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Editor’s foreword

With this volume, consisting of a collection of analyses and reflections in the research
field of intermedia studies, the editors have, of course, not strived to produce a poetics
of intermediality and its theory. The reader should, rather, read the texts presented
here as a wide-ranging kaleidoscope showing some aspects of the impressive breadth
and depth of contemporary intermedia research.

There are two obvious reasons for publishing this collection of contemporary
contributions concerning intermedia research. First of all, the articles included
mark a state of the art, at least in the shape of a small sample, of the intermedial
research produced today. And secondly, the book is meant to honour our friend and
colleague Hans Lund, a crucial person in Scandinavian and Western interarts and
intermedia research.

But there is a third, and better, reason, too. Contemporary art and literature
are marked by an increased intermedial interest, and — perhaps as a result of this
— a growing amount of academic research is being done, with or without the
term “intermedial” directly attached, inside and outside and on the borders of
the “proper” interart institutions. It could be argued that contemporary academic
research is being pushed forward by the wave of (a renewed) interest in mixing the
genres and media in a veritable expression of the dream of the Sister Arts — or uz
pictura poesis. Or perhaps one should argue that contemporary art and literature
is striving to, once and for all, bury the dream of the loving relationship between
the arts? Is a paragone between the arts based on the dream of a similar existential
or aesthetic foundation, leading to marriage or fight — or are the different arts
simply internally untranslatable? No matter: any reader orienting herself/himself
in the artistic and academic landscape in the western countries will realize that
the epoch of isolated art products as well as art and media studies belongs to
the past. And the idea that musicologists, literary scholars and art historians,
to name but a few of the important scholars in cultural analysis, must live in
isolated compartments (normally called departments) seems to be on the wane:
not only as a result of economic arguments and administrative practicalities, but
most of all because the idea of the autonomous academic disciplines, born in the
19 century, must now be considered an outdated concept. Scholars and students
around the world now realize that this compartmentalisation is no longer the
most productive way of organizing cultural analysis because the obvious way of
approaching cultural artefacts and aesthetic products is to consider them as being
intermedial as a primary condition, not as a secondary fact. The oft-repeated
dictum of W.J.T. Mitchell’s saying that “all media are mixed media” has become

13



Editor’s Foreword

a commonplace, in other words."! The institutional results of this theoretical
concept remain to be seen, though.

The idea that all media are mixed media has produced a number of important
results in the field of interarts studies, but it has also made the very idea of “interarts”
problematic. Instead of considering relations between the traditional (high) arts the
contemporary heir to interart studies has been named intermedia studies (see also
Claus Cliiver’s contribution to the present volume). Finally, the spell of the “con-
cealed normativity” (see Jens Arvidson’s article) of interarts studies can be broken,
and intermedia studies can take its place at the centre of any conceivable humanistic
analysis, not only when it comes to traditionally intermedial subjects like ekphrasis,
picture books or music-word-relations in songs. One vision of intermedia studies
could be to establish intermedia studies as a kind of propedeutic element in all
educative plans for the humanities (or even wider, see Kathleen Lundeen’s article
on intermedia aspects of the natural sciences): thus, intermedial studies should no
longer be isolated as a specialised department for researchers but as a pedagogical
entrance to culture studies in the broadest sense of the word.

Thus, intermedia studies do not sz7ive to be an interdisciplinary field, a new disci-
pline, nor even a modest continuation of the earlier interarts studies. The essential
idea behind intermedia studies is that it is the discipline underlying any conceivable
study of cultural artefacts. Needless to say, it lacks an exhaustive catalogue or an
archive consisting of the intermedia studies canon. Yet it works its way through the
entire archive of Western culture by slowly rereading the existing objects of cultural
studies, and the current volume is a small step in that direction. Intermedia studies
operate within the cultural archive and fills up the anachronistic (and illusory) gap
that exist between the disciplines.

But, the reader might argue, several crucial questions remain to be answered: first
of all a definition of “medium” is lacking in this new field formerly known as inter-
art studies. What is a medium? And as a result of this: what is multimedia, what are
composite or mixed media? Most scholars work with a rather pragmatic definition
of the concept of medium, heading on for other questions concerning the relations
between different media forms. In his introductory chapter in Intermedialiter
(2002), a textbook for students, Hans Lund suggests an efficient, if also heuristic,
schematization of different intermedial phenomena:?

! See for instance W.J.T. Mitchell: “Beyond Comparison: Picture, Text, and Method” in Picture
Theory. Essays on Verbal and Visual Representation, Chicago; London (p. 83-107), p. 95; “Showing
Seeing. A Critique of Visual Culture,” republished on a number of occasions, most recent in his
What Do Pictures Want? The Lives and Loves of Images, Chicago; London 2005 (p. 336-356), p. 343,
350; “There Are No Visual Media” in journal of Visual Culture, Vol. 4, No. 2, 2005 (p. 257-2606).

2 Hans Lund: “Medier i samspel” in Hans Lund (ed.): Intermedialiter. Ord, bild och ton i samspel,
Lund 2002 (p. 7-23), p. 19-22.

14
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COMBINATION INTEGRATION TRANSFORMATION
Interreference Co-existence Concrete poetry Verbal ekphrasis
[lustration Advertisement Sound poetry Musical ekphrasis
Emblems Stamps Typography Program music
Picture & title Songs Print picture Novel into film
Music & title Video Sprechgesang Iconic projection
Photo journalism Comics Conceptual art Words into music
Picture book Opera Picture alphabet Cinematic novel

Liturgy Iconicity Theatricalization
Posters Image containing of text
verbal signs

The division of all possible intermedial relations into this triple framework has

turned out to be an extremely useful pedagogical instrument, and the framework

has been elaborated (in a semiotic direction) by Claus Cliiver and Leo Hoek, as put

together by Eric Vos (and slightly changed by Cliiver as presented on page 26 in this

volume):?

SCHEMA OF | transmedial multimedia mixed-media intermedial

WORD- relation discourse discourse discourse

IMAGE [relation [discours [discours [discours

RELATIONS | transmédiale] multimédial] mixte] syncrétique]

distinctiveness + + + -

[séparabilité]

coherence/self- + + - -

sufficiency

polytextuality + - - -

simultaneous - - + +

production

simultaneous - + + +

reception

process transposition juxtaposition combination union/fusion

schematized text > image image | text image itmeaxgte

text-image image > text + texte

relation

examples ekphrasis emblem poster typography
art criticism illustrated book | comic strip calligramme
photonovel title of painting | postage stamp | concrete poetry

3 Eric Vos: “The Eternal Network. Mail Art, Intermedia Semiotics, Interarts Studies” in Ulla-Britta
Lagerroth, Hans Lund, and Erik Hedling (eds.): [nterart Poetics. Essays on the Interrelation of the Arts
and Media, Amsterdam; Atlanta 1997 (p. 325-330), p. 326-327.
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Editor’s Foreword

Border cases will always trouble such a framework, and stimulate new discussions,
but intermedia studies can found itself on such relatively stable divisions.

However, intermedia studies must, we believe, at the same time orient itself
after one crucial fact, namely that such a framework expresses one grave misunder-
standing;: it seems to suggest that there exists genres or media that are unintermedial.
Contemporary intermedia theory stresses the very impossibility of this view; all
media exist on borders and the view from the borderland turns out to be the most
penetrating view of the entire field giving a new perspective on the central areas of
the arts.

The very existence of intermedia studies will, undoubtedly, pose new questions
and perhaps even provoke new answers: from questions concerning autonomous
arts to questions concerning the borders of the media.

Jens Arvidson, Mikael Askander, Jorgen Bruhn, and Heidrun Fiihrer
Lund, November 2007
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Intermediality and Interarts Studies

Claus Claver

In recent years, a sign has appeared on the backs of cars that is expected to make
an immediately recognizable statement. It is composed of a short horizontal convex
line connecting on the left with a corresponding concave line, while on the right
both lines intersect. In many cultures it would be read as the simplest and most
abstract representation of a fish. And that is how it is intended to be read; but the
message it is meant to convey is an expression of faith. Those who use the sign and
many who read it will know that it has a long history: it was used as a coded sign by
early Christians, before their faith was elevated to the state religion. It reads indeed
“fish” — in Greek; and vy0vC (ichthys), or more correctly IXOYZ, was understood
to be an acronym for what in English would be “Jesus Christ God’s Son Savior,”
in a world view in which this connection would appear as anything but accidental.
Decisive for its effectiveness as a furtive sign was its intermedial nature, which made
it possible to represent the essence of one’s faith in two easily and artlessly produced
lines. The lines are part of a system of visual representation; but the “fish” they
represent belongs to a complex mode of verbal representation tied to the spelling
system of a particular language. Several instances of the visual sign grouped together
would represent no more than a school of fish; but in isolation and in a particular
context the sign stands for a Greek word which, tied to this sign, is likewise isolated
from all other instances of “IXOYZ” and assumes the character and functions of
an acronym. In the particular use to which it was put by the early Christians and
for which it has been resuscitated in our days,' the sign belongs neither solely to a
visual medium nor to a verbal medium but relies on the codes and signifying power

of both; it is an intermedia sign. X

The concept of “intermedia” signs or texts, along with those of “multimedia” and
“mixed-media’ texts, forms part of the instruments operated by a transdisciplinary
field dedicated to the study of “intermediality.” The term is relatively new, and

! The contemporary function of the sign, now available in solid, mass-produced form, is of a more
public nature and addressed to believers and non-believers alike. It has had a polemical response by
the production of a sign that has added to the bottom of the fish sign four angled lines signifying
feet, in a visual short-hand asserting the theory of evolution by which sea-creatures moved to land,
in defiance of Genesis. This has apparently been met with another sign based on the many cartoons
showing the bigger fish eating the smaller: the “walking fish” is being swallowed by a bigger one
without feet but inscribed with TRUTH in large letters — which turns the intermedia sign into a
mixed-media sign, as we shall see.

19



Claus Cliver: Intermediality and Interart Studies

there are as yet only few institutions offering courses of study and carrying on
research under this label. One of the earliest “Intermedial Studies” programs was
the Intermedia studies (first called Interarts studies) at the Department of Cultural
Sciences of Lund University, created by Hans Lund in 2001.?

The transdisciplinary discourse on intermediality that has begun to establish
itself incorporates the traditions of what some fifteen years ago began to be called
“Interart(s) Studies™ and the discussion of intermediality carried on within the
“Media Studies” disciplines as well as the more recent investigations into the “New
Media Poetries™ based on the digital media.

“Interarts Studies” has been a growing interdisciplinary area of the humanities, still
dominated by investigations into the interrelations of literature and the other arts, but
increasingly also involved with aspects of intermedial connections between the visual
arts, music, dance, performance arts, theatre, film, and architecture, where the word
plays only a subsidiary role, or none at all. The focus still tends to be on “texts,” and the
preferred kind of text, and for a long time the only one, has been the kind that could be
considered a work of art. Aesthetic concerns were initially of considerable importance.

“Media Studies” have often approached issues of intermediality in the context
of communications studies, where questions of production, distribution, function,
and reception have always played a significant role. All the areas studied — radio,
cinema, television, video, and also the print media — involve multiple media and
often complex technological production processes and apparatuses. Intermediality
is thus an issue both within each of these media and in their interrelations with each
other as well as with the “arts” covered by the traditional Interarts Studies. Here, as
in the other instances, semiotics has supplied useful concepts and methods in deal-
ing with a number of crucial issues.

The “New Media Poetries,” a more recent phenomenon, usually rely on digital
technologies for their production and for the most part on the computer for their
reception. Largely based on developments in twentieth-century visual poetry, where
the concept of “poetry” assumed new dimensions, texts produced in the various genres

% Its roots reach back to a research program in Interarts Studies originally developed in Lund Univer-
sity’s Comparative Literature Department by Ulla-Britta Lagerroth.

3 The label was internationally established by the conference on “Interarts Studies: New Perspectives”
at Lund University, 15-20 May 1995; see the selected conference papers published in Ulla-Britta
Lagerroth, Hans Lund, and Erik Hedling (eds.): nterart Poetics. Essays on the Interrelations of the Arts
and Media. Amsterdam and Atlanta 1997. I myself had used the label in my introduction to the
team’s previous volume: Claus Cliiver: “Interartiella studier: en inledning,” trans. Stefan Sandelin, in
Ulla-Britta Lagerroth, Hans Lund, Peter Luthersson, and Anders Mortensen (eds.): / musernas tjiinst:
Studier i konstarternas interrelationer, Stockholm; Stehag 1993, p. 17-47.

* Cf. Eduardo Kac (ed.): Media Poetry. An International Anthology, Bristol, UK 2007, the revised,
enlarged and updated edition of New Media Poetry. Poetic Innovation and New Technologies. Visible
Language Vol. 30, No. 2, May 1996.

> “Text” is to be understood here throughout in the semiotic usage that refers to all complex signs or
sign combinations in any sign system as “texts.”
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of media poetry will produce visual, aural (including musical), and kinetic events in
which the word (or parts of it) in its graphic and sometimes vocal dimensions may
play a leading role or (almost) none at all. Many media (and hypermedia) texts will
assign some performative tasks to the recipient, or computer operator; increasingly,
texts are designed to be interactive to the point that the operator determines the
course of events. Entirely dependent on the ever evolving technological possibilities
of the electronic digital media, such texts are entirely intermedial; moreover, they
can be instantly transmitted to receivers all over the globe, and can be designed to
invite the interaction of a global community. New Media Poetries will inevitably
require intermedial considerations in the analysis of individual texts even when the
major interest of a study is focused elsewhere. Their connection with earlier forms
of visual poetries invites comparison of the old media with the new.

The need to reconceive “Interarts Studies” as “Studies of Intermediality” or “Inter-
medial Studies” arose both from a realization that there had been a gradual change
within the theoretical orientation and the practices of the interdisciplinary discourse
and from an approximation of the areas of Interarts Studies and Media Studies.
While discussions comparing what much later came to be considered as “the arts”
have a long history that reaches back to antiquity, serious and influential academic
studies concerned with the interrelations of the arts began to be published around the
middle of the twentieth century. Etienne Souriau’s La correspondance des arts. Eléments
d esthétique comparée of 1947 was one of the first, equaled in impact by Susanne K.
Langer’s Feeling and Form: A Theory of Art of 1953.¢ Approaching the subject from
a literary rather than a philosophical and aesthetic angle, Calvin S. Brown’s Music
and Literature (1948) exercised a seminal influence in the US. The international
“Bibliography on the Relations of Literature and Other Arts™ which Brown collected
and began to distribute annually in 1952, eventually under the auspices of the newly
founded MLA Division on Literature and Other Arts, served the literary community
as an immediate source of information about the growing number of contributions
to this emerging field, which in 1961 Henry H. H. Remak declared to be one of

¢ American readers had been introduced to attempts at organizing the universe of the arts by Theodore
Meyer Greene’s The Arts and the Art of Criticism, New York 1973 [1940], and Thomas Munro’s 7he
Arts and Their Interrelations, 1949, rev. ed. Cleveland 1967.

7 See A Bibliography on the Relations of Literature and Other Arts 1952—1967, New York 1968. It was
continued in annual installments by a team of contributors under the editorship of Calvin S. Brown
(until 1972), Steven Paul Scher (1973-1984), and Claus Cliiver (1985-1998). The 1974 biblio-
graphy was published in Hartford Studies in Literature, Vol. 7, 1974, p. 77-96. From 1985 til 1998
published in the Yearbook of Comparative and General Literature, it covered “Theory and General
Topics,” “Music and Literature,” “The Visual Arts and Literature,” “Film and Literature” (1974—
1984), “Dance and Literature” (1985-), since 1986 with author and subject indices and partial
annotation. Bibliography not included in Vols. 39, 41, 42, and 44; Vol. 40 contains bibliographies
for 1989 and 1990; Vol 43 (1995) contains a partial bibliography for 1991-1995; Vol 45/46
(1997/1998) a partial bibliography for 1996-1997.
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Claus Cliver: Intermediality and Interart Studies

the legitimate domains of Comparative Literature,® a claim tentatively confirmed by
Ulrich Weisstein in 1968° and sanctioned in 1981 by Manfred Schmeling.'

Comparative Literature was at mid-century being (re-)established as an inter-
disciplinary program designed to deal with the interrelations among the literatures
in modern (usually Western) languages which were housed in individual disciplines.
Since its beginnings in the nineteenth century, the dominant orientation of lite-
rary studies at the university had been historical. Art history was the academic
discipline devoted to the visual arts and architecture, and the study of music and
the theatre was similarly organized; all of them were more recent academic fields
than Literaturgeschichte. Earlier in the century, art history had been reconceived as a
history of changing styles, an example followed in the literary disciplines. Comparing
the concepts used in determining the visual and the literary characteristics that
indicated changes of style, the literary scholar Oskar Walzel had detected parallels
which he found so enlightening that in 1917 he published a treatise on Wechselseitige
Erbellung der Kiinste. Ein Beitrag zur Wiirdigung kunstgeschichtlicher Begriffe;"!
parallels perceived in the light of this “mutual illumination” have been central to
most attempts at constructing periods and movements across artistic media.

New Criticism shifted the focus of scholarly attention to interpretation and thus to
“the poem itself,”'* to the individual text as a quasi-autonomous entity. René Wellek’s
and Austin Warren’s 7heory of Literature'® (1949) provided the theoretical underpinning

8 Henry H. H. Remak: “Comparative Literature. Its Definition and Function” in Newton P. Stallknecht
and Horst Frenz (eds.): Comparative Literature. Method and Perspective, Carbondale, IL, 1961, p.
3-37. This first Comparative Literature manual published in the US consisted almost exclusively of
contributions by members of the Indiana University faculty, where Horst Frenz and Ulrich Weisstein
had begun teaching an undergraduate course on “Modern Literature and the Other Arts” in 1954.

