BOwen Wingraved

It is a story about a young man who comesalout his pacifist convictions to his
bigoted and domineering military family. Most commentators observe that it is told from the
point of view of Owefs tutor, Mr Coyle'® By thefwho sees®method of determining the focal
character, one would cite thact that readers are privy to only those exchanges Coyle witnesses
or following the epistemiposition method, one would observe that the reader knows only what
Coyle knows at any given moment. Gen&taethods are unable to track the numerous points
where the narrative perspective shifts, for example, ait#éifieized portions of the following
passage:

Less than a week after this the elder man [Coyle] received a note from Miss
Wingrave [Oweis aunt], who had immediately quitted London with her nephew.
She proposed he [Coyle] should come down to Paramore [the Wingrave family
estate] for the following SunddyOwen was really so tiresom@n the spot, in

that house of examples and memories and in combination with her poor dear
father [Sir Philip], who wagdreadfully annoyed it might be worth their while to
make a last stand. Mr Coyle read between the lines of this letter that the party at
Paramore had got over a good deal of ground since Miss Wingrave, in Baker
Street, had treated his despair as supekfisize wasé an insinuating woman,

but she went so far as to put the question on the ground of his conferring a
particular favour on an afflicted family; and she expressed the pleasure it would
give them should he be accompanied by Mrs Coyle, for whorerstiesed a
separate invitation. She mentioned that she was also writing, subject to Mr
Coyleds approval, to young Lechmere [Oviertlassmate and friendghe thought
that such a nice manly boy might do her wretched nephew someTlgaod.
celebrated crammelecided to embrace this occasion; and now it was the case not
so much that he was angry as that he was anxious. As he directed his answer to

Wi nt on Mesd rc, i i MusicahTimeshl4,dmo. 1565 (1973Y,19; Halliwell, Opera and the Novel

239;Arne Muus, A6The Minstrel Boy to the War Ovem Goned: F
Wingrave 0 Bdnjamin Britten: New Perspectives on His Life and Wedk Lucy Walker (Woodbridge: Boydell,

2009) 101;Frances Spalding, fADramatic | ©OwenWingravno iinn Myd laknewy, |
Benjamin Britten: New Perspectives on His Life and Wk
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Miss Wingravés letter he caught himself smiling at the thought that at bottom he
was going to defend his gupil rather than to give him awa$.

Lacking the blatant signalling of the latter itétied portion (prefaced biishe thought
tha), the former is the more subtle and interesting of the two. The n&@srdtgr factual
reportage is interrupted by the intrusion of a particular perspective on the situation. The phrase
fOwen was really so tiresomaot only constitutes aon sequituibut is also stylistically
incongruous. Its bluntness is uncharacteristioath the narrat@ and Coylé manners of
communicating, and the sentiment cannot be attributed to either.

Coyleds opinions on the relative merits of his pupils have been revealed earlier in the
story:

[Lechmere] had unconsciously performed for Mr Colle office of making the

promise of his [Owets] great gifts more vivid by contrast. He was short and

sturdy and as a general thing uninspired, and Mr Coyle, who found no amusement

in believing in him, had never thought him less exciting than as he staredut

of a face from which you could no more guess whether he had caught an idea than

you could judge your dinner by looking at a dgdver. Young Lechmere
concealed such achievements as if they had been youthful indiscretio#3)(42

In light of the hgher esteem with which Coyle regards Owen, it is clear that he is not the
character orienting the narrative perspective at the italicized portions. It is Miss Wingrave who
possesses the appropriate values, as well as the requisite lack of subtlety, amtheattte
character whose point of view they express.

In reaching the foregoing conclusions, | have relied on neither of Géanettthods of
determining the focal character. At no point in the first excerpt does the narrator provide the
reader access any charactés perceptual experiences. As for the epistgmomition method,

the only portion that contains knowledge that one character possesses but the other does not is

%HenryJ a me s, 1 Owe n The/Tunngfthe Bev,ad Other Storieed. T. J. Lustig (Oxford: Oxford
University Press, 199255 56 (my emphasis)All subsequent references to the short story will refer to this edition
and will be placed in the body of the text.
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the final two sentences, where readers learn that Coyle plans to side witheDerethough he
has led Miss Wingrave to believe that his loyalties lie with her. The episfmsitton method
cannot help one in tracking the shifts in point of view at the italicized portions. One knows that
they represent Miss Wingraigepoint of view lecause of a shift in values and beliefs,
specifically, the fact that Miss Wingrave places more value on dull but obedient Lechmere than
astute, freghinking Owen, and believes the former to be a positive influence over the latter.
Coyle is of the oppositepinion on both matters. Genégdenethods, while effective in certain
circumstances, are not reliable tools for tracking changes in point of view in all cases. This
suggests that point of view amounts to more than the sum of an ind@&i#nalviedge and
perceptual experiences.

A theoryof point of viewthat is able to track such subtle shifesbeenput forth by
Currie. He proposes thapoint of view arises from an agémtimitations of access to and
capacity to act on the worfd! Thus, it encompasses the agemesources and habits of
perceiving, knowing, thinking, feeling, and doing, which would also include the@admiefs,
values, and desires. In light of Gené&teemarks on later schol@msisinterpretations of his
theoetical writings, it is possible that Genette had a broader conception of point of view in mind
all along, but simply failed to articulate his position effectiveliNarrative Discourseln any
case, the mulfaceted conception of point of view made egplby Currie is what is required to
adequately account for the myriad ways individuals differ from one another. & ateount

also opens up possibilities of applying the concept to opera.

17 Currie,Narratives and Narrators89.
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3.2 CharacteiFocused Narration in Literatue Film

In everydaylife, humans make their points of view known through their actions,
particularly how they express themselves. Similarly, narrators express their points of view
through their acts of narration. Just as@raetions cannot help but express@rmint of vew,

a narrator cannot help but tell the story from her point of view. In addition, she may do so in
ways that orient readers to the point of view of a character in the istatjer wordsshe may
narratethe storyaccording to that point of view.Thisis what Currie calls charactéwcused
narration. In contrast to narratifrgm a point of view, which is neoptional and all or nothing,
narratingaccording toa point of view is optional and admits of degrees. Coyle is the primary
character whose poiof view orients the narrative perspective but it is inaccurate to say that
Jamesés story is toldrom his point of view, as most commentators do. Not only does the narrator
shift focus from Coyle to other characters, as we have seen, but the narrgpoovltses
commentary on Coyfs character that does not represent Geydelfperceptions.

