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ABSTRACT

Opera is about people in conflict, sung, played and performed in non-realistic

fashion; it does not faithfully imitate real life. I claim that nevertheless, opera can
enliven the characters and their state of mind, causing the listener-spectator
experience a sensation unequalled by other genres. My aim is to show the musical
means by which Berlioz achieved characterization. To do this I select three of his

dramatic works, created at different periods of his career, and follow some key

figures through the action, analyzing their fole.

Part One deals with a theoretical approach to characterization, and the multiple

components of opera. My investigations use the libretto’s role only as a basis for the

musical events, and exclude the visual element.

[ present nineteenth-century’s aesthetic principles and match them with Berlioz’s
own credo. I compare some aspects of the novel and poetry with opera. From these
readings one can sense Berlioz’s urge to expre§s inner feelings, their ‘psychological
essence’. I consider contemporaries’ reception of his bperas that shows that he was
appreciated mainly by a few but first-rank artists. Criticism over the last century 1s

also reviewed, and an assessment is made of the composer’s own aesthetic position.

Part Two provides the Case Studies of characters and deals with the operas

Benvenuto Cellini, La Damnation de Faust, and Les Troyens. I also demonstrate the

characterization of different atmospheres and of whole operas.
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In Benvenuto Cellini 1 concentrate on the role of Teresa, which shows imaginative

use of a motive that represents the essence of her character. This method comes

close to a ‘Leitmotit’.

In La Damnation de Faust there 1s a focus on the supernatural, relating to

Mephisto. Music i1s Margarita’s natural way of expression and personifies her chaste

character. Her music contrasts starkly with Mephisto’s. In this unstaged opera music

plays a special dramaturgical role.

In the opera Les Troyens Aeneas is characterized as a fully rounded and complex
person. Music takes an active part in the unfolding of Aeneas’s development, as he

assumes leadership; in each phase of his development, in intimate situations or in

authoritative ones, Berlioz found the adequate musical idiom to deepen our

comprehension of his motivations.

In conclusion: Characters achieve a ‘psychological essence’ because they appear
as human beings with weaknesses and virtues. Berlioz applied no single method, byt
a deep understanding both of human nature and of the language of music. It is

possible to follow the composer’s intentions by listening attentively to the symbolic

language in which they are offered.
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CHAPTER I: The Character—in Literature and Music

In Aristotelian poetics, the notion of character is secondary, entirely

subsidiary to the notion of action: there may be actions without
‘characters’, says Aristotle, but not characters without an action; a view

taken over by classical theoreticians (Vossius). Later the character, who
until then had been only a name, the agent of an action, acquired a
psychological consistency, became an individual, a ‘person’, in short a
fully constituted ‘being’, even should he do nothing and of course even

before acting. Characters stopped being subordinate to the action,
embodied immediately psychological essences.

Roland Barthes, ‘Structural Analysis of Narratives’

Introduction | o

Is 1t possible for music to enliven a character, to put into relief his/her conflicting
desires, worries, and happiness? This question is debatable and indeed, some
commentators negate this possibility, while others who incline to believe 1in music’s
capability to characterize do not devote serious research to proving it. The problem lies
in the fact that while listening to operas by different composers, belonging to various
schools of composition, the answers would be diverse. I assume that there is musical
characterization in the dramatic works of the nineteenth-century French composer
Hector Berlioz (1803-1869). The goal of this study is to find the means by which
Berlioz realized the artistically-felt phenomenon of depth of character: in other words,

what were the musical means for characterization of persons and of dramatic situations

! Roland Barthes, ‘Structural Analysis of Narratives’(1966). Image, Music, Text (New York, 1989), 104.



in a sample of Berlioz’s works. I am not looking, however, for general answers, since I

do not conceive a theory that can be widely applied.