? Ulrich Weisstein: “Exkurs: Wechselseitige Erhellung der Kiinste” in Einflibrung in die Vergleichende
Literaturwissenschaft, Stuttgart 1968, p. 184-97; English: “The Mutual Illumination of the Arts” in
Comparative Literature and Literary Theory, trans. William Riggan, Bloomington, IN, 1973, p. 150-66.
19 Schmeling included an essay by Franz Schmitt-von Miihlenfels: “Literatur und andere Kiinste” in
Manfred Schmeling (ed.): Vergleichende Litertaturwissenschaft. Theorie und Praxis, Wiesbaden 1981
(p- 156-74), his manual covering six “Aufgabenbereiche” of the field. — In 1979, the ICLA had
made “Literature and the Other Arts” one of the major topics of its IXth triennial Congress; see
Zoran Konstantinovic, Ulrich Weisstein, and Steven Paul Scher (eds.): Literature and the Other Arts,
Vol. 3 of Proceedings of the IXth Congress of the International Comparative Literature Association, Inns-
bruck 1981. In the same year, “La littérature et les autres arts” was the topic of a publication of the
Institut de Formation et de Recherches en Littérature of the Université Catholique de Louvain; see
La littérature et les autres arts, Louvain-la-Neuve and Paris 1979.

W Oskar Walzel: Wechselseitige Evhellung der Kiinste. Ein Beitrag zur Wiirdigung kunstgeschichtlicher
Begriffe, Berlin 1917, English: “Mutual Illumination of the Arts,” introduced and abridged by Ulrich
Weisstein, trans. Kent Hooper and Ulrich Weisstein: Yearbook of Comparative and General Literature,
Vol. 37,1988, p. 9-31.

12 Cf. Stanley Burnshaw (ed.): The Poem Isself, Cleveland 1962, an anthology of poems from the
major European literatures in their original languages, with prose translations and interpretive com-
mentary by master critics.

13 René Wellek and Austin Warren: Theory of Literature, New York 1963 (1949).
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for an approach that insisted on the “intrinsic” study of literature as the proper scholarly
activity, relegating the study of the relations of literature with the other arts, along with
other non-literary concerns, to the non-essential “extrinsic” approaches. All of this
was part of a basically formalist discourse that took the ontological status of “Art” for
granted and was engaged in defining the essence of each of the individual arts,'* which
tended to confine their study to specific academic disciplines.

But the discourse also included those voices that, while sharing most of the
assumptions of the dominant paradigm, insisted on the interrelation of the arts and
on the long tradition supporting this view. Jean Hagstrum’s 7he Sister Arts. The Tradi-
tion of Literary Pictorialism and English Poetry from Dryden to Gray (1958)" traced
in its first chapter the history of the uz pictura poesis concept from antiquity into the
seventeenth century, when poetry began to count on familiarity with the manner of
pictorial representation to complete images sketched verbally; the Horatian formula
has remained a prominent theme in word-and-image studies. Gotthold Ephraim
Lessing’s strictures against that descriptive literary practice in Laokoin oder: Uber die
Grenzen der Malerei und Poesie (1766),'° which were based on a distinction between
time-based literary representation and space-based plastic representation, became a
point of departure for many twentieth-century investigations into spatial properties
of literary texts and temporal aspects of visual works;'” Lessing’s essay has remained
one of the classical points of reference in the discourse.'® Brown followed his first
book in1953 with a volume on Zones Into Words. Musical Compositions as Subjects
of Poetry."” In 1955 Leo Spitzer re-introduced the rhetorical term “ekphrasis” into
literary discourse,” and studies of verbal representations of visual representations
have become a major area of word-and-image studies. I later proposed to extend the
definition of the term to “verbal representations of texts composed in non-verbal sign
systems,” because the objects of such representations need not be representations
and are often in other media besides painting or sculpture, and the manner of such

4 Examples are Wolfgang Kayser: Das sprachliche Kunstwerk, Bern 1948, and Roman Ingarden:
Untersuchungen zur Ontologie der Kunst. Musikwerk, Bild, Architektur, Film, Tiibingen 1962; English:
Ontology of the Work of Art. The Musical Work, the Picture, the Architectural Work, the Film, trans.
Raymond Meyer with John T. Goldthwait, Athens, OH, 1989.

5 Jean H. Hagstrum: The Sister Arts. The Tradition of Literary Pictorialism and English Poetry from
Dryden to Gray, Chicago 1974 (1958).

'¢ Gotthold Ephraim Lessing: Laokoin oder: Uber die Grenzen der Malerei und Poesie, 1766. English:
Laocoin: An Essay on the Limits of Painting and Poetry, trans. with introduction and notes by Edward
Allen McCormick, Baltimore 1984 (1962).

17 Perhaps the earliest was Joseph Frank’s essay “Spatial Form in Modern Literature,” 1945, rpt. in Frank:
The Widening Gyre. Crisis and Mastery in Modern Literature, New Brunswick, NJ, 1963, p. 3-62.

'8 Most recently in Walter Moser: “As relagoes entre as artes. Por uma arqueologia de intermidialidade” in
Aletria. Revista de estudos de literatura (Belo Horizonte), No. 14, July—Dec. 2006, (p. 40-63), p. 42-45.
¥ Calvin S. Brown: Tones Into Words. Musical Compositions as Subjects of Poetry, Athens, GA, 1953.
20 See Leo Spitzer: ““Ode on a Grecian Urn’; or, Content vs. Metagrammar” (1955), rpt in Essays on
English and American Literature, Anna Hatcher (ed.), Princeton, NJ, 1962 (1955), p. 67-97.
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representations tends to depend more on the function served than on the non-
verbal medium involved.?' Particular forms of ekphrasis amount to intermedial or
intersemiotic transposition, the transformation of a text into a self-sufficient text in
a different medium or sign system. Such transpositions can also occur from word
to image (e.g., certain illustrations), from word to music (e.g., tone poems, but not
songs), and from the visual arts to music and vice versa,” besides other media. More
common, however, is the adaptation of texts to a different medium, where elements
of the source text are carried over into the target text. This can involve adapting
a narrative to the stage, or plays to the operatic medium; most film studies began
with analyses of cinematographic adaptations of literary sources. The methods and
objectives of adaptation studies have changed considerably over the decades, but
interest in this kind of intermedial relationship is unabated.

The development of film studies from investigations into the adaptations of literary
sources to the medium “film” and the shifting conventions of cinematographic repre-
sentation and narration, usually carried out by literary scholars, into a full-fledged
discipline of its own had a remarkable impact on the interarts discourse and was one of
the factors that brought about its transformation and re-orientation. Besides introducing
into the study of intermedial relations the complex considerations involved with its
modes of production and the apparatus supporting it, the interests of many film scholars
in the Hollywood cinema boosted the growing tendency in other media to broaden
the investigations beyond “high art” into areas of popular culture, ultimately to include
objects of a decidedly non-artistic nature — frequently objects that defied accommodation
in any one of the traditional disciplines because of their status as multimedia, mixed-
media, or intermedia texts. This is a situation they share with many types of cultural
production. Before presenting a quick sketch of the developments and transformations
of what had gradually become established and recognized as the interdisciplinary
field of the comparative study of the arts, developments that led to the recognition of
“intermediality” as the central concern of all such studies, I find it useful to offer a brief
introduction to the concept of multimedia, mixed-media, and intermedia texts.

Opera is one of the many areas that would not be adequately covered by the
standard practices of any of the traditional single arts disciplines. It will obviously

! See Claus Cliiver: “Ekphrasis Reconsidered: On Verbal Representations of Non-Verbal Texts” in
Ulla-Britta Lagerroth, Hans Lund, and Erik Hedling (eds.): /nterart Poetics. Essays on the Interrelations
Between the Arts and Media, Amsterdam; Atlanta 1997, p. 19-33. Objections have been raised both
to the term “verbal” rather than “literary” and to the extension of the class of objects to such temporal
media as music, dance, and other types of performance. I have dealt with poems on music in “The
Musikgedichr. Notes on an Ekphrastic Genre” in Walter Bernhart, Steven Paul Scher, and Werner
Wolf (eds.): Word and Music Studlies. Defining the Field, Amsterdam; Atlanta 1999, p. 187-204.

22 In May 2008, the Université Paris-Sorbonne will host an international colloquium on “Musique et
arts plastiques: La traduction d’un art par 'autre” (call for papers by Jean-Jacques Nattier, Université
de Montréal, and Michele Barbe, Université Paris-Sorbonne, April 2007).
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fall into the domain of musicology and music history. But an opera is a multimedia
text that is meant to be performed. One can buy and read the libretto separately or
as part of the score. To be studied as an adaptation of a literary source text and its
intertextual contexts, it will have to be approached with the tools and background
of literary studies; treated as part of the score, the libretto will be approached as a
component of the operatic text. But a full study of an opera’s reception will have
to include not only the musical interpretations it has received, but also the ways
it has been staged, and that involves everything that makes theatre a multimedia
enterprise, besides the frequent inclusion of ballet interludes. This means considering
the collaborative efforts of stage director and set, lighting, and costume designers,
conductor, choreographer, and the performers on stage and in the orchestra pit.

Scores and movie scripts and a film’s sound track can be bought separately, and
overtures, arias, and ballet interludes can be performed in concert halls or as part of
dance recitals. But as they are combined in an operatic (or theatre) production, the
various media involved — such as the décor and the costumes — function only as part
of the whole. In a comic strip, image and verbal text are distinct elements, but they
would not be self-sufficient if removed from the strip. The same would be true of
the verbal and visual elements of a poster or a postage stamp. It is therefore useful
to distinguish between multimedia texts and mixed-media texts. “A multimedia
text comprises separable and individually coherent texts in different media, while
the complex signs in different media contained in a mixed-media text would not be
coherent or self-sufficient outside of that context.”” A comic strip is a mixed-media
text; an opera score that contains the libretto is a multimedia text.

There are, however, texts that are “constituted by two or more sign systems in
such a way that the visual, musical, verbal, kinetic, or performative aspects of its signs
cannot be separated or disunited.” The “fish” text described in the beginning falls
into this category, which is usually labeled as “intermedia discourse” or “intermedia
texts,” but which might better be called “intersemiotic texts” because such texts will
often be housed in one medium. Concrete or sound poems are prime examples of
this type, and they are usually read as literary texts.”

2 1 first published these definitions in Swedish in 1993. See Claus Cliiver: “Interarts Studies: An
Introduction” (1992); Swedish: “Interartiella studier: en inledning,” trans. Stefan Sandelin, in Ulla-
Britta Lagerroth, Hans Lund, Peter Luthersson, and Anders Mortensen (eds.): I musernas tjinst.
Studier i konstarternas interrelationer, Stockholm; Stehag 1993, p. 17—47. The unpublished English
original was circulated among colleagues.

2 This is the reformulation of my previous definition, published (in German) in Claus Cliiver:
“Inter textus / inter artes / inter media” in Monika Schmitz-Emans and Uwe Lindemann (eds.):
Komparatistik 2000/2001. Jahrbuch der Deutschen Gesellschaft fiir Allgemeine und Vergleichende Litera-
turwissenschaft, Heidelberg 2001, p. 14-50.

» In Portuguese such texts have also been called “textos intercédigos,” which may be the most appro-
priate term but is untranslatable into most languages.
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Using the criteria that I had established in my “Introduction,” Leo Hoek pub-
lished in 1995 a systematic account of the relations of intermedial transposition and
types of intermedial connections with regard to word-image relations; the title of
his study, “La transposition intersémiotique: Pour une classification pragmatique,”
indicates its semiotic orientation.’® In “The Eternal Network: Mail Art, Intermedia
Semiotics, Interarts Studies” Eric Vos synthesized in 1997 Hoek’s observations and
mine in a table derived from Hoek (Hoek, p. 77), into which I have reinserted
HoeK’s terms in square brackets:*”

SCHEMA OF | transmedial multimedia mixed-media | intermedial
WORD- relation discourse discourse discourse
IMAGE [relation [discours [discours [discours
RELATIONS | transmédiale] multimédial] mixte] syncrétique]
distinctiveness + + + -
[séparabilité]
coherence/self- + + - -
sufficiency
polytextuality + - - -
simultaneous - - + +
production
simultaneous - + + +
reception
process transposition | juxtaposition combination union/fusion
schematized text > image image | text image itmeaxgte
text-image image > text + texte
relation
examples ekphrasis emblem poster typography

art criticism illustrated book | comic strip calligramme

photonovel painting & title | postage stamp | concrete poetry

% Leo H. Hoek: “La transposition intersémiotique: Pour une classification pragmatique” in Leo H.
Hoek and Kees Meerhoff (eds.): Rbétorique et image. Textes en hommage & A. Kibédi Varga, Amster-
dam; Atlanta 1995, p. 65-80.

27 Eric Vos: “The Eternal Network: Mail Art, Intermedia Semiotics, Interarts Studies,” in Ulla-Britta
Lagerroth, Hans Lund, and Erik Hedling (eds.): Interart Poetics. Essays on the Interrelations of the
Arts and Media, Amsterdam; Atlanta 1997, (p. 325-327), p. 325-337. I have slightly changed Vos’s
sequence. The examples are (mostly) Hoek’s, who may have found “mixte” and “syncrétique” to be
the most appropriate translation of “mixed-media” and “intermedia.”
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I cite the table because it includes “transposition” as a category and offers a
visual representation of the decisive criteria, which refer to individual instances of
the types of texts listed in the examples. It does not reflect many of the subtler
forms of word-image relations. And while it can accommodate more complex
media connections than the binary word-image relations, it is not easily adjusted
to represent the internal and external relations of more complex media, nor does
it show the complexities actually encountered in the various genres of illustrated
books. Many illustrations are forms of intermedial transposition, but are juxtaposed
to the text; in many modern /ivres-d artiste and children’s books, text and image are
combined or even fused in such a way that the image (and often the text) are not
self-sufficient, often as a result of the book’s design and lay-out. But while it may be
difficult to place such a book into any one of the categories, the criteria serve to sort
out a text’s internal intermedial relations. Few texts are purely multimedial. As our
glance at the opera has shown, how we approach the intermedial aspects of a text (or
even a genre) depends on the context and the objective of a study.

The schema is inevitably static and treats the texts as objects. It shares this
approach, as Vos has shown, with the concept of “intermedium/intermedia” used
by Dick Higgins and also by Peter Frank, which presents certain classes of texts as
situated between the conventional media. “Thus the happening developed as an
intermedium, an uncharted land that lies between collage, music and the theater,”
Higgins wrote in 1965.28 This is contrasted by the dynamic view of an intermedia text
offered by Jiirgen E. Miiller, who (carefully distinguishing between “intermedial” and
“intermedia”) has suggested that we should “understand the indissoluble connection
of diverse media as a fusion and interaction of different medial processes”™ — without
suggesting, however, where such processes take place. Tables like the one above are
certainly useful, but this schematized format offers no possibility to indicate, for
example, the various performative aspects of text reception that I have elsewhere
analyzed with regard to developments in text production and theory-formation
during the last fifty years.*

2 Dick Higgins: “Intermedia” in Horizons: The Poetics and Theory of the Intermedia, Carbondale;
Edwardsville 1984 (p. 18-28), p. 22. Higgins published the first part in Something Else Newsletter,
Vol. 1, No. 1, 1966; p. 23-28 were added in 1981. Cf. Peter Frank: Intermedia: Die Verschmelzung der
Kiinste, Lecture at Kunstmuseum Bern, May 31, 1987, Berne 1987. — I have elsewhere dealt more
fully with Higgins’s concept and his erroneous assumption that he was using “intermedium” in the
same sense S. T. Coleridge had used the term over a century before; see Cliiver, “Inter textus.”

» Jirgen E Miiller: “Intermedialitit als poetologisches und medientheoretisches Konzept. Einige
Reflexionen zu dessen Geschichte” in Jorg Helbig (ed.): Intermedialitiit: Theorie und Praxis eines
interdiszipliniren Forschungsgebiets, Berlin 1998, (p. 31-40), p. 38 (my translation).

3 Claus Cliiver: “Concrete Poetry and the New Performance Arts: Intersemiotic, Intermediall],
Intercultural” in Claire Sponsler and Xiaomei Chen (eds.): East of West. Cross-cultural Performance
and the Staging of Difference, New York 2000, p. 33-61.
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31

This production includes such new genres® as the happening, not only by
Higgins' definition an intermedia event — and not easily accommodated by any of
the traditional academic disciplines, though certainly covered by the intermedial
discourse. There are other contemporary phenomena that exceed the domains
even of such multimedia disciplines as Theatre Studies. The most complex events
of all times (though with a history that goes back to antiquity) are the opening
ceremonies of the Olympic Games, which engage all the traditional theatrical and
ceremonial media including light shows and fireworks and rely heavily on modern
technologies. Though usually not directly using video effects, they are essentially
staged for the cameras, because the activities of the hundreds of performers, the
thousands of spectators filling the stadium, and the athletes moving into the arena
behind the flags of the participating nations, as well as the ceremonies of raising the
flag and lighting the torch, are simultaneously recorded and broadcast to a multi-
lingual audience of many millions around the globe according to carefully planned
strategies (though not as painstakingly arranged and controlled as Leni Riefenstahl’s
Triumph des Willens or her film of the Berlin Olympics of 1936, both given final
shape after the conclusion of the events). There are many such genres, old and more
recent — such as religious and civic rituals, processions and parades, rallies and pop
concerts — that are entirely based on the interaction of many media and can only be
adequately approached from the perspective of an intermedial discourse, no matter
what the particular interest of a study, whether ideological, anthropological, socio-
logical, semiotic, and so forth. The interdisciplinary, intermedial approach has also
opened up access to such hitherto neglected though culturally significant genres
as carmina figurata, emblems, broadsides and even medieval plays, which are no
longer approached (and largely dismissed) with the expectations of literary drama
but understood to have served, within their specific cultural contexts and as multi-
and mixed-media productions, significant functions for the community that created
and received them.*

Broadening the field and enlarging the perspective to include these phenomena, as
well as changing the questions asked and the objectives proposed for studying them, is
only one of the transformations that the interdisciplinary discourse has undergone, and
one of the reasons for the increasing inadequacy of the label “Interarts Studies,” which
go far beyond its intranslatability into French, German, and several other languages.
I have traced these developments and transformations elsewhere in somewhat greater
detail.*® Here are a few salient points, certainly oversimplified in their sketchiness:

31 On the questions involved in distinguishing between genre and medium see below.

32 Cf. C. Clifford Flanigan: “Comparative Literature and the Study of Medieval Drama” in Yearbook
of Comparative and General Literature, Vol. 35, 1986, p. 56-104.