The story begins with Coyie reaction to Owds confession, presumably that he is
morally opposed to the family tradition of military service.

AUpon my honour yomust be off your head'cried Spencer Coyle as the
young man, with a white face, stood there panting a little and repéReaily

love quite decided,andfil assure youdre thought it out They were both pale,

but Owen Wingrave smiled in a manner g@&xsting to his supervisor, who

however still discriminated sufficiently to feel his grimécié was like an

irrelevant leed the result of extreme and conceivable nervousness.

filt was certainly a mistake to have gone so far; butshetactly why it

strikes me | musti go furtherg poor Owen said, waiting mechanically, almost

humblyd he wished not to swagger, and indeed had nothing to swaggeé about

and carrying through the window to the stupid opposite houses the dry glitter of

his eyes.

Além unspeakablgisgusted. Yotve made me dreadfully @ and Mr
Coyle looked in truth thoroughly upset.

18 |bid., 127.
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Além very sorry. It was the fear of the effect on you that kept me from
speaking sooney.

AYou should have spoken three months ago.dgwu know your mind
from oneday to the othei®the elder of the pair demanded.

The young man for a moment held himself: then he quavered his plea.
Oroudre very angry with me and | expected d@nlawfully obliged to you for all
youdve done for me.dl do anything else for you ireturn, but | caé do that.
Everyone else will let me have it of cours@én Iprepared for that IGm prepared
for everything. Ifs what has taken the time: to be sure | was prepared. | tésnk it
your displeasure | feel most and regret most. But littlettg youdl get over it
Owen wound up.

AYoudl get over it rather faster, | suppogtie other satirically exclaimed.
He was quite as agitated as his young fried8i 40).

The final phrase is blatantly ironic, in light of the preceding conversaioyie is indeed

agitated but Owen is noAlthough the narratorremask hat Owen fAqgoavered
Owen expresses himself in lucid, measured tones. By contrast, the nabssveshat Coyle
flooked thoroughly upseto later ah, even the diswitted Lechmere perceives a change in his
teacheds disposition, particularly hifbad languageand afifreshness, as of a forgotten
vernacular, it had imparted to the goveisorocabularg (42, 43) If Coyle were listening to

what Owen was attempting to teim, he would realize the falsity of interpreting Owien

actions as iconsidered products of ovbeated youthful emotions. In actuality, they arose out
of calm and careful deliberation.

The above passage of Jadseshort story shows Coyle to be unabi¢h to come to grips
with Owerts pacifist convictions and to recognize the disturbing effect they have had on him.
The fact that Coyle displaces his feelings of distress and agitation onto Owen is further
emphasized when, through free indirect discoutsenarrator relays Coyde suggestion that
Owenfihad better go off somewhéralown to Eastbourne, say: the sea would bring him
round and take a few days to find his feet and come to his se@®sIn reality, Coyle is the
one in need of time to cool hierves, not Owen. When the narrator provides readers access to

Owerts point of view later ortheylearn that even Owen has reached this conclusion:

hi
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He [Owen] couldd refuse to go through the form of trying Eastbourne or at least
of holding his tonguethough there was that in his manner which implied that if
he should do so it would be really to give Mr Coyle a chance to recuperate. He
didnd feel a bit overworked, but there was nothing more natural than that, with

their [Owerts familyés] tremendous pssure, Mr Coyle should be. Mr Coge
own intellect would derive an advantage from his geghbliday (41)

At the beginning of the story, Coyle holds mistaken beliefs about @vieelings and
thought processes as well as his own reactions to @wenvs If the narrative were toltfom
Coyleds point of view, the disjuncture between Cdglbeliefs and reality would not be apparent.
As it is toldaccording toCoyleds point of view, the narrator is free to pick and choose what
aspects of Coyfis point of wvew to represent and to offer ironic commentary that highlights some
limitations of his point of view.

Having examined some examples, we are now in a position to define more precisely what
narrating according to a point of view entails. At minimum, reaaterst be informed of the
salient features of the point of view in question, particularly how it differs from those of other
characters. But examples lik®wen was really so tiresom@volve more than that. With this
phrase, the narrator not only telladers that Miss Wingrave finds Owen tiresomehadoes
so in a way that imitates Miss Wingra@sexasperation and blunt manner of expressing herself.
If, instead, James had writtéWiss Wingrave found Owen tiresondg¢he narrator would not
have providedeaders with this extra information about how Miss Wingrave might express her
feelings.

If point of view refers to an agdstcharacteristic ways of responding to the world, then
narrating according to a point of view involves imitating those charaatemsides of response
so that readers get a sense of what it would be like to have that point df \itation admits

of degrees. At the most imitative are casesfiRaen was really so tiresondegn instance of

19bid., 130.
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free indirect discourse, in which the rapr departs from his own style of narration to perform
an utterance that imitates one Miss Wingrave might make. Other examples are not so thoroughly
imitative of their subjects. The narrai®account of Coyle and Ow@ninitial conversation
betrays moref a sense of the narrafepresencéhroughthe use of irony. Yet, the narrator still
provides readers some form of access to @pdabjective states, and as such, the narrator is
still telling the story according to Coyiepoint of view.

Providing readers subjective access to characters is essential to cHarasted
narration, as Currieasdefined it. In this respect, the concept differs from that of focalization,
which encompasses what Genette refers txegnallyfocalized narraves. A textbook
example is Hemingwaly short storyiThe Killersg in which readers follow a characier
trajectory through the narrative but do not have access to the ch@ractexpressed feelings
and thought$® Focalization, as defined by Genette, sloet always involve subjective access.