Berlioz’s reputation rests more on his instrumental output, but his sparkling intellect
was more inclined to dramatic subjects even in instrumental genres (Symphonie

fantastique, Roméo et Juliette), and he was interested in the fate of human beings, and
their depth of character. This impression ignited my cunosity to find out what are the
musical means with which Berlioz gave life to the operas’ protagonists. Why do we feel
so much with Margarita, Cassandra or Dido? How can we sympathize with Aeneas in
his unpopular decision he has to take? What makes Mephisto appear supernatural? The
issue is vast, and any claim for the comprehensiveness of this research would be
unrealistic. Some aspects of the characters in the operas have already received attention
from eminent researchers, nevertheless, few of these attempt at following a character
throughout an opera, an activity that can reveal more aspects of his/her personality. For
the purpose of being at once thorough enough and not indulging in endless character
descriptions, I chose three of Berlioz’s dramatic works: Benvenuto Cellini, La

Damnation de Faust, and Les Troyens.* Out of each of these compositions I chose to

follow one character that attracted my attention, not always the title role or the main
figure, but a figure whom it seemed to me Berlioz chose to portray with particular

vividness. Other aspects of these operas that attracted my attention were

characterization of specific dramatic situations and the atmosphere that envelops the

drama.

-* L2 r f -
1 ¢’ f
Nt ol riited y siins 1 S A VAP A A Tt it UL A, L s B3 w0 58 Gk LT .1 e M A 801 it Rt A U g Ut o, e el B R IO, L e A Lt AN U1 L v P s kN B A P

’ u f
Med G d gon T b o EAa® Ok G B PIATIT A S Bt Sy UL By b, Ay mh ot WA oA w2 VL Ay

# 4 - ] It
- i |
. ; ! 7o R LI
et Sn ik Sl i it WU 120 e 2o A SR W A ptewiee v b AeD wa 1 b Lo s B 0 e 4 Wy I ek el et o4, uatls 2600 SIS i T Gl AL P it Ul VP i I8 BT i SNP4I od 00 ol g 1 FE S



Berlioz’s music transmits eloquence; it reveals implicit meanings not explicitly

stated in text whenever text exists. Nevertheless, it is not obvious what it 1s that causes
this sensation. Among the possible meanings of this eloquence must be included an
emphasis on the ‘psychological essence’ of characters, as Barthes put it (see epigraph),
which implies depth of character, complexity or roundness, in the sense E.M. Forster
suggested (see below). Eloquence occasions, among other things, enlightenment of the

inner richness, so that the characteristics of the fictional being are opened up to us as

part of a human drama.

As a first stage towards establishing the notion of musical characterization I shall
try to clarify its nature in the realm of opera in relation to literary characterization. The
Oxford English Dictionary provides four different definitions for the term
‘characterization’.’ Definitions three and four are relevant to this essay, but they bear
different meanings: No. 3 has to do with the reception: ‘Description of characteristics or
essential features; portrayal in words’; and No. 4 with the creative process: ‘Creation of
fictitious characters’. If we consider these definitions in relation to Molino’s
tripartition, we conclude that definition 3 is concerned with the ‘esthesic’ level
(reception-description) and definition 4 with the ‘poietic’ level (the creative).” The
example in the Oxford Dictionary for definition four is from A. W. Ward (1883): “That

highest part of the novelist’s art, which we call characterisation’. In opera, if the

* After finishing the composition of Les Troyens in 1860 it took another two years before Berlioz started

composition of his last opera, Béatrice et Bénédict, a comic opera. This opera is not included in the present study
because of its different genre, with spoken dialogue.

* The compact edition (1971)..

* See Jean-Jacquds Nattiez, Music and Discourse: Toward a Semilogy of Music (Princeton, 1990), 16.



‘creation of fictitious characters’ is not the highest, it 1s a high component of the
composer’s art, and this is what I seek to illuminate. Thus, the third definition,

‘description of characteristics... portrayal in words’ is the analyst/cnitic’s task, which I
undertake by representing in words Berlioz’s achievements, with all the limitations of

such a project. This is the actual objective of the thesis, which will explain the ‘creation

of fictitious characters’, as described in the fourth definition above.

I shall use also the term meaning, In a more general sense, to include

charactenzation; putting 1t another way, characterization is one aspect of meaning.