% See Claus Cliiver: “Interarts Studies. An Introduction” (1992/2000); “Interarts Studies. Concepts,
Terms, Objectives” (1997); “Inter textus / inter artes / inter media” (2001) — all three essays
unpublished in English.
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. The developments of critical theory led to a widely accepted recognition

that such concepts as “art” and “literature” are cultural constructs and not
ontologically grounded. The concept of “art” has undergone profound
changes in Western cultural history and is not universally known in all
cultures, at least not in a form comparable to the Western “arts” discourse
since the 18" century.

Ever since the introduction of the “ready-made” and the “found object”
(Marcel Duchamp) into the artworld and their eventual acceptance by
that world, the status of objects as “works of art” has become dependent
on the dominant “arts” discourse. “Literariness” is not inherent in a
text, it is ascribed to the text by the interpretive community.

Some developments in contemporary artistic production (happenings,
Pop Art) tended to eliminate the distinction between “high art” and
“low art.”

. The critical interest in many forms of popular art shifted the emphasis

from formalist and aesthetic concerns to investigations of audiences
and their expectations and needs and to the functions served by all cul-
tural productions.

. Theories of intertextuality led to the recognition that intertextuality

always also involves intermediality, since pre-texts, inter-texts, post-
texts and para-texts always include texts in other media. An individual
text may be a rich object for intermedial studies.

Neo-avant-garde creations in all the arts tended to highlight the materi-
ality of the media involved.

Artists have increasingly tended to work in several media and to produce
mixed-media and intermedia “texts,” many involving performance.

. The range of materials and physical media increased vastly — everything

could be turned into “art” (sculptures made from scrap materials,
installations, earthworks, mail art, music made from all manner of
sound sources such as hair dryers). New technologies gave rise to new
art forms such as musique concreéte and electronic music, holographic
poetry, bio-art.

The interarts discourse became increasingly media-oriented and inclu-
ded the products of the technology-based (mass-)media in its investi-
gations.

New art forms have begun to develop that are entirely based on digital
media and are received via the computer, either by CD’s or increasingly
via the Internet. These art forms tend to involve visual, verbal (graphic
and spoken), sound (including musical) and kinetic materials either in
separable or in fused manifestations, and are frequently interactive.
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Once “medium” instead of “art” has become accepted as the basic category for the
interdisciplinary discourse, the interrelationship of the various media is conceived of
as “intermediality.” This is how this research area now understands the object of its
investigations, rather than as “the interrelations of the arts.” But as any dictionary
will prove, “medium” has many meanings, and several of these are involved in what
constitutes “intermediality.” “Physical media” are the means by which any medium’s
complex signs are produced, such as the body; flute, percussion instruments; the
Moog synthesizer; oil on canvas, brush and ink on paper; marble, wood; the video
camera; voice; typewriter, pen; paper, parchment, skin; etc. Corresponding “media”
employing these physical media are dance, music, electronic music, painting, sculp-
ture, architecture, video, speech, typography, writing, tattooing (although the corre-
spondences are far from perfect, for many of the physical media above are used
in several “media,” including several not listed here). Then there are the “public
media” including the traditional print media (the press) and those relying on more
complex technological means of production (radio, television, video, etc.) that are
dealt with in “Media Studies” programs. In fact, these studies tend to restrict the
term “medium” to technologically based media. But to find a general definition
of “medium” that will apply to all those listed above and all others covered by the
concept of “intermediality” has proved a difficult task. One of the definitions found
in the 1975 edition of the American Heritage Dictionary offers a traditional view:
“A specific type of artistic technique or means of expression as determined by the
materials used or the creative methods involved,” which is exemplified by “the
medium of lithography.”** Materiality and means of production certainly figure
more prominently in the concept of “medium” than in the concept of “art”; but
the desired definition needs a less restrictive focus. Two of the definitions given in
the Merriam-Webster Online Dictionary are relevant in our context: “a channel or
system of communication, information, or entertainment” and “a mode of artistic
expression or communication.”® The first might be more acceptable to Media
Studies, the second more reflective of an arts discourse. But is it possible to find a
formulation comprehensive enough to suit both — and is it desirable to find one?
In his book Intermedialitit: Formen moderner kultureller Kommunikation (1996),
which deals extensively with the concept, Jiirgen E. Miiller accepts the formulation
offered in 1988 by Rainer Bohn, Eggo Miiller, and Rainer Ruppert, which defines
“medium” as “that which mediates for and between humans a (meaningful) sign (or
a combination of signs) with the aid of suitable transmitters across temporal and/or

3 See entry “medium” in William Morris (ed.): The Heritage lllustrated Dictionary of the English
Language, International Edition, Boston: American Heritage Publishing Co.; Houghton Mifflin.
International Edition distributed by McGraw-Hill International Book Company 1975, p. 815.

¥ See entry “medium” in The Merriam-Webster Online Dictionary. Available at: http://www.m-
w.com/dictionary/medium (2007-01).
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spatial distances.”® There is an appropriately greater emphasis on communication
here, but “music,” “architecture,” or “holographic poetry,” in fact all categorical terms,
refer to more than a single text. Moreover, in the contemporary media discourse
“music” covers not only the generation and transmission of musical “signs” but also
the contexts of production, distribution, and reception as well as the functions served
by the musical text and its production: and all of this can hardly be accommodated in
a single definition. Furthermore, there are great differences between media categories,
which can only be roughly indicated here. The visual media are usually indeed
categorized by the means of production (especially the traditional graphic media); but
are installations and earthworks to be thought of as media or genres? Opera would be
a medium (like theater), and likewise electronic music, but what about song? Under
what circumstances should speech and writing be treated as individual media, and
whatis their relation to the verbal medium? In the absence of a single noun to designate
the verbal medium (comparable to “music” or “architecture”), should “literature”
stand for the entire medium, or should it be considered as designating a class or type
within the medium? What are the distinctions we should make between “medium”
and “genre”? Generally, “genre” will refer to a sub-category, a class within a medium.
Song is a type of vocal music; should vocal music be categorized as a multimedia class
within the medium “music” or as a separate medium, like opera? Under the rubric
of “Mixed Media” Karin Thomas lists as one of its meanings: “Collective term for
all forms of collage that expand the materials involved, e.g., assemblage, combine
painting, environment.”” That makes installations and environments sub-categories
of collage, but is collage a medium, like lithography?

In the discourse the concept “medium” obviously comprises diverse but inter-
fused categories, which will have to be carefully sorted out only when required by
the respective research interest. A general definition is likely to require more than
one sentence; moreover, it will only arise from the construction of a relevant media
theory that would support a comprehensive theory of intermediality. This is an
ongoing project, continually affected by the development of new media. It remains
to be seen whether the emphasis will fall on the processes of communication or
on the techniques of production, or whether questions concerning reception will
assume increasing importance.*®

% Rainer Bohn, Eggo Miiller, and Rainer Ruppert: “Die Wirklichkeit im Zeitalter ihrer technischen
Fingjerbarkeit,” introduction to Bohn, Miiller, and Ruppert (eds.): Ansichten einer kiinftigen Medien-
wissenschaft, Berlin 1988, (p. 7-27), p. 10 (my translation). Cf. Jiirgen E. Miiller: Intermedialitiit: Formen
moderner kultureller Kommunikation, Film und Medien in der Diskussion 8, Miinster 1996, p. 81.

% “Sammelbegriff fiir alle Formen einer materialexpansiven Kollagierung, z.B. Assemblage, Combine
painting, environment.” Thomas, “Fachbegriffe zur modernen Kunst: Mixed Media,” in Thomas,
Bis Heute: Stilgeschichte der bildenden Kunst im 20. Jahrhundert, Koln 1981, n.p.

%1n 2006 Iwan Pasuchin published an overview of the numerous recent German-language publications
concerning intermediality and Media Studies with a view to the concenquences of these discussions
for art and media education; see Iwan Pasuchin, “Thesen zur intermedialen kiinstlerischen Bildung,”
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The conceptualization of literature as a verbal medium and the theoretical
discussion of intermediality involving literature has been largely the domain of
scholars working in Germany and Austria, several of them professors of English. A
volume edited by Helmut Kreuzer in 1977, Literaturwissenschaft — Medienwissenschaff,
was the sixth in the series “Medium Literatur.”” According to Jens Schréter, the first
to have used the term “Intermedialitit” was Aage A. Hansen-Love, in 1983.° Peter
Zima’s Literatur intermedial. Musik — Malerei — Photographie — Film was published in
1995,%! preceded by Intermedialitit. Vom Bild zum Text, and soon followed by two
other books covering central areas of Interarts Studies but carrying “intermediality”
in their sub-titles (Peter Wagner, ed., Icons — Texts — Iconotexts. Essays on Ekphrasis and
Intermediality, 1996, and Werner Wolf, The Musicalization of Fiction. A Study in the
Theory and History of Intermediality, 1999).*> But much of the discussion was carried
on in Media Studies, with a major emphasis on film. Jorg Helbig’s Intermedialitiis.
Theorie und Praxis eines interdisziplinéren Forschungsgebiets® (1998) staked out a wider
area. The contributions to the volume were not geared to a common definition of the
concept; the label appears to have been applied to at least three kinds of relations:

1. general relations among the media,
2. transformations from one medium to another,
3. the combination (fusion) of media.

There can be no question that restricting the concept to the second or third kinds
is unjustifiable. Intermediality must be seen as a comprehensive phenomenon that
includes all the relations, topics, and issues traditionally investigated by Interarts
Studies. It concerns such transmedial phenomena as narrativity, parody, and the
implied reader/listener/viewer as well as the intermedial aspects of the intertextualities
inherent in individual texts — and the inevitably intermedial character of each
medium. The concept therefore extends to the literary pictorialism explored by

heep://www.ikb.moz.ac.at/downloads/IKB-Thesen.pdf (accessed 3 sept. 2007). I did not have access
to Irina Rajewski’s study Intermedialitiit, Tiibingen; Basel 2002, whose position differs from that of
J. E. Miiller, according to Pasuchin.

¥ Helmut Kreuzer (ed.): Literaturwissenschafi — Medienwissenschaft, Medium Literatur 6, Heidelberg
1977.

“ Aage A. Hansen-Léve: “Intermedialitit und Intertextualitit. Probleme der Korrelation von Wort-
und Bildkunst — Am Beispiel der russischen Moderne” in Wolf Schmid and Wolf-Dieter Stempel
(eds.): Dialog der Texte. Hamburger Kolloquium zur Intertextualitiir, Wien 1983, p. 291-360. See Jens
Schréter, “Intermedialitit” in montage/av, Vol. 7, No. 2, 1998, p. 129-154.

! Peter W. Zima (ed.): Literatur intermedial. Musik — Malerei — Photographie — Film, Darmstadt 1995.
4 Thomas Eicher and Ulf Beckmann (eds.): Intermedialitit. Vom Bild zum Text, Bielefeld 1994; Peter
Wagner (ed.): feons— Texts— Iconotexts. Essays on Ekphrasis and Intermediality, Berlin 1996; Werner Wolf: The
Musicalization of Fiction. A Study in the Theory and History of Intermediality, Amsterdam; Atlanta 1999.

# Jorg Helbig (ed.): Intermedialitit. Theorie und Praxis eines interdiszipliniren Forschungsgebiets.
Berlin 1998.
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Hagstrum (7he Sister Arts) and Hans Lund (7ext as Picture*) and to the entire ut
pictura poesis topic as well as to the “musico-literary relations” first schematized by
Steven Paul Scher, a schema refined by Werner Wolf (7he Musicalization of Fiction
— still with the questionable focus on the individual text and without concern for
production, performance, and reception). The concept covers all the topics included
in Intermedialiter. Ord, bild och ton i samspel, the textbook edited in 2002 by Hans
Lund.* It covers likewise the interrelations among the “old” and the “new” media
and such issues as the analog versus the digital as recently discussed by Mark Hansen,
W.J. T. Mitchell, and Bernard Stiegler, and the topic of Intermedialitit analog/digital,
a forthcoming volume edited by Jens Schréter and Joachim Paech.*

Questions of transposition, transformation, and adaptation are certainly central
topics of studies of intermediality. There are indeed instances of intersemiotic or
intermedial transpositions that appear equivalent to interlingual translations;*® but
they usually serve different functions than these, and any critical approach should
consider these functions. The majority of such transformations involves much more
than the re-presentation of the decisive features of a text in a different medium, and
the analysis becomes more difficult when this occurs between non-verbal media.
Adaptation should be considered as a form of transformation that may involve
intersemiotic transposition but requires a theoretical treatment of its own. Adap-
tations of verbal texts to the cinema have induced an extensive discussion, which
includes the question whether a film is indeed a multi-media and/or mixed-media
text or whether it should be compared, in essential features, to an installation, which
is probably best read as an intermedia text. One can argue that even though parts
of a story’s dialog and plot, as well as the “characters,” may be part of the film script
(and therefore continue to exist in the same medium), once enacted and filmed,
they are no longer the same: like the words in a performed song, as a part of the new
composite text the words are not the same as the words in print.

Discussions of what Jens Schroter has labeled “Synthetische Intermedialitit”

“ Hans Lund: Text as Picture. Studies in the Literary Transformations of Pictures, trans. Kacke Gétrick,
Lewiston 1992. First published in Swedish as Zexten som tavia. Studier i litteriir bildtransformation,
Lund 1982.

# Steven Paul Scher: “Literature and Music” in Jean-Pierre Barricelli and Joseph Gibaldi (eds.): Inter-
relations of Literature, New York 1982, p. 225-250.

“ Hans Lund (ed.): Intermedialitet. Ord, bild och ton i samspel, Lund 2002.

4 “Critics Roundtable: Mark Hansen, W.J.T. Mitchell and Bernard Stiegler on Media’s Critical
Space, with Kristine Nielsen, Jason Paul, and Lisa Zaher” in Immediacy: Chicago Art Journal 2006,
p- 82-99; Jens Schroter and Joachim Paech (eds.): Intermedialitiiv analogidigital. Theorien, Modelle,
Analysen. Expected to be published in 2007. See http://www.theorie-der-medien.de/

# See Claus Cliiver: “On Intersemiotic Transposition” in Poetics Today, Vol. 10, No. 1, 1989, p. 55—
90. Cf. Gwenhaél Ponnau and Andrée Mansau (orgs.): Transpositions, Actes du Colloque National
organisé & I'Université de Toulouse-Le Mirail sous le patronage de la Société Francaise de Littérature
Générale et Comparée, 15-16 mai 1986. Travaux de I'Université de Toulouse-Le Mirail, A-38.
Toulouse 1986 (involving literature, the visual arts, and music).
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(cf. Hoek’s “discours syncrétique”) have often had recourse to Dick Higgins’s
concept of the “intermedium,” which, as Schroter has shown, had strong ideological
implications (Schréter 1998 p. 130-35). As a noun designating a new and separate
class of medium the concept has not been widely accepted. The placement of an
“intermedia discourse” alongside the >multimedia” and the “mixed-media” discourses
shown in the table above seems to reflect the predominant view. But questions as
to whether a film is best understood as an intermedia text, especially with a view
to its presentation and reception, are likely to be discussed long after the status of
happenings, installations, and also “bio-poems” has been (temporarily?) settled.

These are mere hints at some of the basic issues faced by a theory of intermediality.
As a concept and a label, the term has been widely accepted to designate a discourse
that has not only far exceeded the parameters of the more traditional “Interarts
Studies” but also introduced new objects and objectives, interests and concerns, criteria
and methods. The concept of “art,” however understood, has certainly not been
abandoned, even though quite a few of the cultural productions within the purview
of “Intermedial Studies” would not be considered by an “art”-oriented discourse.

While studies of intermediality have been variously institutionalized in Media Studies
and Communications Studies programs, the Humanities have only rarely offered
institutional structures for the old Interarts Studies or the new Intermedial Studies.
For a long time the work has been carried on at conferences, through publications,”
by such associations as the Nordic Society for Intermedial Studies, the International
Association of Word and Image Studies or the International Association for Word and
Music Studies with their regular meetings, and by interdisciplinary research groups
such as the Nucleo de Estudos sobre a Intermidialidade at UFMG in Belo Horizonte,
Brazil. Serious study of intermedial relations requires competence in dealing with
the aspects of the different media involved that are relevant for the topic at hand.
Until there are academics trained as students of intermediality, scholars engaging
in such work are likely to approach a topic with the paradigmatic assumptions and
the methods of their home discipline. But just as young artists tend to work more
and more in various media, the younger generation of scholars will be familiar with
the codes and conventions of several media, ranging from the traditional to the
digital, as well as the many forms of media combination and fusion that characterize
contemporary cultural production. They will look for institutional spaces where they
can become familiar with the assumptions of the developing theories of intermediality
and competent in their application, spaces that also accommodate those intermedial
phenomena whose disciplinary locus has so far remained uncertain, such as the
medieval Mass, the Olympic ceremonies, or the seemingly simple: “fish.”

# There are a few book series devoted to such issues, and a number of journals primarily dedicated
to intermedial relations, such as Ars Lyrica, Music and Letters, OEI (Stockholm), Representations,
UVom’é“]mage, and since 2003 Intermédialités. Histoire et théories des arts, des lettres et des techniques.
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The Reluctant Muse:
Intermediality and the Natural Sciences

Kathleen Lundeen

I am not, of course, referring to Hans Lund, who to our good fortune has been
anything but reluctant in intermedia studies. Through his scholarship, Professor
Lund has brought insight and imagination to a host of intermedia subjects. No,
it is not our friend and colleague from Lund University but Urania, the muse of
astronomy, who has often been a no-show at intermedia events. As the field of inter-
media studies has burgeoned, publications and presentations in intermediality have
celebrated an impressive range of art forms, but intermedia texts in the scientific
community have frequently been missing from the celebration. Notwithstanding,
amid studies of artistic intermedia at conferences and in professional journals there
have been analyses of sign systems whose aesthetic dimension is accompanied by a
strong utilitarian component. Lund has been prominent in that particular area of
intermedia studies, exploring, for example, the semiotics of inscribed architecture.
His illuminating essay “Alma Mater’s New Face: From University Seals to University
Logos” (2005) shows how the shift in the self-markers adopted by universities
reflects the dramatic cultural change in the conception of the university and its
mission. In an earlier essay, “From Epigraph to Iconic Epigram: The Interaction
Between Buildings and Their Inscriptions in the Urban Space” (1998), he lets us
in on those silent dialogues embedded in public structures. If we follow the lead of
Lund and other scholars who have broadened the parameters of intermedia studies,
we anticipate its full trajectory into the arena of the natural sciences.