Precisely how charactéocused narration is accomplished depends on the medium, and
within each medium, there exsst variety of ways that a narrafettelling can orient readers to a
characteds point of view. Alhough there are exampleslitérary workswith nestedllustrations,
graphs, photographs, and even musical notation, the literary nésnationary resource is
languag€?! Thus, the imitation of modes of speech and thought is an important device of
charater-focused narration in literary media. In particular, Currie draws attention to the

importance of free indirect discourse, a phenomenon that has arisen several times in the

20 GenetteNarrative Discourse190.

2AW. G. Saskeditt(d260s0 1) i ncor por ates p hFtatlaodglB8S#)pomtains Edwi n A. A
geometrical di agrams. Myrt | dgheRviec SloetN esvihn o¥dr ks:t 0G.y H.T r Pwtmm
Sons, 1912), 170, contains excerpts of musical notati ol
Schnit z| draden Elselinvtte helrsmn published by Paul Zsolnay, not the original publication of 1924 in

Die neue Rundschau cont ai ns scor e eCawmaval prduein Else io Desiie end Detugionn 6 s

Three Novellas by Arthur Schnitzlérans. Margret Schaefer (Chicago: Ivan R. Dee, 2003), 251. The musical

examples were broughtto my attentlory | van Raykof f, ASchuma RethinkihgMel odr a ma't
Schumanpeds. RoeMin Kok and Laura Tunbridge (Oxford: Oxford University Press, 2011)j 188
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discussion of Jamésnarrational techniques. While free indirect discoursenswonly
understood as displacing the narrator, literature scholar Daniel Gunn has shown that this
hypothesis is unsupported by literary practice. Gunn characterizes free indirect discéarse as
kind of narratoriamimicry, analogous to the flexibienitations of other@discourse we all
practice in informal speech and expository prF€&unris account explains why free indirect
discourse would be an important device of chardctaused narration, more so than directly
reported speech. Being a weiat-word transcription of a characerutterance, directly reported
speech is a better representation of that utterance than free indirect discourse. However, it is less
an imitation of that utterance, since readers have little sense of the imitatayrdter. With
free indirect discourse, readers are aware of both the imitator and the object of the ifitation.

In afilm, the primary means by which spectators gain subjective access to characters is
through the visual qualities of shdfSOne might assue that the point of view shot (a shot that
represents a particular chara&erisual perspective on the fictional world) would be the primary
means of achieving charactiecused narration in cinema, but both Smith and Wilson have
argued against its centity. fiNot all POV shots prodecsubjective access, and not all subjective
access is produced by POV sho8mith observe$: Reaction shots, particularly cles@s, are a
more powerful device because they let spectators know how the character isingsfmwnthat
he or she is seeing, knowledge typical point of view shots fail to provide.
Taking Nicholas Rag Rebel Without a Caug&955) as an example, Wilson has

demonstrated how features of the mesescene, blocking, choice of camera angles, lerssek,

editing style express qualities of the teena@experience of the world, namely, their feelings of

2Dani el P. Gunn, fAFree I ndir eErma Danatvelld, rnsle20@)B8836Nar r at i v e
23 Currie,Narratives and Narrators14Q 44.

Wi th sound cinema, music and sound effects can al so or
this possibility has received little extended theoretical attention to date.

25 Smith, Engaging Charactersl61.
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claustrophobia and imprisonmefitAs part of a discussion &ight Club(David Fincher, 1999),
Wilson has drawn attention to a type of shotalisthe impersonal subjectively inflected shot
which represents salieffphenomenal qualities or contents of a charé&tiezld of visiong even
though it doesot represent the characfevisual perspectiv&.Since spectators are able to look
at the charactewhile alsowith the character, to a certain extent, they are able to see not only

what the character is reacting to but also how it mhkadeel.

3.3 CharacteiFocused Narration in Opera

In contrast to the sengrodality hierarchy operative in cinentegaring is more
important than seeinghen attending an operatic wepkerformanceMost opera spectators are
seated too far away from singers to discern much of anything about their facial expressions.
Accordingly, music takes on a more important rolednweying aspects of charact@peints of
view, but it is not the only means. Visual elements of operatic perforntamsisgenscene,
blocking, lighting, costumes, and actihgan also be used to express chara@fasits of view,
just as they can in affil, but | will save my consideration of such possibilities until Chapter 5. In
this chapter, my focus will be on the role musamplay in orienting spectators to characfers
points of view.

At the outset, one must acknowledge some crucial differencesdr@iwusical means of
expressing characténgoints of view and linguistic and cinematic ones. Linguistic discourse
contains deictic markers that indicate the speakdentity, her relation to other persons or
objects mentioned, and the utteraisdempoal relation to other events to which it refers. The

nature of the medium of pictorial cinema ensures that every shot represents a distinct visual

26 Wilson, Narration in Ligh, 170 71.
2T'Wilson, Seeing Fictions in Film149.
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perspective on that which is represented. Music, by contrast, lacks such indicators. Although
music possesséemendous powers to express emotions and evoke actions and gestures, it is
impossible to know to whom to ascribe such states and acts withoutrexdreal cues, such as
words, images, dramatic action, pantomime, or dance.

Luckily, with opera at least sarof the aforementioned items are present to provide
guidance in attributing musie expressive and representational efféthgevertheless, there is
more ambiguity when dealing with music than with language or images. Advancing an argument
that a strain omusic expresses a particular charasteoint of view requires considerable care,
specifically the citation of extrenusical features of the work corroborating the interpretation.
general, Has are less problematic than ensembles, as there isranfictonal character whose
point of view the musicould possiblyexpressWith ensembles, one must decide whether the
music expresses an emotion or sentiment shared pgréiltipatingparties, just some, or perhaps
none.Sometimes the available evidence is insufficient to lead interpreters to a single, decisive
conclusion about what the music expresses or represents. More often than not, tloé amusic
opera serves multiple functions. A listing, by no means exhaustivédwwlude defining the
locale, setting an appropriate mood, representing char@atdiens, expressing the point of
view of a character or group of characters, expressing théfeeabmposeis point of view on
some aspect of the story, suggesting lspectators ought to feel about some aspect of the story,
imparting formal properties to the work like continuity, or otherwise enhancing its aesthetic
beauty.