Opera as a multi-disciplinary medium

Opera is arguably not as character-centered as 1s a novel. The reason is its multi-
disciplinary qualities. Opera embraces, music apart, a plot, historical or otﬁer, Involving
characters and psychological drama, its enacting, dancing, stage setting, costume,
lighting etc. Librettist and composer are the ‘authors’, or author when, as sometimes
wits Berlioz, and always with Wagner, the author of the libretto and the composer of
the score are one and the same person. The question that arises is whether any attention
can be given to characterization of the individual in a genre that acts in a multi-
disciplinary environment, or, is meaning buried under external expressions (sound,
acting, text, visual elements)? If we can find characterization in this multi-disciplinary
medium, what are the means for realizing it? Or, putting it the other way round, is the

spectator-listener able to respond to characterization the way the authors (librettist,
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composer) conceived it, in a similar way that an attentive reader of a novel penctrates

into the character’s nature?’

The liﬁretto, as ;the carrer bf abstract 1deas and of cﬁaracterization, is the prime
concern of most commentators 6n meaning in opera (see chapter 2). Vital as work on
the libretto must be, however, the balance may be in danger of turning too far f"rom the
musical essence of opera.’ There éxist parallels between opera librettos and literary
forms; for instance, in opera the counterpart to the play’s spoken monologues is solo
singing (as in recitative and arias) and dialogue in recitative and duets. But while they
both share the performing aspect, the play is word- and acting-centered, whereas opera
is most distinguished by the music sung and played. This point explains much of the

difference expected from characterization in these performed arts.

It is generally believed that music is opera’s main agent: its raison d'étre and the

most important of the various elements synthesized in opera. David J. Levin claims to

the contrary:

If opera has traditionally been seen as a musical genre, and
thus as an inappropriate place for literary-critical analysis, Opera
Through Other Eyes seeks to recast opera criticism by redirecting

it, not just to the words, but also to the difficulties that attend
them.”’

I cannot agree with his implied claim that the stress in analysis was on its musical

component; on the contrary, my understanding 1s that most opera commentators refer to

> See chapter 3, on the discrepancy between the authors’ intent in the ‘trace” and its reception. Jean-Jacques
Nattiez, Music and Discourse (Princeton, 1990), 16-17

6 . 4 .
But see Levin's view, below.

" David J. Levin. ‘Introduction’. Opera Through Other Eyes. David J. Levin (ed.) (Stanford, 1993), 3-4.



the libretto because it is the carrier of ideas, whether abstract or concrete. The
discussions in the book Levin edited surely add to the repertory of useful research, but
there is definitely still a lot to discover in opera’s most prominent component, namely
music. Donald J. Grout claims that an opera libretto furnishes just the broad outlines,

but ‘Subtle characterization, if it exists at all, is accomplished by means of music rather

than dialogue’;® but he does not reinforce this with examples.

Is there a general theory that can explain musical characterization, or will it rather be
an individual undertaking of each composer or even for each work? Can we be helped
in appreciating an opera’s qualities by understanding the characterization process? To
answer this we must examine the elements of opera and their function (see chapter 2).
But first some clarification is required of the concept of chﬁractedution, in literary
forms, whether written for silent reading or for performance; and of how artists of

Berlioz’s generation perceived issues of character.

Contemporaries of Berlioz on artistic expression and on characterization

We can learn something about nineteenth-century literary and implicitly about other
artistic aesthetics from contemporary authors’ writings about their art. I shall exemplify

it with some writings of Alfred de Vigny and Victor Hugo.

Alfred de Vigny (1797-1863) was a poet and a fniend of Berlioz; they collaborated

on the opera Benvenuto Cellini.” His view may reflect the ideas floating in the air of the

circle of romanticists. For de Vigny narrative serves to achieve an artistic essence,

® Donald J. Grout, A Short History of Opera. 2nd ed. (New York, 1965), 4-5.