Though the natural sciences have been conspicuously absent in many intermedia
dialogues, an engagementbetween intermediality and the natural sciencesisunderway.
In 2002 the journal Configurations, a publication of the Society for Literature and
Science, put out a special issue (#1, vol. 10) entitled “Media, Materiality, Memory:
Aspects of Intermediality.”! The issue included nine articles on a range of subjects
— models and metaphors of media, literature as a product and medium of ecological
communication, the cinematic framing of the digital image, the rhetoric of the
media, and the metaphor of the environment in media theory, to name a few. In
2005 the journal Intertexts published a special issue (#1, vol. 9) entitled “Literature
and Science: The Next Generation.” The five articles in that issue addressed female
robotics, the neurodynamics of figuration, evolution and performance in an Edith

! The website of Configurations is: press.jhu.edu/journals/configurations.
2 The website of Intertexts is: languages.ttu.edu/intertexts.
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Wharton novel, Ezra Pound’s art and science, and military nanotechnology and
comic books. As the themes of both sets of articles suggest, the intermedia/scientific
engagement has expanded our grasp of subjects in both academic areas and has
uncovered latent dimensions in those subjects.

In spite of the imaginative ways scholars have contextualized science with inter-
media studies, and vice versa, there has been a general reluctance among scholars
to subject science — the science we depend on to keep the planets orbiting on time
— to poststructuralist critique. (Analyzing the cultural effects of science is one thing;
unsettling the zerra firma of our lives is quite another.) As a result of such reticence,
the natural sciences have to some degree been insulated from the cultural effects of
Heisenberg’s uncertainty principle. Though his theory has significantly influenced
the thinking and practice of natural scientists, cultural critics — who have exposed
with relish the self-implicating representational systems in the humanities, arts, and
social sciences — have not for the most part harassed the natural sciences. Even
Foucault, whose unsparing eye sees the most instinctive human conduct as con-
trived, gives the natural sciences a pass. In his classic essay “What Is an Author?”
he distinguishes natural scientists from social scientists by arguing that only the
latter can emerge as “founders of discursivity,” writers who do not just author their
own work but create the “possibilities and the rules for formation of other texts.”
He goes on to explain that natural scientists cannot function in such a capacity
since “the act that founds [the natural sciences] is on an equal footing with its
future transformations.” In an elaboration on the distinction between the social
and natural sciences, he writes:

[In the social sciences] one defines a proposition’s theoretical validity
in relation to the work of the founders — while, in the case of Galileo
and Newton, it is in relation to what physics or cosmology is (in its
intrinsic structure and “normativity”) that one affirms the validity of any
proposition that those men may have put forth [...]. Re-examination of
Galileo’s text may well change our knowledge of the history of mecha-
nics, but it will never be able to change mechanics itself. On the other
hand, reexamining Freud’s texts modifies psychoanalysis itself just as a
reexamination of Marx’s would modify Marxism. (Rabinow, p. 116)

Poststructuralists, lurking in the shadow of Foucault, have tended to withdraw from
analysis of the natural sciences in deference to the universal assumption that natural
scientists uncover fixed laws, which operate independently of humankind.

The exception Foucault allows the natural sciences in his critique of culture links
him, ironically, to a new breed of critics, who oppose poststructuralism altogether

3 Paul Rabinow (ed.): The Foucault Reader, New York 1984, p. 114.
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on the grounds that the material universe is not indeterminate. One of its advocates,
Roger Caldwell, states: “Critical realism [...] rescues us from the postmodernist
nightmare and restores us to reality. We cannot manage without a concept of truth.
There is (as most of us thought all along) a pre-existing external reality about which
it is the job of science to tell us.”* Caldwell goes on to say, “A central plank of critical
realism is that science can no longer be considered as just another myth or story,” and
then proposes, “if nature were merely a cultural construct, all we would need to solve
our ecological problems would be to change the terms of our discourse.” Put in that
way, it seems reasonable to conclude that the poststructuralists over attentiveness to
discourse has led to a myopic view of the world. Those in the scientific community,
however, argue otherwise. As a friend of mine has matter-of-factly observed, in
engineering, once a problem is clearly defined, the problem is solved.

Though many outside the scientific community are inclined to revere natural
laws and see them as indifferent to the vicissitudes of human perception and social
convention, laboratory practitioners retain a measure of skepticism about such laws.
The eminent physicist and Nobel Laureate S. Chandrasekhar writes: “There is no
solid ground for the general theory of relativity [...]. We build our trust on the
internal consistency of the theory and on its conformity with what we believe are
general physical requirements; and, above all, on its freedom from contradiction
with parts of physics not contemplated in the formulation of the theory.”® The
general theory of relativity, which is presented to the public as a unitary precept, is
in fact encumbered with contingencies that signal the subtle fluctuations inherent
in natural laws.

In recent years scholars in various fields have spoken more radically of the fluidity
of natural laws. Michael Murphy, a researcher in the field of human potential, states,
“a particular state of consciousness is like a particular scientific instrument — e.g. a
telescope or microscope — because it gives us access to things beyond the range of
our ordinary senses.”” Arthur I. Miller, a philosopher and historian, also pursues the
role of consciousness in the scientific enterprise in his illuminating study Zmagery in

Scientific Thought:

# Roger Caldwell: “How to Get Real” in Philosophy Now, http:/[www.philosophynow.org/issue42/
42caldwell1.htm, 2003:42 (2007-05).

> Caldwell, p. 3. Frank Pearce and Tony Woodiwiss have argued that Foucault is a realist but not a
“critical realist.” Realists, they propose, believe that both the material universe and the social world
operate independently of thought. Critical realists, by contrast, contend that the material universe
operates independently of thought but the social world is affected by thinking. I would argue that
Foucault’s distinction between the material universe and the social world, as noted earlier in this
essay, is in fact consistent with the difference noted by critical realists.

¢S. Chandrasekhar: Truth and Beauty: Aesthetics and Motivations in Science, Chicago; London 1987,
p. 150.

7 Quoted in Nick Herbert’s Elemental Mind. Human Consciousness and the New Physics, New York
1993, p. 223.
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Since mental imagery is a key ingredient in creative scientific thinking, it
is reasonable to discuss an IMAGination. The limits of the IMAGination
of Heisenberg’s approach are as yet unclear, and when they become estab-
lished, new vistas for mental imagery may be revealed. It is reasonable
to suggest that through the research of Poincaré, Einstein, Bohr, and
Heisenberg, the course of twentieth-century physics has merged with
that of cognitive psychology. The progress of science is linked with
transformations of perceptions and imagery — for is not the history of
science also the history of theories of perception and imagery?®

Miller’s use of upper case letters underscores his contention that scientists do not
perceive preexisting natural laws but actually create those laws in the process of
imagining — that is, image-ing — them.

The arguments of writers such as Murphy and Miller suggest that the resistance
to critical realism, which might be more aptly named “neo-empiricism,” comes, at
least in part, from fellow scholars, many of whom show no signs of wanting to be
rescued by seventeenth century philosophy. In an analysis of the science and math
that underlie the art of Leonardo da Vinci, Biilent Atalay dismisses a distinction
often made between the arts and sciences, and in the process, illustrates the role of
perception in science:

An unfortunate banality in philosophy ascribes to science the exclusive
process of analysis, and to art, the exclusive process of synthesis. The
scientist, this platitude explains, takes apart his subject. The artist, puts
it together [...]. [In] reality the scientist engages in both processes, as
does the artist.’

As Atalay notes, many assume that “the scientist operates as if physical laws already
exist, in unique form, and only need to be discovered, or to be extricated from
nature [...]. in reality, the physical laws no more exist in unequivocal manner than
[a] statue in [a] rough block.” He then asserts: “In the hands of different sculptors
the block is destined to yield different forms. And in the hands of different scientists
the laws are destined to emerge in different form” (Atalay, p. 19-20). Similar to
Miller, Atalay draws attention to the unavoidable mediating role performed by
scientists in the course of their research. Perception, he reminds us, is not uniform
among people but always includes an imaginative component. The laws “revealed”
by scientists are in truth shaped by scientists, who, Atalay proposes, are comparable
to creative artists.

8 Arthur L. Miller: Imagery in Scientific Thought: Creating 20"’—Cmtury Physics, Boston 1984, p. 312.

? Biilent Atalay: Math and the Mona Lisa: The Art and Science of Leonardo da Vinci, Washington
2004, p. 19.
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In his study Atalay notes an even more intimate correspondence between the arts
and natural sciences. The visual arts, he argues, are intrinsically complex semiotic
systems, because they reinscribe the signs of the natural universe:

When magnified one hundred thousand times, the spirals seen in the
cross-section of the microtubules of the heliozoan resemble, in scale
and shape, the spirals seen in the horns of the ram. This shape, magni-
fied another hundred billion billion times, resembles the arms of a
spiral galaxy [...]. Throughout history certain numbers and ratios in
nature have been incorporated by artists into their creations. These
numbers are picked up sometimes consciously, but usually unwittingly
as subliminal messages from nature. (Atalay, p. 14-15, 58)

In sublime reciprocity, artists internalize nature’s geometry, which enters painting,
sculpture, and architecture (consciously or unconsciously); the art, in turn, showcases
nature’s intricate spirals, golden rectangles, and so on, and imprints in the mind
their intrinsic significance in the universe. The symbiosis Atalay observes between
nature and art seriously challenges any notion that scientists and artists are engaged
in mutually exclusive enterprises.

It may well be that artists also internalize nature’s physics. In 1818, John Keats,
at the age of twenty-two, made the passing remark in a letter to one of his brothers,
“there is no such thing as time and space.”® The precocity of Keats is striking; but
even more arresting is the prescience of William Blake, who in the early 1800’
wrote in his visionary epic Milton, “Thus is the earth one infinite plane.”"! Though
for nearly two centuries Blake’s statement was read metaphorically, today it appears
to be literally true. The theoretical physicist Brian Greene states: “there is mounting
evidence that the overall shape of space is not curved, and [...] the flat infinitely large
spatial shape is the front-running contender for the large-scale structure of space-
time.”'* Interestingly, the recurring image of a “woven” universe in Blake’s prophetic
poetry resurfaces in Greene’s discussion of string theory: “Just as a microscopic ant
walking on an ordinary piece of fabric would have to leap from thread to thread,
perhaps motion through space on ultramicroscopic scales similarly requires discrete
leaps from one ‘strand’ of space to another” (Greene, p. 351). The metaphor shared
by Blake and Greene points to the gaps and discontinuities in any text, verbal or
cosmic, but more importantly it reveals some measure of intuitive understanding
between the poet and the physicist.

' Hyder Edward Rollins (ed.): The Letters of John Kears: 1814-1822, Vol. 1, Cambridge 1958, p. 298.

" David Erdman (ed.): The Complete Poetry and Prose of William Blake, newly revised edition, New
York 1988, p. 109:32.

12 Brian Greene: The Fabric of the Cosmos: Space, Time, and the Iexture of Reality, New York 2004, p.
249-250.
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The assumed boundary between science and art dissolves altogether in Michael
Frayn’s Copenhagen. Through an imaginative rendering of a conversation that occur-
red between Heisenberg and Bohr in 1941, Frayn presents an elegiac drama that
redefines the scientific enterprise. The three characters in the play — Heisenberg,
Bohr, and Bohr’s wife, Margrethe — relate to one another according to the uncertainty
principle so that a slice of history unfolds as a verbal equation. In a postscript,
Frayn offers a brief review of Heisenberg’s principle, which elucidates the structural
elements of the drama:

the concept of uncertainty is one of those scientific notions that has
become common coinage, and generalised to the point of losing much
of its original meaning. The idea as introduced by Heisenberg into
quantum mechanics was precise and technical. It didn’t suggest that
everything about the behaviour of particles was unknowable, or hazy
[...]. The more precisely you measure one variable, it said, the less
precise your measurement of the related variable can be; and this ratio,
the uncertainly relationship, is itself precisely formulable."

The uncertainty principle operates as both the theme and structural logic of Copen-
hagen. Even at the outset it describes the logistics of the characters: Bohr is positioned
— fixed, we might say — at his home in Copenhagen, while Heisenberg shifts around,
deliberating over whether or not to go to Copenhagen. Frayn presents their meeting
as though it could just as plausibly have 7oz taken place and thereby eliminates any
teleology from the drama. In Copenhagen there are no foregone conclusions; indeed,
there are not any conclusions at all.

Throughout the drama the physicists are well aware that their actual lives mimic
their theoretical lives. (With Heisenberg, of course, it is the uncertainty principle;
with Bohr, the principle of complementarity, which argues that atomic phenomena
have complementary features, both wave-like and particle-like characteristics.) At
one point in their conversation, Bohr says to Heisenberg, in reference to a ski trip:
“At the speed you were going you were up against the uncertainty relationship. If
you knew where you were when you were down you didnt know how fast youd
got there. If you knew how fast youd been going you didn’t know you were down”
(Frayn, p. 24). Moments later, Heisenberg states: “Decisions make themselves when
youre coming downhill at seventy kilometers an hour. Suddenly there’s the edge
of nothingness in front of you. Swerve left? Swerve right? Or think about it and
die? In your head you swerve both ways.” Margrethe interrupts him: “Like that
particle [...]. The one that you said goes through two different slits at the same
time” (Frayn, p. 25). The notion that catastrophic events are not the product of

'3 Michael Frayn: Copenhagen, New York 1998, p. 98.
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human determination but the byproduct of incidental chance occurrences is the

disturbing logic of the play:

Heisenberg: If we could build a reactor we could build bombs. That’s
what had brought me to Copenhagen. But none of this could I say.
And at this point you stopped listening. The bomb had already gone
off inside your head. I realized we were heading back toward the house.
Our walk was over. Our one chance to talk had gone forever.

Bohr: Because I'd grasp the central point already. That one way
or another you saw the possibility of supplying Hitler with nuclear
weapons.

Heisenberg: You grasped at least four central points, all of them

wrong. (Frayn, p. 37-38)

Brooding over the drama is the suspicion that life is a random sequence of events
without intentionality. When the physicists recall the drowning of one of Bohr’s
children, any explanation for why the accident occurred slips from their grasp,
which epitomizes the dynamic of the entire play: at no point do the characters’
thoughts or remarks seem to be inevitable. Since the substance of their conversation
wavers between possibility and probability, the text of Copenbagen hovers between
script and transcript. As the script of a play, it is an imaginative construction; as an
imagined transcript of a conversation between the physicists, it has the character of
an historical text. The indeterminate nature of the text — forever wavering between
fiction and reality — leaves it in limbo, suspended between the realms of art and life.
In contradiction to Foucault, who (as noted earlier) exempts natural scientists from
poststructuralist critique, Frayn shows in Copenhagen how the discourse of natural
scientists has the reliability of quicksand.

The interplay between certainty and uncertainty is also mirrored by the temporal
and spatial frames of the drama. Though Frayn specifies the date of the action
(1941), as well as the location (the home of the Bohrs), time and space seem to be
perfunctory references rather than stable parameters. At the beginning of the play
we learn, for example, that the characters are all dead, which throws the temporal
state of the drama into question. (Are we overhearing a recollected conversation by
the characters’ ghosts, or are we listening in on the actual conversation by way of
a flashback?) Similarly, the absence of stage directions erases a clear sense of spatial
orientation among the characters, who appear and disappear on the scene without
warning, and who act and interact with one another without logistical interference.
As the drama advances to its unsettling close, the uncertainty principle emerges as
the dominant character in the play, controlling the physicists, as well as the world
they inhabit. By allowing the uncertainty principle to exert itself at every turn,
Frayn illustrates in Copenhagen the power of paradigm, showing how every aspect

45



Kathleen Lundeen: The Reluctant Muse

of a person’s world conforms not to intransigent natural law but to the principles
s'he has internalized as truth.

Beneath the unsettled surface of Copenhagen is a Foucauldian question — Whar
is a scientist? — which is met with a decidedly un-Foucauldian answer: a scientist at
his naked core is an artist. As the drama progresses, scientific theory takes on the
appearance of an aesthetic construction; but far from celebrating the camaraderie
of science and art, Frayn portrays the disturbing implication of their synonymy: if
science has the character of improvisation, it cannot be relied on to determine the
fate of individuals or of humanity as a whole.

In a series of public lectures, published under the resonant title 7ruth and Beaury,
Chandra explores the affinity between the sciences and the arts, and offers a more
hopeful Heisenberg. He proposes that “in the arts as in the sciences, the quest is
after the same elusive quality: beauty” and, citing Heisenberg, defines beauty as “the
proper conformity of the parts to one another and to the whole” (Chandrasekhar,
p. 52). In two of the lectures Chandra includes Heisenberg’s description of what
he felt upon discovering the mathematical consistency and coherence of quantum
mechanics: “I had the feeling that, through the surface of atomic phenomena, I was
looking at a strangely beautiful interior” (Chandrasekhar, p. 65). In his examination
of the role of imagery in science, Miller also draws on Heisenberg to illustrate the
“interplay between mathematical symbols and mental imagery” in atomic physics, as
well as the more general “interplay between logical syllogistic reasoning and mental
images” (Miller, p. 222, 226). Miller then offers an explanation of that interplay by
quoting Heisenberg:

What quite frequently happens in physics is that, from seeing some
part of the experimental situation, you get a feeling of how the general
experimental situation is. That is, you get some kind of picture. Well,
there should be quotation marks around the word “picture.” This
“picture” allows you to guess how other experiments might come out.
And, of course, then you try to give this picture some definite form in
words or in mathematical formula. Then what frequently happens later
on is that the mathematical formulation of the “picture” or the formu-
lation of the “picture” in words, turns out to be rather wrong. Still, the
experimental guesses are rather right. That is, the actual “picture” which
you had in mind was much better than the rationalization which you
tried to put down in the publication. (Miller, p. 248-9)

By privileging the scientist’s imagination over his/her rational construction of an
experiment, Heisenberg rouses us to see, yet again, how the objective ground of
science has given way in some quarters to a subjective space.

Miller, in his discussion of the disparate pictures of an experiment, describes
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Heisenberg’s solution to the problem of translating an idea from one medium to
another:

In 1927 Heisenberg had permitted the mathematics of the quantum
theory to decide the meaning of and restrictions on the theory’s symbols,
which are tied to metaphors of a perception-laden language. By 1935
he permitted the theory to decide the representation of the entities
that the theory purports to describe. Consequently, the course of
Heisenberg’s research had led to permitting the syntax of the quantum
theory to determine its semantics, that is, the meaning of the symbols
and the representation of the objects that the theory characterizes are
determined by the grammar or in this case the rules of mathematics.