As previously mentioned, point of view is a mifticeted concept, encompassing an

agents pereptual experiences, knowledge base, modes of thought, and emotional and

2Thus, | am in disagreem&htatwimubi PetanodK0sdmidrstosp eRage:aa)
Philosophical Reflections on Opera, Drama, and Tes. ed. (Ithaca: Cornell University Pse4999), 275.
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psychological states. For each medium, some facets assume salience, and some may be

impossible to convey at all, in light of the medinecharacteristic strengths and weaknesses.

3.3.1 Perception

Opera lacks resources for allowing spectators to see the fictional world as a character sees
it. NeverthelessRupprecht has convincingly argued that the music Britten composed for Tadzio
represents particularities of how Aschenbach sees TatSjmecifically, the exotic, alluring,
gamelarinspired music represents the way Aschenbach regards Tadzio as the image of
perfection and as an object of erotic desire. Thus, B@tterusic aligns us with Aschenbdsh
point of view. But it is important taote that he does so by allowing ushiemrhow Aschenbach
seesTadziq not by allowing us t@eeTadzio as Aschenbadgeshim.

Turning to the aural domain, it seems possible that operas could allow spectators to hear
what a character hears, an aanahlogue to Wilsois subjectively inflected shot in cinema.
Although speaking about art song, Cone has famously argued that accompaniments representing
sounds or music in the protagodsénvironment represent the way the protagonist perceives
those souns] as opposed to intersubjectively accessible facts about the $dhdsFrench
grand opera tradition and others influenced by it afford a wealth of operatic examples. One of the
innovations developed at the Paris Opéra in the 1830s was the idea aflatangghe
placement of musicians in such a way as to afford spectators access to the particularities of
character8aural perceptual experiences. In the final sceneesfHuguenotdMeyerbeer directs
the chorus of martyrs singing the chor@ign festeBurgo to be located backstage. In so doing,

he aligns spectators with Valentine, Raoul, and Marcel, who hear the singing from outside the

2RupprechtBr i tt enés My26i®al Language
%Cone,The Compos3sEr®s Voice
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church in which it is taking place. If Meyerbeer had the chorus appear on stage, he would still
have afforded spectatoperceptual access to the music the three characters were hearing but
without the added spatial dimension differentiating the three individuals from the collective
voices of the martyrs and aligning spectators with the former group

It is worth noting tle vagueness of the information spectators are provided about how the
chorale singing sounds to the fictional characters. It is so vague that it is impossible to say that
Meyerbeets performing directions align spectators with any one character. This atiserv
identifies another mediwspecific differencef whichto be aware when dealing with musical
means of communicating point of view. It would be idiosyncratic to claim that a point of view
shot represents more than one charétasual perspective. shot may represent the field of
vision of a group in a general way but it may not provide the subtle differences between the
precise location of each individual, their eyelevel, and so on, which human beings are able to
keenly discern. But given humsivastly inferior abilities to distinguish between aural
perspectives, it is perfectly logical to claim that the backstage chorale singing communicates the
aural perspective of Valentine, Raoul, and Marcel. Similarly, in a film where a sound effect
represents noise in the environment of three characters, it is reasonable to speak of the sound
representing the aural perceptual experience of all three charicters.

Even so, there are some operatic examples in which spectators are aligned with a
particular chareter in terms of his or her aural perceptual experiences. Abbate identifies one in
her discussion of the horn callsTnistan, Act Il Scenel.®? The beginning of this scene

constitutes a disagreement between Isolde and Brangane about whether the hioigps of K

A film scholar to remark on humanso differing capabili
Michel Chion,Audio-Vision: Sound oiscreentrans. Claudia Gorbman (New York: Columbia University Press,

1994) 90i 91.

32 Abbate,Unsung Voices131.
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Markeds hunting party can still be heard, and thus whether Isolde can put out the light, signalling
to Tristan that it is safe for him to come to her for their planned tryst.

The women hear the very same sonic stimuli. Wagmausic draws our attentido the
divergent effects the sounds have on the characters. His meticulous performance directions call
for two groups of horns: one located behind the scenery, and the other in the pit, playing with
mutes3® When Brangane listens, Wagner represents thd; idear sound of the horns Brangéne
hears by employing the former group, which sound nearer than the latter because, although
backstage, they are not playing with mutes. Isolde accuses Brangane of being misled by fear into
mistaking the sounds of the wirior those of her husbafedhunting party. Now Wagnér
orchestra represents Isofd@ural perceptions. String tremolos performed near the Wridge
Steg@ Jepresent the sound of the rustling leaves of which she speaks. The horns do eventually
appear, but they sound as if from a distance and after a single strain of their call, their musical
material transfers to the clarinets and gradually dissipates itacthe nature sounds. The
louder backstage group returns when Brangane professes once more to hear the horns and
accuses Isolde of imagining things, her senses clouded by desire. When Isolde listens for one last
time, the horns are nowhere to be hearst, #s she professes.

Abbate states th@itve head with Isolde. The music emanating from the orchestra at this
moment seems to be a trace of sound inside her mind, this sound pushed outward, sung to us.

She is no longer deaf to music tiaacan hear, foshe has imagined it and created it, and in this

BWith respect to the former group, Wagner includes the
dem Prospekt, sehr allmahlientfernter. (Diese Horner sind womdglich doppelt oder auch noch mehrfach zu
besetzen.)o (0On t kleth, becomimegevery draelally maore distard. [Whangdssible, this group

of horns should be doubled, or increased in size even furtAethe beginning, he directs them to play with their

bells in the air (Al mmer sehr stark, mit dem Schallricl
Richard Wagner, Score firistan und Isoldgin S@mmtliche Werkevol. 8, no. 2, eds. I$te Vetter and Egon Voss

(Mainz: Schott, 1992), 9.
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is momentarily celebrated as the locus of authorial discadt#dbate makes two missteps in
the conclusions she draws from this scene. Fiestsuggestion that Isolde is the author of the
orchestral musiceglects the fact thattexpresessn ot only |1 sol deds point o
BranganeWagner provides us access to Is@deerceptions of the horn calls as dissipating into
the sounds of the natural world, and her delight and excitement at skeisation. He also gives
us a sense of Brangaseexperience of the sounds of the hunting party as near and, by extension,
as a tangible threat. In fact, it is only through Wa@ngrxtaposition of the womén differing
perceptual experiences that thetjgatarity of each is made apparent to the audience.