? In fact De Vigny was the instigator of that opera, since he was the one who drew Berlioz’s attention to the

Autobiography that served as its basis.
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which he names verité. For this purpose, one has to collect facts - which he calls the

collected vrai - and use one’s imagination to distil and transform them into a work of
art; this is the work of the genius, the romantic magician, For de Vigny verité is the

essence that the artist extracts and highlights, with a magic touch:

.. Cette verité toute belle, toute intellectuelle, ... est comme
I’ame de tous les arts. ...[la verité] c’est un ensemble ideal de ses
principales formes, une baume envirant de.ses parfums les plus
purs, un élixir délicieux de ses sucs les meilleurs, une harmonie
parfaite de ses sons les plus mélodieux; enfin c’est une somme
compléte de toutes ses valeurs. ... les oeuvres de I'Art ... sont une
representation morale de la vie, les oeuvres dramatiques.."

This essence, this truthfulness, embodies characterization, states of mind,
motivations. For the Romantic artist, the creative process is sublime, it elevates the
simple truth to a higher degree, to the essence of being; he observes in people a double
existence, the outer and the hidden. This approach will eventually lead to Siegmund
Freud’s theory of the subconscious. It follows that the master’s work of art —for our

purpose, limited to characterization in Berlioz’s operas—tepresents the inner life of the

character portrayed.

The image of the artist as a magician who transforms ‘history’ or reality into art 1s
typical of the Romantics. ‘Faire I’histoire’ is the outer side of artistic expression, while
‘creer de la poésie’ is the inner. For Victor Hugo (1802-1885), after having consulted

the facts of history, of nature, the inspired artist transforms them, as with a magic touch,

Into artistic expression, through condensation and distillation of facts:

'; 6\21&&:1 de Vigny, ‘L’effet électrique de la verité’, in L ‘Esthétique romantique, Claude Millet (ed.) (Paris, 1994),
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L’art feuillette les siécles, feuillette la nature, interroge les
chroniques, s’étudie a reproduire la réalité des faits, surtout celle
des moeurs et des caractéres... revét le tout d’une forme poctique
et naturelle a la fois, et lui donne cette vie de verité et de saillie
qui enfante I’illusion, ce prestige de réalit¢ qui passionne le
spectateur, et le poéte le premier, car le poéte est de bonne foi.
Ainsi, le but de I’art est presque divin: ressuciter, s’il fait de
I’histoire; créer s’il fait de la poésie."’

For Hugo the theatre reflects all actual facts and all that exists in the human being,
transformed and condensed in the artistic process. The poetic form 1s taithful to the
truth, but at the same time it nourishes the illusion which the spectator is after, as

indeed is the poet himself. On characterization Hugo says that when the person

portrayed in a spoken play is a complex one the spectator gets a double message: the

explicit and implicit, action and conscience. Art opens up for the spectator a double
horizon which illuminates the inner and the outer sides of people. The exterior is his
speech and action, and the inner 1s reflected by the asides and the monologues.'? Thus
one experiences the life of action and the inner life of consciousness. In opera, by

analogy, the facts subsist in the libretto; is inner life expressed in the music?

Hugo’s aesthetic view is exemplified by the search for the characteristic, the essence
rather than the sheer beauty: ¢ ...si le poéte doit choisir dans les choses..., ce n’est pas le
beau, c’est le caractéristique’.”” The notion of beauty has been occupying aestheticians
of music to our days. Whatever the aesthetic viewpoint is, one has to consider

contemporary values in order to evaluate nineteenth-century music.

"' Hugo, Preface to Cromwell, in op. cit., 188-89 .

12 ¢ le but multiple de I'art, qui est d’ouvrir au spectateur un double horizon, d’illuminer 3 la fois l'intéricur et
extéricur des hommes: Pextéricur, par leurs discours et leurs actions; Pinténieur, par les apartés et les
monologues; de croiser, ... dans le méme tableau, le drame de 1a vie et le drame de la conscience™.. Ibid.
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The search for essence, for the characteristic, results in a patina that penetrates and

envelops the whole play,

...comme la séve qui monte de la racine a la derniére feuille de
I’arbre. Le drame doit étre radicalement impregne de cette
couleur des temps, elle doit en quelque sorte y étre dans 1’air de
facon qu’on ne s’aper¢oive qu’en y entrant et qu’en sortant,
qu’on a changé de siécle et d’atmosphére. '