(Miller, p. 259)

Subordinating rhetoric to math in scientific discovery would seem to be a move
toward accuracy in representation, but it does not solve the problem inherent in
representation since math, too, is a sign system inflected by culture, and numbers are
inescapably encumbered with prior associations. At a simple level, numbers acquire
idiomatic status within a culture, especially as certain events — actual or fictional
— become part of the culture’s mythology. In the Hebrew Bible and Christian
New Testament, for example, the number “seven” and its multiples connote a
perfect totality (in Genesis One, the creation occurs in seven days; in Matthew,
Jesus instructs Peter to forgive someone “seventy times seven”); “three” indicates
a completed process (after three days, Jonah is delivered from the whale and Jesus
from the tomb); and “four” and its multiples signal a visionary condition (references
to “four,” “twelve,” and “twenty-four” are prominent in Revelation). Even in our
vernacular we find instances of numbers functioning idiomatically (“the sixty-four-
thousand dollar question,” “she looks like a million bucks”). Whatever knowledge
scientists and mathematicians communicate through equations and formulae is
mediated by numbers. Whether in the earliest stages of civilization words and num-
bers enjoyed a pristine existence, untainted by cultural memory, is uncertain. Both
have a mediating function today, however, and to ignore that function allows the
ways they have been encoded by culture to go unchecked.

Miller’s articulation of interplay between media in scientific discourse, together
with Heisenberg’s musing over the conflict between those media, practically summon
intermedia scholars to bring their expertise to the problems of representation in
the natural sciences. Intermedia studies naturally engage Heisenberg’s fundamental
precept since the stability — the knowability — of one medium typically results in
uncertainty in the other. Famously, Blake’s pictorial tyger in Songs of Experience
undercuts the credibility of his rhetorical tyger. But even in those instances of inter-
mediality where the media seem to be in harmony with each other, one medium is
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invariably read as dominant while the other is relegated to a supplemental and less
certain role. Illustrated literature abounds with subtle differences between narratives
and pictures, which impel readers to assume a tacit hierarchy between the words and
images. Intermedia scholars, skilled in analyzing the complexities of mixed media,
are well positioned to extend their analysis to the media-rich discourse of scientists,
and this is an area that deserves more of their attention.

In the 1980%, a graduate professor of mine predicted that in the near future
traditional literature departments would go the way of classics departments and
become havens for an increasingly small group of true believers while the mainstream
study of literature would become a branch of the social sciences. Since his prediction,
literature departments have, in fact, neither been assimilated into the social sciences
nor have they become insular units for undisturbed musing (a characterization of
classics departments that is certainly not true today, if it ever was). Indeed, they
continue to thrive at colleges and universities as independent disciplinary units that
have non-threatening alliances with other disciplines. My professor was prescient in
one respect, however: though literature departments have remained solidly within
the humanities, literary scholars have continued to encroach on the social sciences.
By studying texts through a variety of cultural frameworks, scholars have closely
aligned themselves with political scientists and sociologists, and in many instances
their work has unwittingly argued that they are a breed of social scientists. If anything,
however, my professor was too modest in his prediction. Literary scholars have not
restrained their incursions to the social sciences, but, as noted at the beginning
of this essay, they have steadily moved into the natural sciences, finding biology,
physics, chemistry, etc. to be fertile fields for their semiotic expertise.

Though at many universities there are still administrative and geographical
divisions between the humanities and the natural sciences — with science and litera-
ture departments in separate colleges and often in different areas of the campus
— some universities have established interdisciplinary programs that join the two
academic arenas. Brown University, for example, has a Department of the History
of Mathematics; Harvard University, a Department of Visual and Environmental
Sciences; and Columbia University, a Department of the Philosophical Foundations
of Physics. As more disciplinary fusions between the natural sciences and the
humanities take place, it is likely that the curricula of such programs will include
courses in semiotics, which will require instructors who are sophisticated analysts
of intermedia. In time, scholars in that area, no doubt, will be regularly enlisted to
teach courses in the cultural history of science if those courses pursue what Hugo
Caviola, a scholar in the field of education, has referred to as “macro-rhetoric”:

It is [...] due to the fixation of many historians of science on the
accretion concept of the history of science that the interdisciplinary
potential of [...] basic metaphors has long been overlooked. If an
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entire period can be dominated by one (or a few) shared metaphor(s)
it must be possible to lay them bare and thus integrate seemingly
disparate discourses synchronically. In order to see such metaphorical
ramifications, however, the history of science would have to give up
its obsession with sequence and chronology. Instead, it would have to
open up its perspective on the intra- and extrascientific resonance such
paradigmatic metaphors have.'*

Along with examining the macro-rhetoric that influences scientific discourse, there
is a need to examine the micro-rhetoric of a language. In an epigraph to Imagery
in Scientific Thought, Miller quotes Bohr: “Indeed, we find ourselves here on the
very path taken by Einstein of adapting our modes of perception borrowed from
the sensations to the gradually deepening knowledge of the laws of Nature. The
hindrances met on this path originate above all in the fact that, so to say, every
word in the language refers to our ordinary perception” (Miller, p. 1). Language, at
least in Western culture, has an inherent empirical bias. The problem articulated by
Bohr is compounded for those whose written texts are accompanied by visual texts
since iconography is also rooted in empirical perception. Once again, it is scholars
of intermedia who are poised to respond to such dilemmas since their savvy in
aesthetic mediation is often accompanied by an understanding of phenomenology.

Many scientists acknowledge the role of perception in scientific discovery
and the role of representation in scientific reports. Miller states: “when scientists
hold a theory, they hold a particular mode of imagery as well,” and then notes,
“Examination of historical studies reveals that scientists’ willingness to change their
imagery is influenced by their research” (Miller, p. 312). What Miller does not
mention is that a change of imagery is also caused by changes in a culture’s modes of
representation. Scientific change is not propelled by scientific research alone but is
motivated in part by changes in the semiotic systems in the larger culture. Intermedia
scholars are needed to analyze the iconography of illustrations, diagrams, charts,
and formulae of scientific discourse (especially when those sign systems are used as a
counterpoint to written text). They are also needed to uncover the ways the verbal/
visual discourse of scientists both surrenders to the conventions of the existing sign
systems in a culture and alters those conventions. As noted at the outset of this essay,
the discourse of scientists, especially the nonlinguistic signs, has been granted a
large measure of immunity to poststructuralist theories of representation. But just as
music is unavoidably programmatic since we live in a world of sound, mathematical
symbols and scientific drawings are inescapably trapped in a pre-existing world
of icons. As analysts of the discourse of chemists, biologists, physicists, and other

!4 Hugo Caviola: “The Rhetoric of Interdisciplinarity” in Martin Heusser, Michele Hannoosh, Leo Hoek,
Charlotte Schoell-Glass, and David Scott (eds.): Zext and Visuality, Amsterdam; Adanta 1999, p. 50.
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natural scientists, intermedia scholars can address such questions as: How are the
visual/verbal sign systems of natural scientists involuntarily encoded? How do their
different media resignify each other? What are the ideological dimensions of their
intermedia discourse? How do their modes of representation affect the reception of
their discoveries within the larger culture?

At present, intermedia scholars are one step behind scientists, performing the
role of cultural interpreters of scientific communication. Since a scientist’s rhetoric
is not an afterthought but an active player in the construction of scientific theory,
however, the time may well be approaching when collaborations between scientists
and intermedia scholars will be a matter of course. When that day arrives, scientists
will team up with experts in intermediality during the research process, and
through that teamwork, they will be able to develop, in tandem with their scientific
discoveries, a verbal/visual discourse that is deeply aware of its complex cultural
ramifications.
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“To Stitch the Cut...”:
The Record Sleeve and its Intermedial Status

Jens Arvidson

A record sleeve is the physical enclosure of a record with the purpose of protecting it.
Most often there is also some kind of graphic art on it, which is regularly considered
to be its primacy — especially the front side graphics. Additionally, the sleeve has a
title of the recording, information about the artist, its contents and manufacturer.
All this is routinely regarded as a familiar framing for the recorded music.

Seen in a wider context the record sleeve belongs to the broader category of

' i.e. the combining of visual

intermedia aesthetics labelled “music packaging,”
and/or verbal media to enhance the experience of the recorded music. Historically,
the category of music packaging could be said to be as old as recordings of music
— what Philip Auslander describes as “recordings as material objects.” Included in
these objects are the piano roll, the Edison cylinder, the 78-rpm disc, the LP, the
7-inch single, the 12-inch single, the cassette, and the compact disc — and now
the “dematerialized” mp3 file.” Even the 19% century mass-produced printed score
has been considered as the very first such material object, despite the fact that it
is not a recording (Auslander, p. 77). The printed score has also been identified
as or assumed to be the initial step towards a visual packaging of its music; hence
the illustration on sheet music has been considered a genealogy of the illustrated
record sleeve.* The record sleeve as such — associated with the 78-rpm disc, the
LD the 7-inch single, the 12-inch single, and the compact disc — is as old as the
gramophone record from the late 19™ century.” At that point in time the sleeve
was merely a physical protection with no real picture elements; the record sleeve as
music packaging for recorded music in the strict sense (the illustrated form), did not

! Charlotte Rivers: CD-Art. fnnovation in CD Packaging Design, Mies; Hove 2003, p. 12.

2 Philip Auslander: “Looking at Records” in 7he Drama Review, Vol. 45, No. 1, 2001 (p. 77-83), p.
77. Another describing term Auslander uses is “material support for the music itself,” p. 77.

* The music video is another genre that would fit the label music packaging.

# Nicholas Cook: “The Domestic Gesamtkunstwerk, or Record Sleeves and Reception” in Wyndham
Thomas (ed.): Composition — Performance — Reception. Studies in the Creative Process in Music,
Aldershot 1998 (p. 105-117), p. 105; Nick de Ville: Album Style and Image in Sleeve Design, London
2003, p. 16. See also: Jennifer McKnight-Trontz, Alex Steinweiss, and Steven Heller: For the Record.
The Life and Works of Alex Steinweiss. Inventor of Album Cover, New York 2000, and Eric Kohler: /n
the Groove. Vintage Record Graphics 1940—1960, San Francisco; London 1999.

> In 1887 the German Emile Berliner presented the gramophone, a development of Edison’s phono-
graph. At the end of the 19™ century, this simply mass-produced round record had its commercial
breakthrough.
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appear until the late 1930s.°

For some time the musical object, the aural experience of recorded music,
was separated from its audio-visual experience in live concerts and music hall
shows. Subsequently, the musical object was and still is to some extent persistently
characterized as “an assertion of the autonomy of sound”; hence it constructs an
“audio-visual disjunction” according to John Corbett.” The recorded music produced
its own visual lack, or what Corbett describes as a “fetishistic audiophilia” and the
listening experience became primary (Corbett, p. 84).® As the illustrated record
sleeve emerged, it was an attempt to bring back the visual, to make amends for
the autonomy of the musical object or “to stitch the cut that separates seeing from
hearing in the contemporary listening scenario” (Corbett, p. 86). The purpose of
the re-entry of the visual, with the design on the illustrated record sleeve, was from
the beginning, and still is, to market the music and catch the consumer’s attention,
but also to artistically reflect or comment upon the music.

At this point a development can be stated: from an original audio-visual event,
through a separation of media where the mass-produced recorded music “lost”
its visuals and was made primary, to a reconnection of the visuals by way of the
record sleeve. Described with the typology of intermedial categories that Hans
Lund, Aron Kibédi Varga and others have offered,’ this development that ends with
the illustrated record sleeve is a transformation from where different media was
presented, for the most part, in an 7ntegrative instance in live concerts,' to a situation
of combined media, co-existing and/or interrefering to each other. The situation

¢ The usual description of the pre-illustrated record sleeves is “gray cartons,” made of pasteboard
and/or plain paper wrappers. There were only name of record company and retailer on these sleeves,
with no proper connection to the music provided; instead it was the label on the record that was
the source of whom and what on the record (shown through the die-cut hole in the pasteboard,
whenever there was one).

7 John Corbett: “Free, Single, and Disengaged: Listening Pleasure and the Popular Music Object” in
October, Vol. 54, 1990 (p. 79-101), p. 84-85.

8 See Dave Laing’s study of the shift from the audio-visual event to a sound without vision in: “A
Voice Without a Face. Popular Music and the Phonograph in the 1890s” in Simon Frith (ed.): Popu-
lar Music. Critical Conceprs in Media and Cultural Studies, Volume 1. Music and Society, London; New
York 2004 (p. 97-107). Even a cultural critic of mass-produced artefacts as Theodor W. Adorno
approved of recorded music; he was a “gramphonic enthusiast,” according to Thomas Y. Levin in:
“For the Record. Adorno on Music in the Age of Its Technological Reproducibility” in October, Vol.
55,1990 (p. 23-47), p. 44. What Adorno saw and recognized in recorded music was the aesthetics of
absolute music, especially when the LP appeared and freed opera from its unnecessary visual enact-
ment, the drama. Theodor W. Adorno: “Opera and the Long-Playing Record” in October, Vol. 55,
1990 (1969) (p. 62-66).

? Hans Lund: “Medier i samspel” in Hans Lund (ed.): Intermedialiter. Ord, bild och ton i samspel,
Lund 2002 (p. 9-24), p. 19-22 (see also page 15 in this publication); Aron Kibédi Varga: “Criteria
for Describing Word-and-Image Relations” in Poetics Today, Vol. 10, No. 1, 1989 (p. 31-53).

19T am relaying here on Nicholas Cook’s argument on musical performance as an audio-visual event
that can be characterized as integrated media. See the last chapter: “Conclusion. The Lonely Muse”
in Analysing Musical Multimedia, Oxford 2000 (1998), p. 261-272.
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signifies a reconstruction of a multimedia product of audiovisuality resulting in
a redistribution of media. This change has affected how the object listened to (the
music) and the listening subject (the listener) has been studied. Disciplines such
as cultural studies have done much study on the culture of music and the musical
object with topics of cultural commodification, popular culture, culture industry,
and ideology;'! and musicologists have concentrated on the music itself. Although
the record sleeve is positioned in the intersection between popular culture and high
culture, between advertisement and aesthetics,'? and there is, at least superficially, a
relation to the music, the study of record sleeves is almost nowhere to be found. The
research on the record sleeve as a multimedia artefact has been overlooked, showing
how it supplements the music in Derridean means and deconstructs the autonomy
of the musical object. By focusing on the record sleeve as an artefact, it could be a
help to understand how to reflect upon it in a larger cultural studies analysis.
Concentrating on the record sleeve from an intermedial point of view, the
questions are, at least from the outset, straightforward: what kinds of media
relations are there? In what way do they connect? To what extent is the record sleeve
intermedial? These questions have been extracted from what is partly at the centre
of my study: Nicholas Cook’s and Alan Licht’s different ideas of the record sleeve,
as presented in “The Domestic Gesamtkunstwerk, or Record Sleeves and Reception”
and “Record Covers as Parerga” respectively.’® Cook builds his argument from the
position of reception aesthetics; he opens up the media borders to see how the sleeve
can contribute to the musical meaning: how much of the mixed media is there? Licht
focuses as well on reception but put more emphasis on a phenomenological aspect
when he pays attention to how the record sleeve and its music as a multimedia
activity are addressed and is conceived by the receiver.' Even though he is not stating
the question explicitly, he clearly argues for, opposingly and in a negating way, a firm
border between sleeve and music: #s there any mixed media? Despite the conflicting
ideas, both Cook and Licht are interested in how the media are communicated and

! Most studies have dealt with the recorded music, its cultural history of technological development,
the record industry, as well as psychological, phenomenological matters and values for the listener.
But these studies have not in any particular way tried to bring the music, or what ever they have
studied, together with the record sleeve.

12| separate the traditional, philosophical aesthetics from what cultural studies is concerned with, as
Chris Barker states: “Cultural studies does, of course, make value judgements about culture. However
these are characteristically ideological and political judgements rather than ones based on aesthetic
criteria.” Chris Barker: “Aesthetics” in The Sage Dictionary of Cultural Studies, London; Thousand
Oaks; New Dehli 2004, p. 4.

13 These two authors are chosen because they are among the few that deals with this matter.

! Differentiating Cook’s argument from Licht’s further: the former is more concerned with how the
work establishes contact with the receiver through its concrete aesthetic statements (signs), the latter
is on the lookout for how the different media actually directs and forms the receivers’ idea of the phe-
nomena of seeing and hearing “record sleeve and music.” While Cook overtly argues for reception
aesthetics, Licht does not mention phenomenology at all, but that is what his theory is based on.
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perceived, especially concerning the question whether media borders are upheld or
not by the receiver. Consequently they contribute to an intermedial status of the
record sleeve.

Media borders must be considered when discussing mixed media. Inspired by
Jacques Derrida’s essay “The Parergon,” Licht makes use of parergon as a guiding
theory. The theory of parergon is convenient here as it offers a critical argument on
frames and boundaries of artworks, of something external that complements a work
by filling in what it lacks or to limit it."> A parergon is “the frame, which gives the
work a border or edge,” thus Licht regards the record sleeve as a framing device for
the music — which is the ergon.'® Primarily, the parergon indicates a medium that
exists in the margins of the musical experience. But how far out in the margins?
I have taken interest in the way that Cook and Licht mark out the border of the
record sleeve towards the music. To complement the discussion on borders, I have
made use of different categories of collaborative art forms to see if they can assist in
how to think of the sleeve, as an isolated object from the music.

But before looking into details, I offer an overview of the intermedial dilemmas,
as well as some hypothesis of how the record sleeve can “stitch the cut” between what
is listened to and looked at. I will do this by problematizing the sleeve — alongside
Cook and Licht — in terms of a collaborative art form, as its rules are set up and
defined by Thomas Jensen Hines.!” Subsequently some critical points can be made
of the beholder-listener’s perception of the “image/text/music” package.

My discussion is in principal terms, conceptually oriented and concerned with
key aspects of the record sleeve. And in general sleeves for vinyl records and CDs are
treated alike (the big difference beeing mainly the size). Crucial for my reasoning is
that the listener I have in mind is or has been in contact with the sleeve; otherwise
the split is without end. The example that I in due course will engage with, the
record sleeve for the CD the CIVIL warS by Philip Glass and Robert Wilson, may
seem as an exclusive case. But I take it as paradigmatic — being neither the extreme
special case, nor the extreme of the ordinary, just exemplary.