Abbatdés account also conflates Genétquestions\WWho is the narratoandfiwho is

the character whose point of view orients the narrative perspeatciiheZact that the orchestra
provides spectatersubjective access to Isolde and Brangane does not prove that either is the
narrator, much less the author, of the relevant pasdagée absence of any cues indicating that
there is a fictionaauthor of the foregoing passagemakes as much if nobore sense to

imagine Wagner as doing the presenting.

3.3.2 Knowledge

The scene of Owén disinheritance i©@wen WingraveAct Il Scenel, involves an
alignment in terms of perception, which brings about an alignment in terms of knowledge. Piper
and Britten specify that Oweds conversation with his grandfather Sir Philip is to take place
behind closed doors in the fictional world. In the real world, Britten directs the performers to
locate themselves backstage while spectators watch the remaining chasattessattempt to

eavesdroffEx. 3.1) Remarkable about this scene is the way Britten represents the eavesdropping

34 Abbate,Unsung Voices 131. Ot her scholars to make similar statem
the Senses: Sight, Sound and the Music of Desifeistan und Isolde 6 i n RichareWgner: Tristan und

Isolde 77; Roger ScrutoeathDevot ed Heart: Sex and the $xfordded i n Wagn
Oxford University Press, 2004), £32.
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charactergfailed attempts to hear what they, and spectators, so dearly want to hear, namely, how
Owen justifies his pacifist convictionis Sir Philip, and what is prompting the old nd&n
hysterical exclamations, which can be overheard. Britten did not write any music for Owen to
sing during this exchange. Spectators only hear muffled strains of SirdPitiiions of the
conversation whe an offstage horn seems to represent Giweasponses, although without
providing spectators access to the semantic content of those responsess Bottgositional
choices align spectators with the eavesdropping characters by saddling both jitirties w
same limitation with regard to aural perception. As a consequence of this limitation, both

spectators and eavesdroppers are barred access to keenly sought knbwledge.

Ex. 3.1: The eavesdropping scé€f@ven WingraveAct Il Scene 2)

The door ot his room 1s closed, but his voice 1s still heard intermittently.
216/ (each section in its own strict tempo)
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®The question of precisely what prompts oOwlasiod whicdi s own me
provides fuel for queer interpretations of the opera. See, forexagple p hen Mc Cl at chiGwen iBenj a
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3.3.3 ThoughtProcesses

The facet of point of view Currie refers tofdmabits and capacities of mind
encompasses not merely chara@#rsught processes but also wttay tendo find salient
and, thus, worthy of attentic¥iIn Nabokows Lolita, for example, Humbekumberts narration
reflects his focus on the tantalizing qualities of nymphets, to the exclusion of most other aspects
of his existence. This facet also includes chara@#dmitities to interpret what they observe, a
factor salient in stories with childn and nofhuman focal characters as well as foreigners
unfamiliar with local customs, the mentally handicapped, and the psychologically disturbed.

In opera, as witleitmotific classical Hollywood film scores, the most commonplace
device of expressing ahacteréthought processes tise deployment of recurringusical
motiveswith semantic tagCountless examples may be cited, particularly from \éexperas.
To name a welknown example fronfl trovatore the melody to Azucel@ ariafiStride la
vampa comes to represent the chara@gdraumatic memory of seeing her mother burnt at the
stake as well as her motli@exhortation to vengeance against the Cdarthe final scene when
she realizes how to exact her revenge (precdiliimggiorno turba ferce IGava tua conduség

spectators hear the melody played by the orchestra and know the nature of her thoughts.

3.3.4 Emotional& Psychologicabtates
To counter the concern that the kind of information that may be conveyed through music
is necessarily of banal, tautological sort, | draw attentiorattewmore complex examples

from Britterts oeuvre®’ Brittends motivic manipulations in the trial sceneBifly Buddgenerate

36 Currie, Narratives and Narrators129. The issue of salience was brought to my attention by Nicholas

Wol terstorff 6s Worksand 8prids obA(Oxfortl: €laranslan &ress, 198083 84.

37 have in mind sceptics |Iike Peter Kivy, who has remat
the way of fictional truths about the psychology of op:
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fictional truths about Vel mental, emotional, and psychological stateststhat are not
generated byhelibretto orstage directionsThe music explicitly contradicts the air of
composireVere displays in his verbal utterances. Rupprecht has identified a curicus non
congruence between the verbal account Vere provides of the events leading up to&laggart
death and the musical motives associated with these éf&mtile Verds verbal naation is
chronological, the orchestraharratior is out of sequence and some motives receive
disproportionate emphasis, particularly the one representing the déla¢hnafster at arms.
Throughhis orchestral music, Britten provides spectators accegesris thoughtd indicating
that they are confused and dwell obsessively on Claggietihd as well as his anguished
emotionaland psychologicadtate

Another example along similar lines is the Epilogu&tifriana, anopera about the
relationship betwaeQueen Elizabeth | and the Earl of Essex by Britten and William Plomer. To
grasp the dramatic significance of Britlemusic in the Epilogue, some context will be required.
During the couplés tétea-téte in Act I, the Queen bids her Lord to take upltlhe and transport
her away from thécares of State.He begins with a cheery tune in the hopes of lifting her
spirits. While he plays, the pedal tones, foreign to the key of his singing, and the repeated
intrusions of the motive previously associatechviite Queeds ficare® reveal that his song is
not having the intended effect. Eventually, she cuts hinfidffo light, too gay: a song for
careless heartsshe explaingiTurn to the lute again, evoke some-@di place or time, a dream,

a mood, an aito spirit us both awag>® Essex satisfies her desire with his second attempt, a

melancholy song about a hermit living out his daysd nature, away from society, in solitary

i n the Wor | TheFne ArtopRepettipnd Essays in the Philosophy of M{@&mnbridge: Cambridge
University Press, 1993), 166.