This phenomenon that explains the special characteristics endemi;: *to the individual
drama exists also in opera, as was observed by Basevi discussing the notion of tinta (see
chapter 3). From reading the Romantic artists’ credo, in literary, visual and musicalﬁ
domains, we perceive the essence of their thinking, their common cause and motives.
Although the above-cited authors refer to the spoken play, they were part of a wider
a:rtistic tendency, and their ideas reflect other arts as well. Claude Millet wrote about
another Romantic expression, that of the allusioﬁ of the artist to the fighting solaier. In
theatre, the spoken word and gestures are the main weapons with which the actors
achieve théir goals. The musician d’Ortigue, Berlioz’s fﬁend and journalistic colleague,

used this ‘password’ (‘mot de passe’) of the Romantic fellowship:

Méme un romantique plus calme comme le musicologue J.
d’Ortigue intitule son essai sur Rossini et sur “les rapports qui

existent entre la musique, la littérature et les arts”: De la guerre

des dilettanti ou de la révolution opérée par M. Rossini dans
I'opéra frangais."

B Ibid.
1 Tbid.

** Claude Millet, “Introduction’ L ‘Esthétique romantique en France, une anthologie, Millet (ed.) (Paris, 1994), 7,
note. |
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Berlioz used this ‘password’ when he wrote to the Princesse Carolyne Sayn-

Wittgenstein regarding his work on Les Troyens which she had encouraged:

..pour ses conquétes, il faut quelle [la music] combatte en
personne et non par ses lieutenants, je veux bien qu’elle ait ... de
bons vers rangés en bataille, mais 1l faut qu’elle aille elle-méme
au feu comme Napoléon, Alexandre. '

From this it can be seen that Berlioz’s thinking expressed here in private and realized
in his noblest opera was in accordance with the aesthetic of his contemporary artists of
different fields of the arts. Therefore, to understand Berlioz we must understand the
romantics’ ésprit.”’ In this study that deals with a multi-disciplinary medium I wish to
discern the artistic work of the composer in the ‘creation of fictitious characters’. I shall
concentrate on musical means while using the libretto as outline. In so doing I hope to
find out whether we can discem a method or multiple dislocated means for achieving
different objectives. For this end I look for artistic expressions of Berlioz’s close
friends-artists to find an ethical approach to what art means, its high values of bringing
forth the essence; of highlighting the inngr part of the human being rath‘er*than the
external. Their devotion runs parallel with a heroic fighting spirit. In this liéht we have

to understand works of art in their own language.

18 Correspondence générale d'Hector Berlioz (from now on | shall use the common abbreviation CG, including
volume number and item number), V, 2163.

'" This phrase is a paraphrase on an article by James Webster, “To understand Verdi and Wagner we must
“understand Mozart’. /9th-Century Music 11 (1987). I allude to the equivalence to show how important it is to
understand predecessors’ and contemporaries’ ideas in order to better understand Berlioz’s attitudes.
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CHAPTER II: Elements of Operé

Introduction

In the search for meaning in operatic music, one part of which is characterization, a

primary task is to illustrate its elements; the written text set to music, vocal and
instrumental music, and the visual representation including gesture.' The following is
an elaboration of the elements that make up the experience of opera, and the relative

contribution of each. The presentation will include considerations of production as
well as of operatic conventions that raise expectations; on producing opera without

staging, its advantages and disadvantages concerning La Damnation de Faust.

The visual element

The visual element has been attractive to a wide audience of opera lovers. To

enhance this aspect, opera from its beginning used sophisticated machinery for staging

(including Le merveilleux and Deus ex machina), that in turn encouraged complicated
plot and action. The industrial Revolution brought about further technical

improvements to enhance scenery, appropriate to the new naturalistic approach.? An
important source for our knowledge of production of nineteenth-century opera in

France 1s the Mémoires by Dr. Louis Véron, the director of the Opéra (1831-5). In his

opinion music is secondary to the scenery, or as Kerry Murphy paraphrased his ideas:

1 : "
On meaning and of characterization see chapter 3.