The Process of Intermediality

What is intermediality? The question is of importance as both Cook and Licht focus
on the receiver, given that the “stitching” is not just between different media, but
also between the combination of media and the receiver.'® Therefore, the relation

' Jacques Derrida: “The Parergon” in The Truth in Painting, Chicago 1987 (p. 37—82). See also Hans
Lund’s discussion on media borders in Lund, p. 10-11 (see note 9 for complete reference).

16 Allan Licht: “Record Covers as Parerga” in Thomas Millroth and others (eds.): Look at the Music/
SeeSound. A Sound Art Anthology, Ystad; Brosarp; Roskilde 2002 (p. 54-58), p. 55.

7" Thomas Jensen Hines: Collaborative Form. Studies in the Relations of the Arss, Kent 1991, p. 164-173.
'8The defintion of medium I am using here is “media of expression,” a distinct means of communication:
word, image and music being different media. For this definition see Werner Wolf: The Musicalization
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between different forms of media and the listener-beholder of the music and record
sleeve must be considered in terms of perceived interaction — a process of some kind
(Cook 2000, p. 106).

Cook states that pure music is a fiction, that “the real thing unites itself promiscu-
ously with any other media that are available” (Cook 2000, p. 92). He means that
only mixed media exists, that music and record sleeve will always be connected."
But what kind of “stitch” is at issue? Is there more than one kind? Initiating an
understanding of how this mixed media activity is, let us turn to the listening act as
described by Licht: “the record must be removed from its cover in order to be heard.
You can examine the cover while the record plays, but one doesn’t necessarily hear
a record at the same time as looking at the cover” (Licht, p. 55). This division of
attention splits up media and seems non-negotiable for Licht.

Hines’s rules of collaborative art form can offer an idea of some media relations.
His concept of a true collaboration is that it should be completed by the beholder-
reader-listener, who should see a complete work instead of its constituent parts
separately (Hines, p. 170-171). His first rule states that one should look for “the
presence of the effects of interaction,” that “each composite form is the sum of these
effects, an art form that is different from its parts” (Hines, p. 167). The record sleeve
alone could be regarded as a collaborative artistic form with its combination of
images and words, but the presence of effects becomes problematic as the second rule
states, “There can be no primary form. Collaboration subordinates each constituent
art to the combined effect of the whole” (Hines, p. 169).?° The problem is to under-
stand whether music and sleeve are “subordinated” in totality, or if one of the media
is dominant. What Hines says is that a fragmentation of a work, understood as a
partitional perception of it due to the separated media, destroys a collaborative work.
This happens unless the presence of effects is created in the recollection of the effects
of interaction from the sleeve alone, and into an imaginary field in the mind of
the listener — enacted creatively in a cognitive, contextual perception. The presence
of effects of this kind is something slightly uncontrollable and variable from time
to time (not necessarily meant in a negative way). Music and sleeve can become a
total work but not an organic whole as Hines’s theory aspires to, for which an active
audience is required — “an audience that can ‘bracket’ its expectations and alter
its ways of perceiving art works,” declared by Hines himself (Hines, p. 167). This
audience can override the diachronic situation, the problem Licht demonstrated, if
they are exposed to a multiple listening and beholding-reading experience. Being

of Fiction. A Study in the Theory and History of Intermediality, Amsterdam; Atlanta 1999, p. 35-36.

' This does not mean that we lose conception for medium specificity. See also W.]J. T. Mitchell for a
similar argument in “There Are No Visual Media” in Journal of Visual Culture, Vol. 4, No. 2, 2005,
p. 257-2606.

20 Collaboration here should be understood as inregrared media, a fusion of media, not simply media
in combination.
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numerously exposured from looking at and reading the text on the record sleeve,
and listening to the record, the experiences could form a compound of its elements:
a kind of collaboration could emerge between sleeve and music in a performative
act. The experiences can create a media fusion and make the receiver equally aurally
and visually oriented.

What Hines and Licht show is that when different media are presented on asym-
metrical terms, the struggle of attention between record sleeve and music indicates
that the receiver does not always know #f or how the two media meet and affect his/
her experience; the struggle of attention indicates predomination of one media, a
media hegemony or hierarchy rather than media interaction. Something substantial
is required to distinguish between a “weaker” and a “stronger” form of collaboration,
since the idea of alliance just because the music is literally placed in between images
and words on the record sleeve is a displeasing one. Moreover, the bracketing situation
will put a lot of pressure on the listener; though I think such situation exists in
reality. Intermediality is subsequently a process, as an intermedial decoding activity
extended in time. But only if it is collaboration as defined by Hines, as an ongoing
negotiation between the different media and the receiver. But how and when do we
know explicitly or objectively that the record sleeve establishes a concrete, strong
relation with the music? If we cannot know, it supposes the possibility of being
mainly an identifying and protective framing device. However, Cook has a theory:
a model of multimedia as metaphor, saying that if there is a metaphorical likeness
or an analogical linkage between sleeve and music, then a linkage of interaction
is created. Music and sleeve must be met by a minimum of requirements, sharing
some similarity, to be seen as collaborative in the act of perception.

In general, the name of the artist, band or composer, an album title and titles of
the musical compositions are presented on the sleeve as interreferences to the music.
A record sleeve can nonetheless be “complete” in itself without the music, when it
overstates or goes beyond the notion of parergon. Something would somehow be
wrong if a record sleeve did not have its music to refer to. By definition a record sleeve
always refers to music as music packaging, in complex metonymic and synecdochic
relations: the sleeve identifies the music, just as the music is identified by the sleeve
because it recognizes its need of being framed.?! A “visual mnemonic to the music
enclosed,” as Steve Jones and Martin Sorger have called it.** The sleeve’s immediate
nearness to the music can remind the listener that, once the music is heard, by
looking at the sleeve one “hears” the music and thus the sleeve frames the music.
It signifies the music metonymically; in its indexical relation it becomes a symbol
for it. This referential displacement of the music put emphasis on the sleeve. At the

2 This it is not a tautological description as it may appear. I merely point out that the different directions
or positions that one can take towards the sleeve demonstrate differences in function and relation.

22 Steve Jones and Martin Sorger: “Covering Music. A Brief History and Analysis of Album Cover
Design” in journal of Popular Music Studies, Vol. 11-12, No. 1, 1999 (p. 68-102), p. 68.
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same time, the sleeve materializes the idea of listening and of music since this is its
true assignment. Therefore the record sleeve articulates its own incompleteness, as
being part of something larger; its synecdochic relation is thus, in some sense, an
integrative function. The conclusion is that the intermedial construction of text and
image on the record sleeve will always be attached to music, never free from it. How
the connection is made depends on the specific example and the receiver.

Frames and Framing: Parergonality and Intermediality of the Record Sleeve

In order to frame the record sleeve as an intermedial object, I will present an idea
of how it is represented in the literature.”® Simon Shaw-Miller states that the record
sleeve is an “obvious example of art and music in concert.”** Regardless of this kind
of acknowledgment, the sleeve is rarely discussed as the visual element that attends
the sound it encloses. In relation to the recorded music the status of the record
sleeve is marginalized in the literature, where the music—sleeve relation is not at all
obvious (or all too obvious to be mentioned), and the relation is ignorantly dis-
placed. Understood as an “accessory,” foreign or secondary object,” ‘supplement,’
‘aside,” ‘reminder,” as Derrida would ironically have characterized the sleeve, most
intermedial aspects are then unsurprisingly uncared for (Derrida, p. 54). When the
record sleeve appears in literature — whether it is critical writing or pictorial histories
(coffee table books) — it is regularly treated separate from the music, a treatment
that forms the discourse of the sleeve. Additionaly, the literature on record sleeves
demonstrates a clear lack of a nuanced notion of the object in question, most often
it is displayed only as a frontside and/or a backside — rarely more than that.

A record sleeve consists of a folder, a booklet, an inner and outer sleeve, the case
or carton itself, the shape, the label and other graphic remarks on the record.”> As
most of the literature ignores the sleeve as a multilayered thing, it cannot describe
what the record sleeve actually is. Its main interest is in presenting front covers, the
memorable or impact designs — as a history of pictures.*® There have been attempts to

# Framing in the sense of framing the subject matter, as well as refering to the discursive interactions
of the implicated media. See Werner Wolf: “Introduction. Frames, Framings and Framing Borders in
Literature and Other Media” in Werner Wolf and Walter Bernhart (eds.): Framing Borders in Litera-
ture and Other Media, Amsterdam 2006a (p. 1-40), p. 2.

2 Simon Shaw-Miller: “Visual Music and the Case for Rigorous Thinking” in The Art Book, Vol. 13,
No. 1,2006 (p. 3-5), p. 4.

» “On” is meant literally and figuratively: a CD can include music videos, downloadable images, and
the picture-discs are vinyl records and pictures, as the image and the record grooves are made of the
same material (sometimes the record is also cut in the shape of the picture).

% Take a look at any book that is about record sleeves, and you will see that practically every one
(re)presents crippled versions. Storm Thorgerson and Aubrey Powell symptomatically write in their
book: “[TThe music is secondary... Partially because we can't easily put music in a book, partially
because the relationship of music to design is hard to pin down. [...] All we're trying to say is that
the connection of visual to aural, of design to music, and how successfully that is accomplished, is an
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consider record sleeves’ word-and-image combinations in its relation to music. As
early as 1960, Olof Lennart Praesto nicely captures the concept of the record sleeve
thus:

Any categorization of the record sleeves into special groups is hardly
to be thought of, because most of the compositions are comprized of
a merging between drawn, photographed and typographic elements. It
is this cooperation between the different graphic means of expressions
that is characteristic of the record sleeve design. The greatest difficulties
from an artistic point of view is to bring these completely separate com-
ponents into artistic harmony, to balance picture against text and to
make the final composition indicate what kind of music the record
contains.”

But on the whole, literature on record sleeves is nothing but nostalgic-historical
picture book-odysseys (see note 26 for a few examples), and does not contribute to
any reflection on how the cut is stitched; instead it regularly removes the sleeves from
its usual context and re-cuts the division between seeing and hearing, attempting at
constructing an autonomized, objectified record sleeve.

The Record Sleeve as an Accessory Device?

In view of how the record sleeve is represented, I turn to the centre of my study:
the different ideas of the record sleeve that Cook and Licht represents. In “The
Domestic Gesamtkunstwerk, or Record Sleeves and Reception,” Cook writes:

It is a striking fact that the analytical programme note developed just as
words were expunged from absolute music, as if the words were repressed
in one place immediately came bobbing up in another. And when, with

arbitrary matter...” Storm Thorgerson and Aubrey Powell (eds.): One Hundred Best Album Covers.

The Stories Behind the Sleeves, London; New York 1999 (p. 9-16), p. 14-15. See more of this in

Robert Klanten, Hendrik Hellige and Tom Hulan (eds.): Sonic. Visuals for Music, Berlin; London

2004; Alan Livingston and Isabella Livingston: The Thames and Hudson Dictionary of Graphic Design

and Designers, London 2003; Frank Jastfelder and Stefan Kassel (eds.): 7he Album Cover Art of
Soundtracks, Boston; London 1997; Tim O’Brien and Mike Savage: Naked Vinyl. Classic Nude Album

Cover Art, London 2002; Graham Marsh and Glyn Callingham: 7he Cover Art of Blue Note Records.

The Collection, London 2002 (1991); Michael Ochs: 1000 Record Covers, Kéln 2005 (1995) — of
one thousand record sleeves, only thirty-two are commented upon with one to three sentences, and

only sixteen examples are depicted with more than just the front side. An additional list of literature

on the topic can be found in Jones and Sorger’s “Covering Music. A Brief History and Analysis of
Album Cover Design,” where they present some similar arguments to mine.

¥ Olof Lennart Praesto: “Grafik och musik” in Perspektiv. Tidskrift for kulturdebatt, No. 3, 1960 (p.

112-115), p. 113 (my translation).
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the advent of recording, the enjoyment of music migrated from concert
hall to sitting room, the programme note was gradually transformed
into the text on the back of the record sleeve. Here, however, a third
artistic medium came into play, for the music was now literally sand-

wiched between text and image. (Cook 1998, p. 35)

Text, music and image are reckoned here as different media joined through
the sleeve; the sleeve is also independently a medium. This double definition of
“medium,” as a technical channel of communication, through which media of expression
(verbal and visual) are transmitted, is a central aspect of the record sleeve.”® More
to the point, two things can be observed in the passage above: (1) the usual text on
the back of the sleeve belongs to an aesthetic process (i.e. the historical origin in the
music through the analytical note), and (2) there seems to be no way for the enclosed
music to escape an interaction with the accompanying images and words. Further
more, Cook says the sleeve has an “anchoring function,” and is made of “semiotics
of packaging” (Cook 1998, p. 107-108). I consider these expressions as a framing
tending to an initial position, providing basic information and orientation that is
significant at the beginning of the musical reception.” The sleeve here is understood
as preceding the musical experience. But Cook has a higher aim: he considers the
possibility of how “record-sleeve images contribute to the construction of musical
meanings,” and how they go beyond their starting point as packaging and become
an element of the artefact, or at least “the discursive framework within which the
music inside them is consumed” (Cook 1998, p. 106). This means more than initial
framings. At best, the imagery has, if it share attributes with the music, a capacity
of aesthetic significance to “translate meaningfully” into the music, which means a
relationship of inversion (Cook 1998, p. 110-111). The imagery on the record sleeve
suggests how to listen to the music. It is this kind of metaphorical transference that
forms Cook’s theoretical model of multimedia as metaphor, which is thoroughly
explained in Analysing Musical Multimedia and where he is not essentially interested
in the record sleeves as such, but in formulating a general theory of multimedia.
Cook argues that a record sleeve might be categorized as multimedia (in the sense
of fusing media), and his short analysis concludes that it is “at least next door to
multimedia” (Cook 2000, p. 74; my italics).*® This “next door” reservation is due

8 Marie-Laure Ryan describes this as “multimedia media,” as a necessary tautological description
to show that there are several media as means of expression involved, presented through a channel
of communication. Marie-Laure Ryan: “Introduction” in Marie-Laure Ryan (ed.): Narrative Across
Media. The Languages of Storytelling, Lincoln; London 2004 (p. 1-40), p. 35.

» Werner Wolf: “Defamiliarized Initial Framings in Fiction” in Werner Wolf and Walter Bernhart
(eds.): Framing Borders in Literature and Other Media, Amsterdam 2006b (p. 295-328), p. 301.

3 In Cook’s terminology, multimedia proper is something like Hans Lund’s combination of media in
co-existence, and a combination of Claus Cliiver’s multimedia and mixed media discourse. Sometimes
Lund’s integration of media and Cliivers intermedia discourse comes close to Cook’s multimedia,
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to the fact that it is a static, discrete juxtaposed object, not literally experienced
together with the music as in the more controllable situation of a concert. Thus he
believes that analogy better describes the relation of attributional sharing, instead of
metaphor. But he admits that if the words too are considered, there is a better possi-
bility that an instance of multimedia (intermedia) can be accomplished.

In “Record Covers as Parerga” Licht presents a different view: “Cover, jacket,
sleeve — whatever you call it, a record’s packaging is meant for identification and
protection (like a book jacket or cover, or clothing and as advertising)” (Licht, p.
55). The essence of Licht’s arguments is difficult to pin down.’' But he continues
to talk about the record sleeve as something outside the music; for him the music is
the artwork. He therefore turns to Derrida and the idea of the parergon to speak of
the sleeve as a frame. A difference in interest and attitude towards the object is made
clear here: Cook attributes another value to the record sleeve when he understands
it as an element joined together with music, just as Licht is inconsistent when he
addresses the sleeve as an identifying marker. For Licht it is nevertheless still not part
of the music, be it through verbal or pictorial elements or both — just like a frame
around a painting marks out a clear boundary between wall and picture, as it does
not enter the (visual or musical) artwork. However, he thinks the sleeve can cross the
border into the art field, which does not mean that it enters into or engages with any
intermedial relations — it only “becomes an object desirable to the collector” (Licht,
p. 54).>* Licht has difficulty in regarding the sleeve as something that actually can
interrelate with the music from the musical experience. His inconsistency lies in
the idea that sleeve and music do affect each other’s fields, but are still separated
spheres: the music is safe from visuals and the autonomy of music is secured.** Cook
on the other hand does not guard the media borders, as he is specifically interested
in artistic relations between sounds and visuals from reception theory, how imagery
“enters into the music-aesthetic process,” of whose existence he is convinced (Cook
1998, p. 110).

Both writers regard the sleeve as a framework for the music, but Licht give the
impression of not accepting the mixed nature of sounds and visuals that records and
sleeves brings together. Though he is not entirely insensitive to the idea of visuals
and aurals being mixed, it is a bit puzzling that he states that “the frame’s design

because the process ends in fusion or union. Compare Levinson’s and Shaw-Miller’s juxtapositional/
multidisciplinary hybrid on page 75-76. For Lund’s typology of media relations, see note 9 for
complete reference, and Claus Cliiver’s schema of word-image relations on pages 15 and 26 in this
publication.

3! Licht’s article is much shorter than and not predominantly as analytical as Cooks.

32 Strangely enough, he says “only the LP cover has great potential as an art space [...] Size has a lot to
do with it.” This quality “connotes a canvas more easily,” than other types of packages. That may be,
but if connoting canvas equals art then I disagree that only the LP-package has this kind of potential
if “art” here means becoming an object of its own. See below on this.