8RupprechtBr i tt enés MuyH®#d@&al Language

39 William Plomer, Libretto tdGloriana, in Herbert,The Operas of Benjamin BritteR13.
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contemplation. The text of the second lute song was written by the his@aithimself° And
if the music suddenly sounds more evocative of Tudor tithesis because it too is based on
music from the period. Britten borrowed the melodic incipit from a madrigal by John Wilbye,
fiHappy, oh happy heéthough his treatment of it owesore to Purcefs songwriting. To ensure
thatperformers and scholars would notice and appreciate his gesture of homage, Britten even
included quotation marks in the score in tilm first violin part, which, unlike the vocal line, is
an exact quotatio(Ex. 3.2a)*

Strains of the second lute song are heard at sgygmhl moments in the Queen and
Essexs relationship. After their quarrel about EsSefailure to subdue the threat of the Irish
rebels, they sing a nostalgic reprise to the wéhdgpywere weo But Britten saves the most
powerful effect for the Epilogue, immediately following the Quisesigning of Ess&x death
warrant (cf. Ex. 3.2b with Exx. 3.3a and 3.3b). Penelope Rich (&sskster) expresses her
horror and despair throughgsterical glissando. The Queen, however, can afford no outward
manifestation of her grief. Nevertheless, Britten gives voice to it through the oréhestall of

Essexs song, radically transformed.

40 Plome and Britten came upon it in Lytton Strach&jizabeth and Essex: A Tragic Histdiijyew York: Harcourt,

1928), 1078, chief source for the opera. Only minor word substitutions were made, presumably in the interest of
singability. At leastone criticnoe t he t ext ual b oGlarianay ibistener(4 FunendD58), 98%, ani n A
advance review of the score.

41 Benjamin Britten, Score tGloriana (London: Boosey & Hawkes, 1953), 90. Desmond Skdawey | or , A Roy al
Op e r Mesv Statesman and Nati¢h3 Jure 1953), 701, was the first to identify the musical borrowing. For a more

in-depth discussion of the antique patina to the song, refer to Heather Wieket t enés Unqui et Pasts
Memory in Postwar Reconstructig@ambridge: Cambridge UniversiBress, 2012), 1445. For comparative

musical examples of Wilbye and Britten, see Antonia Mallly i r g@®larianaz MBr i tt ends #ASIighted
The Cambridge Companion to Benjamin Brifted. Mervyn Cooke (Cambridge: Cambridge University Press,

1999, 126 27.
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Ex. 3.2a:Second Lute Son@uotation markgGloriana, Act | Scene 2)

Second Lute Song
Very Freely (follow the voice) (J = about 40)
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© Copyright 1953 by Hawkes & Son (London) Ltd.
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Ex. 3.2b: Second Lute Song, first two phraggano reduction)

Second Lute Song
Very freely (slow) . = about 40 (move forward)
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Epilogue, firstphrase of the lute song

Gloriana
—~d

Epilogue Very slow as in Act I o= 100

Ex. 3.3a
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Epilogue, second phrase of the lute song

Gloriana

Ex. 3.3b
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Indicative of just how conventional the meaning of such thematic reprises had become by
this time, Britterhadplanned this effect early on in thperas genesis. In a letter to Plomer, he
described his vision of the final scene as follofi&gning of warrant. Take lights down except
for a spot on Elizabeth. Then, so as to suggest her mind is on Essex, play an orchestral version of
the@rambleberrgsong [the Second Lute Song], while people come & hand her documents to
sign, consult her on mattérso which she replies automatically or not atcéfl.

Brittends perfunctory description does not do justice to the expressive effect he achieved
through thesongs transformation. Despite the Quéeresolve not to betray her feelings and
thoughts to her courtiers, Britt@ndeformations of the lute song provide spectators access to the
Queerds point of view. No longer an intimate bardic tune, improvisatoghiaracter, Britten has
forced it into the shape of a bombastic march. The delicate flourishes of the origiréalrsmng
performed exactly in timanarcatq and tripleforte by a full complement of brass and widds
have become garish, even grotesque. Reatdyykthe first phrase is virtually identical to its
original form in terms of melody and harmony, right down to the key. Britten achieved a
complete transformation of affect from wistful rapture to anguished recollection solely through
manipulations of ahestration, dynamics, articulation, and performance style.

The remainder of the Epilogue is a variation on E&ssang with spoken recitations
acting as punctuation between the ssrmghrases (see Table 3.1). However, since each phrase is
treated in turrand only once, it is less a theme and variations than a modern resuscitation of
Renaissance paraphrase technigue. The imitative treatment to which some of the phrases are
subjected also recommends the foregoing comparison. In the section following grésQiust
spoken reflection, Britten uses the first four notes of the@m®rond poetic line as a point of

imitation, reaching a climax with the Quégrntrance at the pitch level of the original song (Ex.

42 etter from Britten to Plomer, 24 July 1952, in Cooke, Reed, and Mitdletters from a Life4:76.
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3.3b; Section B in Table 3.1). Entries ocatiirregular time and pitch intervals, and create

dissonance against one another as well as the walking bass line. For example, the second entry
(clarinets, bass clarinets, and bassoons) generates a tritone with the first entry (flutes, oboes,
English hor), and the third entry (trumpet) is a major second away from the bass (basses,

contrabassoon, tuba).

Table 3.1: Structure of th@loriana Epilogue

Reh. Portion of Lute Song Treatment
A | 16714168 | Happy were he could finish forth | originaltune transformed intg
his fate a bombastic march for full
orchestra
Queerds first speech: victory over fame and over a great mind
B [ 169 70 in some unhaunted desert treated as a point of imitation]
for winds and brass; Queen
joins in at the original pitch
Essex lamenting his fate

C|1l7172 where, obscure from all society, | freer imitative passage; Ques
from love and hate of worldly folk singsfithere might he sleep
then might he sleep secure; secur® at the original pitch

Cecil entreating the Queename a successor

D | 173% 74 | then wake agajrand give God transformed into a march
ever praise, content with hips anc
haws and brambleberry;

Queerds second speech: the pedplove as a jewel

E 17576 in contemplation spending all his| another marcitike
days, and change of holy though{ transformation
to make him merry:

Stage directiondNear the Queen appears a dedite phantom of herself. It
approaches and fades.