20n changing plots in the nineteenth century see below.
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Music was certainly not portrayed [by Véron] as one of the
important features of the opera; if anything it was the weak point
in that it would possibly not be understood.’

This contemporary evidence should be taken with ‘a grain of salt’; music is the

essential element in opera, even if audiences were attracted by visual sensations.
Véron’s point that music might not be understood perhaps points to his own, and indeed

the limitations of understanding of the habitual audience at the Opéra.

The lack of sources for the full identification and assessment of visual elements
leaves us with only verbal and musical texts as evidence for the performance aspect.
Jean-Jacques Nattiez calls the types of evidence that have come down from the creators
to us a ‘trace’. Nattiez relates his term ‘trace’ to Jean Molino’s niveau neutre, which is

the actual text, be it the script or the score, in which:

The symbolic form results from a Process of creation that may
be described or reconstituted. ...the symbolic form 1s embodied

physically and materially in the form of a frace accessible to the
five senses. We employ the word frace because the poietic

process [e.g. creative] cannot immediately be read within its
lineaments, since the esthesic process [e.g. reception] is heavily
dependent upon the lived experience of the receiver.’

It follows that the visual element, as conceived by the opera’s creator(s), does not
survive to the same degree that words and music survive: even if destgns, or actual sets
and costumes survive, the movement and gesture of characters are not likely to be
recorded. Moreover, even if a limited amount of such information survives through

stage directions and production books, it is unlikely to be strictly respected by modemn

3 Kerry Murphy, Hector Berlioz and the Development of French Music Criticism (Ann Arbor, 1988), 1134,

* Jean-Jacques Nattiez, Music and Discourse: Toward a Semiology of Music. Trans. Carolyn Abbate. (Princeton,
1990), 12.
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producers. Berlioz left some ‘trace’ of a visual conception when he wrote into the score

instructions for staging, but producers do not feel obliged to follow these. And, of
course, visual elements change from one production to another, depending on changing
fashions of staging, local traditions, financial constraints, or the director’s concept.

Deborah King points to the interpretative aspect of modern productions:

A change in the production practices of opera in the twentieth
century that owes its place of importance to the empowered stage
director 1s the new emphasis upon dramaturgical analysis as a

means to reinvigorate the operatic repertoire. ..While the
material [the artists] analyzed is relatively constant (the score and
libretto in various manifestations, historical, literary and cultural

documents, including everything from letters to philosophical
treatises), the methods by which the various artists interpret the
matenal vary widely. From subjective emotive response to biases -
of 1deological nature, to attempts at “objective” revelations of
authorial intention, the modes of interpretation chosen by stage
directors in the twentieth century reflect not only particular
critical methodologies prevalent in literary analysis during their
particular moment of history, but are part of the organic growth

and change of the theatrical movements that shape performance
practice.’

Thus, interpretation may change aspects of the work in different performances; this
fact underlines the point that performance is a variable which cannot be attributed to
the ‘trace’. For Berlioz, music is eloquent and plays a role in ~dramaturgical
considerations. Hence, it is through words and music that we may identify *the

individual operatic work; and my concern will be with the musical part of the ‘trace’.

Theoretically, if we had a ‘trace’ of the visual performance as conceivedrby the

authors, should it modify my approach to characterization? In this case, should the

> Deborah Denise King, *Operatic Appropriations: Transformations of Stage Direction of Opera in the Twentieth
Century’. PhD dissertation (Stanford, 1993), 7.
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producer be loyal to the authentic version of the ‘trace’ in the same way as he must
follow the words and score? © Since the visual element has always been open to
interpretation, it necessarily must be excluded from this study, which 1s not to say that

it is unimportant. Two singers performing the same role within the same production
may certainly change, by voice type or acting, the charactenzation of the role within
the parameters of the words, score, and visual aspect; but this change will not be
fundamental.” For these reasons elements of musical interpretation through

performance will not form part of my search for characterization.