3 Rather than affecting in a two-way direction, Licht implies a one-way route: from sleeve to music.
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is competing with sonics” and therefore “if someone is equally aurally and visually
oriented, then both the record [the music] and cover will be important to them”
(Licht, p. 56; my italic). It is puzzling because he does not mention whether the
perceivers orientation might be based on structural relations between the media
involved, or based on cognitive, contextual or hermeneutical interpretive processes.
It is not clear at all what justifies his thoughts, but my conclusion is that the frame
for him is just a guide and/or a rivalling medium; it does not really partake in the
reception of the music (the work). The burden is put on the receiver’s decoding
activity (and preferences), adjusting to the situation on the basis that music and
visuals are there, existing side by side, but he does not give any specification regard-
ing interpretive signals on the record sleeve.** Though he does identify the sleeve as
a partial message-based framing in the same way as Werner Wolf explains “paratexts
which are parts of individual works and are positioned at their borders, [...] material
that forms a ‘threshold’ to the main text. [...] As liminal phenomena, paratexts
possess a characteristic ambiguity: they are positioned in between text and context
and belong to the ‘work’ bur not ro the text proper” (Wolf 2006a, p. 20; my italics).
The sharing of space between visual and sound, where they perceptually interact
and which Cook is open for, is hard to find in Licht. What would Licht say if the
recorded music was a musical ekphrasis,” the musical interpretation of a visual
art, and the sleeve presented that interpreted painting? What if there was also an
ekphrasis present on the sleeve, the verbal interpretation of that painting? What
happens to the ekphrastic situation: does it turn into an instance of multimedia, as
an ekphrasis usually presents something absent? The sharing of space would then be
hard to disregard.

The defensive standpoint I make in Licht’s arguments, a position of guarding
media borders, might be because the disadvantage of the record sleeve as being
a diachronic, structurally separate and uncoordinated technical medium from the
music. The sleeve is simultaneously experienced with the music, but it is not synchro-
nized to its recorded music like words and pictures in a music video and an opera.
Cook is also aware of how this affects the recipients’ experience. Licht does not
refuse to problematize the different media, but the aesthetics of such juxtaposition
complicates the nature of experience and gets in his way, hindering him from the
possibility of an audio-visual friction: the visual is an initial accessory device — but
then passes the music by. Is he wrong? Cook deals with this because of his conviction
that music is never autonomous (Cook 2000, p. 72; 126-129). Is it a question of
belief and attitude? If there is any friction or media contest in Licht’s view, it lies
within the receiver; for Cook the contest lies firstly within how the media share
attributes: “the sense in which different media are, so to speak, vying for the same

% For “interpretive signals” and other types of framing agencies, see Wolf 2006a, p. 14-21.
% On the concept “musical ekphrasis” see Siglind Bruhn: “A Concert of Paintings. ‘Musical Ekphrasis’
in the Twentieth Century” in Poetics Today, Vol. 22, No. 3, 2001 (p. 552-605).
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terrain, each attempting to impose its own characteristics upon the other. One might
develop the analogy by saying that each medium strives to deconstruct the other, and
so create space for itself,” but by doing this, it all “ends in meaning” (Cook 2000, p.
103). Then it is a question of reception, because what matters is the perceived inter-
action of different media (Cook 2000, p. 106). This is the definitive fusion with its
music that record sleeves can bring forth; if the attributional requirements are not
met, then the simplest intermedial form is “semiotics of packaging,” saying nothing
about the music inside, but framing it by conforming to marketing the star; and
this differentiation of what the record sleeve can do, is partly due to its occupation
in an unfixed middle position between advertising and aesthetic experience. It is
never “innocent,” and never passes the music by (Cook 2000, p. 71). Both Cook
and Licht discuss the meeting or fusion between record sleeve and music. For Cook
this friction makes something happen; for Licht it is a confrontation that results in
media moving away from each other.*

Though Licht tries to defend the autonomy of the music, he sees the sleeve as a
deciding frame: protective against the outside while it has the function of internally
unifying the work — but he still needs to see it as a conventional paratextual framing
after all — destroying and contesting musical autonomy. Licht fears media crossing,
he wants to uphold media borders with an either/or attitude towards the sleeve’s
function: either it is a harmless identity for the music, or the sleeve overstates its
parergonality and makes itself an artwork, otherwise the sleeve runs the risk of
“hurting the reception” of the music (Licht p. 56).%” This fear represents the idea that
record sleeves trample on dangerous ground and must be watched, as if images and
words on the sleeve can take over the musical meaning — but it can only “represent”
music, never become it! It also seems that, in the examinations of Cook and Licht,
the record sleeve is partly forgotten as a sleeve, as that multilayered thing I referred
to before. Both authors focus on pictures (though Cook shows awareness of verbal
elements). Licht’s definition suggests that the record sleeve scarcely transcends a
function of added value; there is no other value other than the sleeve as a cover/
picture and it is presented as an autonomous picture. Artist and designer Bob Cato
shares this view, when he states that the task for a record sleeve designer means a
handling of a product that is “real and human.”*® He claims that this product is even

3¢ Of course, Licht does not need to give any clues of how the specific relation between a record
sleeve and its music can interrelate. But agreed upon Werner Wolf’s definition of intermediality, as
“a particular relation between ... conventionally distinct media of expression or communication,” a
relation that consists of a “verifiable, or at least convincingly identifiable, direct or indirect partici-
pation of two or more media in the signification of a human artifact,” I cannot see any verifiable
participation, empirically observed signals between sleeve and music at all in Licht’s discussion, at
least not beyond identification marks. See Wolf 1999, p. 37.

%7 Clearly it has to do with his belief that the sleeve cannot be intracompositionally part of the work,
but if it can hurt the reception of music, it must be doing something to or with it!

3% Bob Cato: “The Art of the Twelve-inch Square” in Walter Herdeg (ed.): Graphis Record Covers. The
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more concerned with its own image — its own message on its own packaging — in
contrast to other products a designer must enfold with conviction. Hence the sleeve
is made into something detached from its true contents, an account associated with
the majority of literature on record sleeves, and accordingly Licht has put himself in
this category. The paradox is that record sleeves in this category are almost anything
but covers and identifications; the cut between sleeve and music is re-opened. Recog-
nizing this quality of independency as a feature that plays with the connection/
disconnection between sleeve and music does make the sleeve something else than
advertising material for the music, but positively not a single autonomous picture.
In any case, there can be no doubt that the record sleeve is related to the music,
whether the belief is attached to its ability of contributing to constructing musical
meaning or merely beeing an accessory device (just framing).

the CIVIL warS: A CD-sleeve that Begs to be more than just Parergon

I am looking at the pictures and reading the texts for Philip Glass and Robert
Wilson’s CD-version of the opera the CIVIL warS: a tree is best measured when it
is down. ACT V — THE ROME SECTION (recorded in 1995-99).% The sleeve
consists of a carton, 12.5 x 14.5 x 1.5 cm. with a photograph in black and blue
of Abraham Lincoln from the stage production. Inside is a 44-page booklet with
photographs from the 1984 performance on stage at Teatro dell’Opera di Roma;
historical photographs of Abraham and Mary Todd Lincoln, Giuseppe Garibaldi
and Robert E. Lee — main characters of the opera; some of Wilson’s sketches for the
stage design; explanations that mostly concerns the music and drama; the libretto;
the plastic jewel case that contains the CD, with a picture and verbal elements
printed on it, and a picture of Glass and Wilson. This surrounds the music on the
record. This is what the record sleeve offers the beholder to view, read and consider
before and while listening (fig. 1-3).

If one agrees upon Licht’s definition of the record sleeve, it is certainly easy to see it
as a frame, physically enclosing and identifying the music. Hence he entitles his article
“Record Covers as Parerga,” to indicate a Derridean influence. Derrida’s reasoning
on parergon is a matter on the idea of framing as a bordering to let something belong
to and 7ot belong to, to contain and 7oz contain something essential for what it
contains. He asks: “Where does the frame take place. Does it take place. Where does
it begin. Where does it end. What is its internal limit. Its external limit” (Derrida,
p. 63). These are some central questions that forms Derrida’s deconstruction of
the frame/framing concept; his interest is principally directed towards the idea

Evolution of Graphics Reflected in Record Packaging, Ziirich 1974 (p. 8-9), p. 8.
¥ In the liner notes David Wright uses the term post-Wagnerian multimedia to differentiate it from
traditional opera or music-theatre, which it sometimes also is called. Wright: the CIVIL warS: a tree

is best measured when it is down. ACT V — THE ROME SECTION, Nonesuch 1999 (p. 7-12), p. 9.
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Changing Borders: Contemporary Positions in Intermediality

that it is virtually impossibile to define a definitive boundary of things and objects.
He does not want to destroy borders; rather he wants to destabilize them. Such
questions become significant with the implication of the idea of parergon, which
is the pointing towards a “centre.” This concerns not only #he CIVIL warS, but
also all record sleeves. When pictures, text and music are in front of the beholder,
surrounding him or her, no part really emerges as less involved in the “work” — the
centre that is the object questioned by Derrida (which does not mean that the media
are on equal terms). The pictures and text on the carton, the booklet, and parts of
the text and lyrics inside have caught the eye of the beholder before the listening of
the music has begun. Why try, as Licht has, to separate the pictures and text from
the music and the singing? Instead of making the sleeve discrete and isolated from
music, one should ask: what relation does this frame have to the music? Is there a
framework? Which is the work? The question is if the record sleeve really can be seen
as a parergon of the music, or even as a parergon of the record. Thinking beyond
the usual concept of what a record sleeve is, the record itself can be part of the sleeve
as it also has text and image on it (compare the ordinary view presented at the
beginning). A frame is normally regarded as an external element, not as an essential
property — that which belongs to the work’s “impermeable boundary between the
artwork (ergon) and everything that belongs to its background, context, space of
representation.” Are pictures and text on the record sleeve such a resistant and
solid boundary? This is the difficult intrinsic double nature of the record sleeve: it
wants to be itself, and it also belongs to the music. What 7s and what is 7o context,
is there a centre of the context? Derrida says:

The parergon stands out both from the ergon (the work) and from the
milieu, it stands out first of all like a figure on a ground. But it does not
stand out in the same way as the work. The latter also stands out against
a ground. But the parergonal frame stands out against two grounds,
but with respect to each of those two grounds it merges into the other

(Derrida, p. 61).

If a frame blends in or melts into the work, but is still not a part of it, what should
the record sleeve be regarded as? Julian Wolfreys has pointed out that the frame is
nothing in itself; it has a technical function to point at and provide interpretational
possibilities of the framed.* Then what is its relation to the record, and to the music?
As mentioned above, the frame can be thought of as determining what should be
included in the work, to disconnect and exclude the outside from the inside and/or

# Paul Duro: “Introduction” in Paul Duro (ed.): The Rhetoric of the Frame. Essays on the Boundaries
of the Artwork, Cambridge 1996 (p. 1-10), p. 2.

#! Julian Wolfreys: “Art” in Jack Reynolds and Jonathan Roffe (eds.): Understanding Derrida, London
2004 (p. 84-92), p. 89.
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to control all exchanges in between.** Exceptional cases of record sleeves only have
that function, through a mark of identification, by naming the artist and recording.
The frame is therefore, as Jonathan Bordo once defined it, “both a cultural opera-
tion of binding and a material operation of bounding.” If a frame has the cultural
function of bringing together and of binding through identification, but also in its
material condition doing the same (Wolfreys’s technical function), these functions,
as relations between media, should be found within a record sleeve. I define these
relations as follows:

1. Frame-as-object, pointing towards itself: Joy Division’s Closer (1980) is
visually an object in and for itself, stating its aesthetic autonomy. With a
thick cardboard sleeve — for both the original vinyl LP and the remastered
CD (2007) —itjuststates “Closer” accompanied with a funeral photograph
on the front. It only refers to the music and the musicians indirectly and
discretely (on the spine, the back and in the booklet of the CD; fig. 4);*

2. Frame-to-frame, pointing outwards to other sleeves in an intertextual
relation: The Clash’s London Calling (1979) refers by design of letters
and iconography of the photograph to the first Elvis Presley LP-sleeve
(1956) (fig. 5 and 6);

3. Frame-to-music as identifying mark, pointing inwards as a guiding and
referential function: virtually all record sleeves integrate this relation-
ship. The promotional CD-single called Idior 2 — White Sleeve by The
Wonder Stuff (1993) explicitly states this relation (fig. 7);

4. Frame-music, as collaboration between picture, text and music: New
Model Army’s Thunder and Consolation (1989). Its overall design is overtly
associated with the concept of a book, of storytelling in music, with lyrics
written inside the foldout placed over the illustration (in both vinyl and
CD issues). Text, picture and music, each medium is intended to play a
part in the work and to collaborate in the aesthetic reception of vision,
sound and text. The frame is then not a frame anymore (fig. 8-9).

# D.N. Rodowick: “Impure Mimesis, or the Ends of the Aesthetic” in Peter Brunnette and David
Wills (eds.): Deconstruction and the Visual Arss. Art, Media, Architecture, Cambridge 1994 (p. 96—
117), p. 112.

# Jonathan Bordo: “The Witness in the Errings of Contemporary Art” in Paul Duro (ed.): The Rbetoric
of the Frame. Essays on the Boundaries of the Artwork, Cambridge 1996 (p. 178-202), p. 201.

# As a record sleeve, Closer almost empties itself from the meaning of “record sleeve” through a mini-
malistic design. It therefore has minimal references to its content: apart from title and photograph, the
white colour drains the sleeve from the idea that there is something inside — the white as a metaphor
for “nothing,” “empty,” “blank.” Only the shape and form indicates what it is. Another record sleeve
in this category, and perhaps a more known example, is The Beatles’ 7he White Album (1968). This
sleeve has a thick cardboard sleeve and an all white, empty outside as well, with embossed letters
spelling “The Beatles,” and the foldout has portraits of the band members and song titles against a
white background (thus it too refers to the music and the musicians indirectly).
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Fig. 9. New Model Army, Thunder and Consolation (1989), pages 8-9 from the CD booklet

It is important to distinguish these functions, because if the record sleeve is
thought of as a physical frame, then it also hides itself as such within itself. As
Licht reads Derrida too literally, he sees the sleeve as something outside the music,
as a factual, decorative frame that has little to do with the musical content. Where
is the complementary understanding that Derrida has in mind in Licht’s theory of
the record sleeve? Licht does not seem to see the reasoning and particularly not
Derrida’s questioning of borders. He does not recognize that to find and to question
the borders in a true way, means that there may be collaborations between the record
sleeve and the music, the fourth function that Cook has approved of (see above).
On the other hand, when Licht sees it as sometimes becoming an “artwork” on its
own, it means a process of stepping in and out of itself as a frame, making itself its
own content instead of a threshold to the musical encounter: it becomes a frame-
as-object.” It crosses boundaries or oscillates between the medium of frame and the
constellation of combined media. This grants it a certain autonomy.

The sleeve for the CD #he CIVIL warS can demonstrate the frame-as-object,
being a frame and framing itself. It thus exceeds the “identify-and-protect” idea
Licht proposes in his definition. I will give an idea of how this sleeve can be viewed
as being a self-sufficient object, by arguing against a review of the recording written
by David McKee. In doing that, I do not oppose the idea of complementing the
music (one might say that the record sleeve has postponed its referential state). It is
the formation of the sleeve’s content that I focus upon, not the opera or the contents
of pictures and texts.

In his review, McKee comments that “it’s not your standard-issue opera and
Nonesuch [the record company] has unwittingly muddled the issue further by

# The record sleeve cancels or makes itself invisible as a frame. It fights for its own existence.
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omitting all of the copious stage directions, which I fear is a grave disservice to first-
time listeners.”*® Briefly, the opera “uses history freely, hopping from time period to
time period, freeing history from general chronology. [And Robert Wilson mixes]
different times and places to bring in any number of historical confrontations
‘which comment on man’s long journey toward brotherhood,” as described by
Carla Blank.? It is a non-narrative story inspired by the American Civil War, mixed
with ancient gods and mythological figures.®® McKee objects to “David Wright’s
booklet notes that ‘to attempt a deconstructive catalogue of these images in a liste-
ning note would rob them of the haunting effect they have as they combine and
evolve in a theater,” although Wilson’s design sketches (see fig. 2) and few produc-
tion photographs saves it, otherwise:

listeners would have little or no idea that Lincoln is first glimpsed as a
giant (one who flies off when his singing is done) or that Lee delivers
his text while floating inside a spaceship. Ditto the comings and goings
of Hercules, as well as peripatetic processions of trees, Garibaldi taking
a seat in the audience as the action begins (then stepping onto the stage
for his aria), or the sight of Hopi Indians dancing on a bridge between
two spaceships — alien intervention plays a big part in Wilson’s stage
action. [...] I rather resent the effort made to keep it under wraps,
which makes the printed text seem only more oblique than it already is
(McKee, p. 708).

McKee is right in that he knows what the performance was like and expected
an image-word presentation that was not kept “under wraps.” He is also wrong:
this version is not designed to be similar to the original performance.* The Rome
section is “an epic music/dance/theatre/visual artwork,” according to McKee himself
(McKee, p. 707). Apart from the evident elimination of dance and theatre in the
Nonesuch-recording, the new design is the juxtaposition of historical photographs
of the American Civil War and libretto in the second part of the booklet (see fig.
3). The transformation is in scale too, since the recording is a performance that is
experienced privately and most likely repeatedly (the reason why Cook labels the
experience of musicand record sleeve as a “domestic Gesamtkunstwerk”). Wright's liner

% David McKee: “the CIVIL wars: a tree is best measured when it is down. Philip Glass. Act V —The
Rome Section” (review of the recording) in Opera Quarterly, Vol. 16, No. 4, 2000 (p. 706-710), p. 708.
# Carla Blank: “Notes on Robert Wilson and Anna Deavere Smith.” Available at: htep://www.lib.
berkeley.edu/MRC/catlanotes.html (2007-08-16).

# The libretto is written and assembled by Robert Wilson and Maita Di Niscemi, using fragments
from two of Seneca’s Hercules plays, and pieces written by Lee, Garibaldi, Wilson and Di Niscemi.
# The recording was made eleven to fifteen years after the few performances that were, with a diffe-
rent cast. This is not uncommon, but here I think it should be thought of as part of a rewriting of the
total work (with no particular reference to rewriting as in a new arrangement of the music).
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notes contextualizes the Nonesuch-recording in the first place, as the performance
is a historical event which the recording and its visual-verbal presentation is based
upon; thus the liner notes and performance photographs precede the libretto and
are probably read before any concentrated listening. Otherwise they would distract a
deepened listening and beholding-reading experience of the libretto. Here, McKee’s
critique resonates the fourth rule of Hines’s concept of collaborative form:

The subtraction, deletion, or separation of any of the constituent arts
in a collaboration destroys the form. [...] Often the destruction of the
original form is carried out with the best intentions though with appar-
entignorance of the fundamental principles of the art forms thus pirated.
[...] Admittedly, in complex collaborations, it is difficult to reproduce
(publish, display, or perform) the total work. But this should not deter
us from insisting that the total work cannot be reduced without losing

the original (Hines, p. 170-171).