F | 17778 where, when he dies, hismb Queen sings the melody to a
might be a bush where harmless| marchlike rhythm to the text
robin dwells with gentle thrush; | iMortua sed non sepulta!

Cecil bids her go to bed.

G | 17980 | happy were he! | oboe in original key
Queeniil see no weightyeason that | should be fond to live or fear todlie.
AiGreen leavaschorus reprise. Stage directiofi$ie Queen is slowly envelope
in darkness.

15C
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If the songs reprise indicates that the Quéethoughts turn to EsseRrittends various
deformationsexpress the tortured nature of those thoughts and the grief she may not express
herself. One detapossiblyeludes the foregoing explanatidhe brutal, militarymarch topc.
This could benterpreted as either an expressiomdie Queen 6s wardakthe val ence t
decision shénas justmade@ s Br i t t e ondhe steelp willhttetietd her to place the

needs of her country over her personal desires.

3.4 Owen Wingrave

3.4.1 Owen: CharacteFocused Narration at Work

Britten and Pipds adaptation alameés iOwen Wingrave to the operatic stage resulted
in a shift in focus from Coyle to OwéAAs explanation, Frances Spalding has cited Bsper
dramatization of several moments that were not in Jansésry?* After finding out about
Owerts desire to admdon his military training, his family orders him to report to Paramore, the
Wingrave family estateso that they cafistraighten him oub.James, in choosingoyle as his
focal characterelides Oweds arrival at Paramore and the browbeating he undematedng
hands of his family before the Coyfiesrival. We hear about the effects of their bullying
indirectly from the narrat@ descriptions of the Coyl@seactions, such dss observation that
Mrs Coyle was shockeiithat they should find their youraparge looking five years oldef57).

During Mr Coylds conversation with Owen, the narrator observesQatnfiooked as haggard

43The only scholar to claim otherwise is Halliwellpera andthe Novel 240: #ACoyl eds perceptio
subsequent events oftheaper as i n the tale [Jamesds short story], bt
44 Frances Spaldinglohn Piper, Myfanwy Piper: Lives in A®xford: Oxford University Press, 2009), 434.
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as was possible to a young man in such splendid lo€&Rh In the opera, Piper represented this
week offiattack® (albeit in telescoped form) in ActScenes, thefiHow dare youd ensemblé?®

Beyond merely attending cl| o-Bbasegnatrationsetsc har a
out to provide audi en c ensotionalpsycholagcalamdsobert o t he ¢
subjective states. Owen has more opportunities than any other character to express his thoughts,
beliefs, desires, and emotions in his numerous arias, most notablychis$éol ed fApeace ar
Act Il. Piper has revealed thidie peaceariafiwas writtan at his [Britteids] insistence, and was
his idea, and | think an inspired odé.gavefhim a vehicle, an opportunity, for a great,
impassioned musical statement about his own views, as well as those of Owendtfnself.
Jamesds Owen expaedssses no anal ogous

Even more interesting, and more Wagnerian, is Bastese of the orchestra to provide
spectators additional access to O@egpoint of view. Before Owen utters a word, the orchestral
music singles him out, directing the spect&a@ttentiortowards his experience of the world.
The first scene takes place at the military academy. Once again, it has no basis @ skanyes
and was added upon BritismmequestIn a letter to Piper, hsuggestedhat the opera start

at thefiCramming Establishen® with a real bit of lesson from Coyle, perhaps

the latter part of @lecture on a particular battle, or a bit of strategy. Lechmere

could ask a few Lechmerish questions, perhaps, but Owen should not speak | feel

until he gets up (at the end) wiid violence et | think it could be quite

detailed, intellectual, factual, and at the end saying someéithiirigcold &

impersonal about i T [losses] of troops which could give rise to O\isiiO

violenced. é | Gstinportark to eéstablish the Crami@eatmosphere, before

we break it up, as it were, & besides | have thought of a nice way of doing it
musically?’

“The score contains the f ol | oweéestgingdveich©Owdn surnde constalit t he s
attack. 0 Benj ami nOuenWihgragéhondor8 Fabel Musi§ £985),419.t o

My f anwy Piper, AA Coll abor at i onOpgera4smb. 10e(IP95163.nt er vi ew |
47 Letter from Britterto Piper, 29 April 19690 Cooke, Mitchell, and Reetlgtters from a Life6:273.
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Although Britterds choice of the wordatmospher@suggestintent to paint a general
picture of life at the military academy, wHatitten actually achieved was to represent Ovien
particular reactions to that environment. At the beginning of the first scene, Owen and his
colleague Lechmere listen to Coyle drone on about the art of war. The oppressive monotony of
the undulating diminished triadsd their unpredictable pattern of repetition expresses feelings
of suffocating tedium and angst (Ex. 3.4). Recalling ntadack of deictic markers reasonable
guestion is how w&now that it expresses Ow@rnpoint of view, not Lechmeig, or a general
mood shared by all thresharactersConcurrentvith our hearing of this musiaye observe the
studentécontrasting reactions to Coaelecture, particularly Lechmeéieridiculously jaunty
responses to the prospect of dying in battle (Ex. 3.9a, whitbevwrobed in more depth later
on). The orchestral music corresponds only to what Owen is feeling at this moment, which we
learn about from his verbal expressions of dread and disgust later on in the scene, if not earlier,
through the performés gesturs and facial expressionsis worth noting that in iewing Owen
Wingravein its form asa television opera, the subtletiestliép e r f or mer sdé f aci al
and movementsould play a much more important rallean they would in a typical stage
produdion, being more easily accessible.

Another juxtaposition of two opposing responses to the military is the sd@rein
Britten and Piper intended to represent Oseand Miss Wingraw® respective reactions to
seeing an exercise of the homgards inHyde Park. For Owen, the display conjures an
imaginary scene of military carnage (Ex. 3.5). The orchestral music, particularly the grotesque
cries in the brass (bracketed in the example), representst®aaal imaginings. Earlier in the
scene, we hear s Wingrave express the glory she finds in the sight and the pride she feels, but

we do not get a sense of what it feels like to have such a point of view. By contrast, the
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orchestral music expressing OvEemmaginings providespectatorsvith a specimenrsample

of Owerts subjective experiences.