Libretto

A libretto has mostly the aspect of a play: 1t ts performed (and not read silently).
Still there are similarities with the novel, as I will show below. An important aspect of
a character is what E. M. Forster called ‘round’ characters or ‘flat’ ones, according to
the depth of characterization.” Flat characters with only stereotyped characteristics are
also sometimes called ‘cardboard’ characters, or caricatures; they are instantly
recognized, but have no deep emotions, or we just do not know about their nature
other than what is required for purposes of the novel. Round characters, on the other

hand, are put in different, conflicting situations and as a result expose many sides of

their personalities.” Although Forster refers to the novel, this aspect of the character is

® Concerning modern productions and characterization, Littlejohn discusses Peter Sellars’ version of Mozart’s Don

Giovanni, concluding that had Peter Sellers closely considered Mozart’s music he would not have interpreted Da
Ponte’s words the way he did. David Littlejohn, The Ultimate Art (Berkeley, 1993), 145-535.

7 On voice types see chapter 3.
* E.M. Forster, Aspects of the Novel (London, 1963), see discussion below.

? Sec for example Forster’s novel Maurice, where he depicts the passage from flat to rounded character in the title
role’s own view: ° Once inside college, his discoveries multiplied. People tumed out to be alive. Hitherto he had
supposed that they were what he pretended to be—flat pieces of cardboard stamped with a conventional design—
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useful also for opera. Forster’s rationale regarding the difference between the novel

and the play strengthens the argument of similarity between opera and a play:

In the drama all human happiness and misery does and must
take the form of action. Otherwise its existence remains

unknown, and this is the great difference between the drama and
the novel. "

This view was repeated by Roland Barthes (see Epigraph to the thesis).”

Nevertheless, the affinity to the novel indirectly gets some support from Forster, who

characterized this aspect of the novel:

The facts in a highly organized novel are often of the nature of
cross correspondences [my emphasis] and the i1deal spectator

cannot expect to view them properly until he 1s sitting up on a
hill at the end."’ |

Opera thus can take a novelistic hill-top view through musical cross-references—
reprise of a melody, recapitulation of a section of music, or use of reminiscence
motives—any of which may serve to remind the listener of a previous situation in
which the motive was heard; with the right compositional procedure it may help
characterization. A reminiscence in a novel suggests a déja vu phenomenon, in the

way a musical motive can bring up associations with past events.

Peter Conrad suggests another parallel:

but as he strolled about the courts at night and saw through the windows some men singing and others arguing and

otl3crs at their books, there came by no process of reason a conviction that they were human beings with feelings
akin to his own’, (New York, 1987), 30. Original emphasis.

' Forster, Aspects of the Novel, 80.
'! Ibid., 84.
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Opera is inefficient as drama simply because it takes so much
longer to sing a phrase than to say it. But, novelistically, this may
be its justification, for in extending the phrase it allows its
characters time to reflect on and absorb the implications of what
they are uttering. 12

Conrad’s observation ignores though poetic drama, where one finds long
soliloquies and unnaturally long speeches. Hamlet’s speech “To be or not to be’ is
sometimes referred to as Hamlet’s ‘aria’. Even if there is some truth in Conrad’s
remark, surely we do not agree with his statement that ‘opera is ineflicient as drama’,
since the comparison of opera with drama appears more persuasive and the distinction
between opera and non-dramatic literary forms 1s more prominent than the
resemblance. The sung ensembles, choruses, and the role of the orchestral commentary
clearly have no parallel either in the novel or in the play. The novel and the play, like a
staged opera, bring to light their main characters in different and conflicting situations.

The author of the novel may be present in the scene of action directly or indirectly,
with the voice of the author (traditionally the ‘omniscient’ narrator) or as a participant
(the first-person novel, told in the protagonist’s voice, excluding the author, and not
necessarily omniscient).'” Either way the author can manipulate the reader to conceive
an idea of the character of a person by disclosing information not in the dialogue form.

How is the composer represented in opera, how 1s he involved in his character’s voice?

A strong objection to the comparison with the novel comes from W. H. Auden, the
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