Ex. 3.4: Owefs reactions to Coyls lecturelOwen WingraveAct | Scene 1)

SCENE 1 The study at Mr Coyle’s military establishment. First Owen is seen alone, then
Coyle and Lechmere.
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Ex. 3.5: Owefs imagininggOwen WingraveAct | Scene 2)
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the Horse Guards are translated into a vision of battle, blood, and death
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3.4.2 The Paramore Characters: Chara&tecused Narrain Denied

15¢

In hisshortstory,James periodically uses charadtrused narration to provide readers

glimpses into the inner lives of the Paramore charattkliss Wingrave, Mrs Julian, Sir Philip,

and Kate (Owets girlfriend andLechmere. These are less frequent and less sustained than the

access he provides to Coyle or Owen, but they do give readers a sense of the points of view

comprising the opposing party. In the opera, even when @vegponents have the opportunity

to express their opinions, we are generally denied access to their subjectivities. The

eavesdropping scene previously discussed constitutes the primary exception. Although Britten

aligns us with the eavesdroppers, he does so in terms of the facets of percepkioovdadge.
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Had heaffordedus access tthe affective statesf Owers opponenttheymay have appeared
more human and sympathetic.

Not only are we generally denied subjective access to the Paramore characters and
Lechmere but the music, both orchestnadl vocal, serves to undercut, even repudiate, the
attitudes they express. Britten goes out of his way to make his initial musical characterizations of
Miss Wingrave and Mrs Julian as farcical as possible. Miss Wingraeeal line is plagued by
ungainlyleaps no singer could execute with grasoed articulation markings (the accents
especially) that ward against the soprano even making the attempt (Ex. 3.6). Miss V@ngrave
utterances also display an abnormal amount of ssnalk textual repetition. Sidicantly,

Pipeis libretto gives no indication that the text should be set in this fashion

Wingraves are soldiers,
they go when they are callé¥.

It was a decision Britten made in the process of composition. Additionally, the incessant
woodwind trills acompanying Miss Wingrawe utterance have a mocking effead if
someond namely Britted were thumbing his nose at her.

Britten takes a similar approach kdrs Juliarés first appearance (Ex. 3.7). Here the
textual epetition borders on the absuiithe charactés psychological stability is further called
into question through her stuttering vocal line (the punctuating rests and the repeated hairpins)
and jittery pizzicato string accompaniment. Britten ensures a frantic, disjointed delivery through
his fragmentation of the string parts such that the desks tradaafdkth irregularly shaped

shards of musical material.

48 Myfanwy Piper, Libretto t/wen Wingravein Herbert,The Operas of Benjamin BritteB33 . P iibpettor 6 s
drafts bearthisodft or Mi s s Wi ndir asv el wd i maRditsp, e rihdoaw edvrearf,t s coataind f i nal
somerepetition Britten-Pears Library, Aldeburgh.
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Ex. 3.6: Britteris mockery of Miss Wingrav@Owen WingraveAct | Scene 2)
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Ex. 3.7: Britteris mockery of Mrs Julia(Owen Whgrave Act | Scene 4)

SCENE 4 Mrs Julian appears in an upstairs window.
’1—‘ Quick Allegro (d=92)
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Ex. 3.7 cont)
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Many reviewers and commentatdrave accuseBritten and Piper of parodying or
caricaturing the Paramore charact®Bven Piper admitted théthe Paramore charactets
become caricatures, in a sesdlt is to moments like the foregoing that such remarks are
directed. They constitute clear intrusionsaofauthorial point of view. The opgsmnumerous

other examples include tlilscruples ensemble at dinner, the curiously jaunty passage that

49 JohnWarrack,fiBow for theO p e rSanday Telegrap{il6 May 1971)jn Cooke, Mitchell, and Reetlgtters

from a Life 6:433; PeterHeyworth, fiBritten Tackles the Gre& i v i @bservér(16 May 1971)jn Cooke,

Mitchell, and Reed. etters from a Life6:433; Dean Music inL o n d @19;,Donald MitchellfilOwen Wingrave

and the Sense of tiiea sin CGraulles of the New: Writings on Musik951i 1991, ed. Mervyn Cooke (London,

1995), 42627. Both Dean and Mitchell make explicit comparison to the parody techniques Britten employed in his
comedyAlbert Herring

pPiper, AA Collaboration Recalled,o0o 1161.
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accompanig Sir Philigs premature leaviaking from dinner, Mrs Julida lament after Owedn
disinheritance, and Lechmere obsequiously repeating after Kate in what Piper referred to as their
fflirting songo™! Britten even makes a mockery of Cdyletherwise sympatttieally
portrayed near the beginning of the opera, before Coyle has come to respeds@wen of
view. The hysterical melismatic outburst that folloiwake a walk, yo&re overwroughty
renders Coylé earliercommand to Owen ironic in light of the chatefs own lack of sel
control (Ex. 3.8). This moment may be regarded as a musical analogue of the ironic remark of

Jameés narratorfihe was quite as agitated as his young friend.

Ex. 3.8: Hysterical CoyléOwen WingraveAct | Scene 1)
S freely
m

D ~—3
Y 5™ marked 3— —_—
#ﬁ The gii y 4 S ﬁ ~
< Julll s D@ 1 D& N N N N L1
L7 [T T L™ o )y g I hne V@ & | @ 1T VYV O
N N 8 LA N I

/A" A A A /A" | v S WV N S S Y S | —

Oh! I thought I knew them all the foi_ bles_ of the young.

The mosblatant instance of caricature takes place during Owen and Ledsrimetial
discussion of the prospect of dying in battle for@rmuntry (Ex. 3.9a). Britten undercuts their
serious conversation with a comically inept evocation of a military topitedd<f the expected
trumpets and drums, Britten calls for a feeble band of winds. His failure to provide a suitable
representation of a military topic is especially striking, given the fact that spectators have just
heard a masterful example in the mubk@t accompanies thiportraits sequencghatopens the

opera.

SSPiper, interview b Amis for fAMusic Now
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Ex. 3.9a:Quotation ofM o o r f@he $instrel Bop (Owen WingraveAct | Scene 1)