For McKee, liner notes, libretto and photographs on/in the record sleeve are no
more than incomplete framings (ornamental parergon) for the music. However, the
Nonesuch-version should not be seen as the destruction of the original theatrical
performance, but as an interpretive reworking of it on several levels: the mentioned
downscaling and the acknowledgement of its past in contextualizing and keeping
the historical theatrical performance distanced from the libretto. One consequence of
the downscaling is the differentiation made between the less autonomous form of the
theatrical performance, and the more autonomous and moveable form of the None-
such-version.”® The latter form can be linked to Licht’s idea of a sleeve as an object
creating a space of its own. The historical photographs of Mr and Mrs Lincoln,
Garibaldiand Lee, some of Wilson’s initial visual inspirations, fundamentally replaces
the imagery of the staged version and alters the work, giving rise to a presentation
of the libretto and the portraits of the historical persons that is unique to the record
sleeve. And as the study of libretto as literature is not uncommon, it should not
seem strange to consider it as a plain text here, not primarily thinking in musical
terms — but as a writing that relates to the photographs.’' The historical photo-
graphs of the American Civil War have been interpreted for the stage production
into another medium: from photographs to costumes and stage design. But now
they are the main visual source in the CD-sleeve, and supplied knowledge from the
liner notes and the photographs of the performance; the historical photographs are

% See Aron Kibédi Varga: “Mediality and Forms of Interpretation of Artworks” in Neohelicon, Vol.
30, No. 2,2003 (p. 183-191), p. 183-184.

>! For introductions to librettology, see Ulrich Weisstein: “Librettologi” in Hans Lund (red.): fnzer-
medialitet. Ord, bild och ton i samspel, Lund 2002 p. 85-93; “The Libretto as Literature” in Books
Abroad, No. 35,1961, p. 16-22.
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ready to be reinterpreted, this time not by Wilson, but by the perceiver. This is how
the Nonesuch-version is presented for the CD-audience.

When considered in this light, the record sleeve should not be regarded as parer-
gonal to the music, as it does not keep things under wraps. Only because it creates
something new and being self-governing in some sense, it does not present a “veil of
secrecy” for the music; it does not lie about its past, it only pushes it to the margins.
If a record sleeve overstates its parergonality, as I would say that #he CIVIL warS do,
it still can activate a complementary condition for the musical experience just as well
as words and images can be complemented by the music. The record sleeve contests
itself, having both aspects of autonomy and complementarity present, though Licht
and McKee’s difficulties of thinking complementary-wise may not be unfounded. I
will look into this in my next section, where I take a somewhat different look at the
record sleeve, asking what artistic form it is when looked upon separately.

The Artistic Form of the Record Sleeve

If we want to know how the record sleeve works as an artistic form, we should try to
understand it from the point of view of the perceived interaction of different media,
according to Cook.’” Since it always has been an art form of multimedia,’® whether
called a mixed media hybrid, combined media in co-existence, or something else, I
here make use of Jerrold Levinson’s categories of mixed media activities as different
kinds of hybrids, with Shaw-Miller’s supplemental terminology: (1) juxtaposition/
multdisciplinary, (2) synthesis/interdisciplinary, and (3) transformation/crossdisci-
plinary.>* Using these ideas, some of the record sleeve’s different features can be
revealed. An extensive description of the sleeve is to a certain extent necessary. Again,
this can explain why the record sleeve literature has focussed solely on “images,” and
not fully grasped the artistic form: a form that I identify as intermedial.

The Sleeve as a Multi-Surfaced Stage for Words and Images

Defining the synthetic/interdisciplinary hybrid, Shaw-Miller says: “In many ways
this form is the opposite of the juxtapositional hybrid art work, for here the elements
are brought together in order to mix, so that they are submerged into a third
term.” The elements do not have a parallel existence in the same temporal-spatial

52 Also argued by Kibédi Varga 1989, p. 33, and Jerrold Levinson in “Hybrid Art Forms” in journal
of Aesthetic Education, Vol. 18, No. 4, 1984 (p. 5-13), p. 6-7.

53 T here specifically mean multimedia as something that involves more than one medium.

> Levinson, p. 5-13; Simon Shaw-Miller: Visible Deeds of Music. Art and Music from Wagner to Cage,
New Haven; London 2002, p. 11-29. I am aware of CooK’s dismissal of juxtapositional hybrids as a
“null category,” because it is a type where no alignments, mergings or dissolutions between media occur.
Aesthetically there is no such category; by definition it only put different media side by side, bz united
media are always perceived as interacting. Therefore it is worthless as a category. See Cook 2000, p. 106.
%> Compare Cook’s expression “ends in meaning” on page 66.
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environment... Once combined, their individual identities have been modified and
forged into a new whole” (Shaw-Miller 2002, p. 13). Thus the multidisciplinary
artistic form is where the sound, image and text are distinct from each other, not
easily coordinated, and quite unlike one that fuses or mixes its elements; the form
fits the record sleeve on the whole if put like this: the image on the front, the text on
the back and the music even more separate.

Even as “the front and the back” of the sleeve is frequently mentioned, what is
neglected is that it is a three-dimensional object, not a single picture as seen by most
writers on record sleeves. A distinction between single-surface visual communication
and multi-surface graphic design must be made here.*® The sleeve acts at first as two-
dimensional, but then brings its three-dimensional aspect into play. This forms the
structure of how words and images are arranged and experienced on the sleeve. “If
in a juxtapositional hybrid, the art forms share a temporal and spatial location but
remain in other ways distinct, and if in a synthetic hybrid each art form moves to a
middle ground somewhere between their respective individual positions, then in a
transformational hybrid, one art form crosses over into the territory of the other(s)”
(Shaw-Miller 2002, p. 17). Relating the sleeve to what is said in this paragraph
I claim it to be of a mansformational form (a crossdisciplinary hybrid). Judging
by the common notion of what a sleeve is, a picture of some kind, I paraphrase
Levinson’s description of kinetic sculpture, an example of a crossdisciplinary hybrid:
“Record sleeve can be seen as ordinary picture modified in the direction of book.””
Here exists no “purity between elements” (Shaw-Miller 2002, p. 17). In this cross-
breed there is always a dominance of one of the media involved, and it keeps its
original media identity — a picture — but incorporates it into the characteristics of
the concept of a book (a written/verbal attribute).’® In its simplest form there is a
sequential structure: the front side, with or without or as image, crosses over in a
book-like direction. Except it is neither a book nor a book cover, but the similarity
in the obsessive act of turning round, looking up or flipping through the pages of
a booklet, taking out the inner sleeve, reading and viewing the spine and label, is
there. The two-dimensionality is 7//usory, the booklet by its name testifies to this.
This is the principal structure or platform — #he stage — that images and words have
to give in to and act upon.”” Here word-and-image constructions can vary from a
total separation for the eye between text and image, as a multdisciplinary form, to
synthetic components as in typographic elements.® The easiest way is to see it as

%6 These categories are borrowed from Philip B. Meggs: Tjpe & Image. The Language of Graphic
Design, New York 1992, p. 98.

%7 Levinson, p. 10: “Kinetic sculpture can be seen as ordinary sculpture modified in the direction of
dance.”

%8 ] am tempted to use terms like “sculpted” or “sculptural” picture, but that would demand further
and more complicated argumentation on temporal and spatial aspects.

% The word “stage” implies both spatiality and temporality, why I think it is appropiate to use here.
9 Tt can hold the complete chart of word-image relations: co-existences, interreferences and co-
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words and images put side by side, composed as a juxtapositional hybrid in total.
But, that would be saying that images and words that exist in a parallel temporal-
spatial situation do not interact, as if each medium is self-sufficient (see note 54).
But are they separable?

The logic and advantage of this multiple-surface design is the feeling that words
and images belongs to a larger whole, regardless of the number of communicative
layers and how much the words and images are separated (physically and in
content), because continuity is in the idea of the sleeve. Its constituent parts can
never be totally disconnected. By this logic the sleeve can be placed in the spatio-
temporal section of Marie-Laure Ryan’s “Typology of media affecting narrativity,”
as it generally uses the multiple channels of the linguistic and the visual (Ryan, p.
21). Does this quality of spatio-temporality grant the record sleeve the effect of
performing or as possessing a kind of narrativity?®' The sleeve’s images and/or words
are experienced through time and interaction. Designer Richard Hales has put it like
this: “the nature of the CD package means that the consumer is unable to see the
bulk of the artwork until it's unwrapped. The cover should be intriguing, seducing
the potential customer with possibility of what is inside.”* Kibédi Varga argues that
a word-and-image relation on a single object (a poster for example) belongs to the
function of argumentation and is persuasive, while a series of images, together with
words or not, tends to be interpreted as a narrative (Varga 1989, p. 35-36). This is
the crossing over in a book-like direction, the two-dimensionality of the sleeve as
argumentative, advertisement-like, and then bringing its three-dimensional feature
into play — temporalizing/narrating — especially when words and images act on it.”?
The sleeve is less like a novel, and more similar to what James Elkins call spinning
stories in modern painting: “In a way, we become the creators or co-conspirators
of the story — we ’bring the narrative about’ by our aimless thoughts,” because as

references. See Kibédi Varga 1989 for a discussion on these terms, and Hans Lund’s typology of
intermedial relations mentioned on page 56 and note 30, page 63.

¢! The property of “possessing a narrativity” is not the same as “being a narrative,” it simply is able
to evoke narrative. According to Ryan it is “narrative meaning as a cognitive construct,” shaped in
response by the interpreter. Ryan, p. 8-9.

62 Rivers, p. 80. The difference between sleeves for vinyl records and sleeves for CDs lies in the
formers emphasis on “iconic” pictures, due to larger size and weaker sequential structure, while the
latter reverses it and emphasizes the sequential, but conditions and abilities to “narrate” have always
been there. Rivers concisely put it: “The CD provides a slower ‘user experience’ than vinyl,” p. 23.
Nick de Ville remarks the transition from vinyl to CD and its standardized jewel case, saying that
designers of CDs altered the rules of album packaging in “reducing the emphasis on a single killer
image for the front cover” to extended visual essays which corresponds with the musical contents.
That is exactly what happens: an extension of what was already there, but he fails to show this in his
picture book-odyssey. de Ville, p. 10.

My argument here matches Cook’s positioning of the record sleeve between marketing and aesthetic
experience (see above).
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with modern paintings we do not have a pre-existing text to rely on.* John Berger
describes a similar situation on photographic stories, where “The reader is free to
make his own way through these images. [...] one can wander in any direction
without ... losing a sense of tension or unfolding.”® This is how images and texts
do their work on the sleeve. The storytelling manner does not necessarily have to
be straightforward on a sleeve. Rather it is what image and text do with zension
and unfolding, conceptualizing and presenting themes, than actually having a story.
Even though we cannot find a narrated order, we tend to look for one as “habits of
reading compel us to try [...] since narration continues as a temptation, as a promise
(however false), as a ‘handle’ for initial understanding” (Elkins, p. 358).% The format
of the record sleeve, even in its most simple variety, dismantles it from being a true
single-sided and “iconic” picture, and brings it into a kind of narrative form.

Taken as a whole, the design of #he CIVIL warS is meant to create a unique
narrative — actually several multimedial narratives. As mentioned before, the booklet
is divided into two parts — Wright's introduction and Wilson’s libretto — and each
part relate to different sets of pictures, producing two distinct narratives. And then
there is the special case of Wilson’s sketches that not only act as a story of its own
production of the opera, but also participates in both Wright's and Wilson’s mixed
media narratives. The sketch on the front of the booklet that shows the porthole of
the spaceship in which Robert E. Lee acts on stage, functions as a second introductory
image for the entire sleeve (after the photograph and title on the carton), but in
particular for Wright’s liner notes because it is in this part the reader learns about
the history of the stage production for which the sketches are essential. Then there is
the sketch that introduces the libretto, an expressionistic abstract and moodsetting
image. Thus the sketches are integrated as creative images in the Nonesuch-version.

Further more, the writing on a record sleeve has to be taken seriously, because
the word-image often produces a recognisable brand for musicians, or let its words
visualize a feeling, an impact that could not be expressed in words alone. For
example, the title zhe CIVIL warS is not meant just to be read. I have tried to write it
as Wilson designed it — except for imitating the “scratchy” handwriting (see fig. 1).¢”
I identify the design of the writing of the CIVIL war§ as “design as deconstruction.”
That kind of design examines “structures that dramatize the intrusion of visual form
into verbal content, the invasion of ‘ideas’ by graphic marks, gaps, and differences,”

6 James Elkins: “On the Impossibility of Stories. The Anti-narrative and Non-narrative Impulse in
Modern Painting” in Word & Image, Vol. 7, No. 4, 1991 (p. 348-364), p. 360.

% John Berger: “Stories” in Another Way of Telling, New York 1995 (p. 279-289), p. 284-285.

6 Record sleeves are probably more than often anti-narratives or non-narratives, as in some modern
paintings that Elkins argues for. We may detect dramas and possible stories, but cannot be sure
which one. They “make gestures of storytelling,” p. 368.

% For an excellent and accessible overview of how to interpret such and other types of writings, see

Steven Heller and Mirko llic: Handwritten. Expressive Lettering in the Digital Age, London 2004.
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as Ellen Lupton and J. Abbot Miller have explained.®® In short, how the verbal is
visually presented. The ideas that the scratchy handwriting reflects and emphasizes
could be the visuality of the work on stage, but it works just as well for the Nonesuch-
version as it should compel the beholder to think while looking at the photographs
and reading the libretto; this is as much a framing device for the sleeve itself as
the sleeve is framing and complementing the music. The title is visually “invaded”
by conflicts, just as the verbal content of civil war refers to conflict: handlettering
versus type set letters is equivalent to the subjective (emotional) versus the objective
(unemotional). This visual dramatization of the verbal is a help in understanding
the booklet that each person in the photographs and in the libretto has conflicts to
deal with. And each of the portrayed is then even better anchored to their juxtaposed
“voices” in the libretto, marked by their names, and results in complementation in
this specific context; images and words are contextually manipulated (for a similar
argument see Cook 2000, p. 105). Here the record sleeve becomes a synthesis of
media, an interdisciplinary hybrid — not a juxtapositional hybrid art form.

Concluding Remarks

My intention has been to provide an initial basic understanding of the record sleeve
from an intermedial approach. If not giving straight answers, I have problematized
how the record sleeve is able “to stitch the cut that separates seeing from hearing
in the contemporary listening scenario,” a cut that was made when recorded music
first appeared. What the record sleeve does is that it generates a space of its own:
most importantly it has a fundamental intermedial structure, upon which it creates
intermediality by means of words and images. Thus it constructs a contesting
relation with its music, which could be understood as cutting “audiovisuality”
to a condition of “audio/vision,” without falling back into the same audio-visual
disjunction as before. Though depending on the existence of similarities between
sleeve and music, audiovisuality may emerge; in a less lucid explanation, the stitch
is done in the receiver’s mind, where the input of music, images and words are
mixed. Here intermediality is more of a process. A crucial piece for a further study
of this puzzle of intermediality is Eric E Clark’s Ways of Listening. An Ecological
Approach to the Perception of Musical Meaning. He observes that the listener always
has a pre-understanding of the music, that “music almost always has a multimedia
quality to it, and musical meaning is always the consequence of a context that is
wider than the ‘sounds in themselves.””® The ecological theory has to do with an

6 Ellen Lupton and J. Abbot Miller: “Deconstruction and Graphic Design” in Ellen Lupton and J. Abbot
Miller (eds.): Design, Writing, Research: Writing on Graphic Design, New York 1996 (p. 3-23), p. 17.

® Clark, Eric E: Ways of Listening. An Ecological Approach to the Perception of Musical Meaning,
Oxford 2005, p. 88. The ecological theory of musical meaning is a complementary approach to
semiotics, hermeneutics, and other philosophical methods.
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active engagement of a person with its environment. Thus “sounds in themselves”
and “fetishistic audiophilia” never really exist(ed). If the multimedia or intermedial
quality is ever present in music, then the case may also be the reverse: in what way
is the record sleeve intermedial, and to whar extent is it an intermedial artifac? As the
listening act is central in Clark’s theory of musical meaning, he says, “perception must
be understood as a relationship between environmentally available information and
the capacities, sensitivities, and interests of a perceiver” (Clark, p. 91). To answer the
questions above, one should undertake an ecological approach to the perception of
viewing and reading a record sleeve.

A final observation on what influenced some of my thinking struck me while
reading and looking through the literature on record sleeves. The expression record
sleeve that T have used is not unanimous; there is the more favoured record cover.
Throughout this text I have used record sleeve. I did not want to use a word that was
trapped in the immediate idea of protecting, disguising or covering something, as I
felt cover did. One could say that they are synonymous — that this is a semantic issue
— but they do have different meanings, figuratively and literally. In this context,
the majority of the literature uses the expression record cover, essentially referring
to the cover art (the front side picture). A “record cover” then is deceitful for the
reason that it is not simply about a single picture, it denies what “record sleeve”
acknowledges: while the former covers up or rejects anything else than a single-
surface visual communication, the latter uncovers a multi-surfaced stage for words and
images. Licht represents the use of “record cover,” speaking about an object as a
picture separated from music and words; it is verbally and visually expressed as such
in the literature. Cook represents the use of “record sleeve,” and he opens up for the
visual, verbal, and musical outsides and insides of the object. The use of cover or
sleeve signifies a contest of how to intermedially view this object that physically and
visually surrounds the musical object. Though in the end and in reality, there are no
record covers, only record sleeves.

In conclusion, whatever “to stitch the cut between the seeing and the hearing”
means as an intermedial process, it is something the record sleeve has to deal with
time and again. The stitch will never become a smooth suture, so as to be able to
create a natural audiovisual object and experience.
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Words and Music as Partners in Song:
‘Perfect Marriage’ — ‘Uneasy Flirtation’ — ‘Coercive
Tension’ — ‘Shared Indifference’ — “Total Destruction’

Walter Bernhart

The very nature of intermedia phenomena frequently tempts critics to revert to
metaphorical language when wanting to define the various relationships that can be
found among the media. It is human relationships that lend themselves most readily
to depict such intermedial relationships and make them vividly present in our minds.
Descriptive Anschaulichkeit is a primary aim of effective communication, and the
more the communication is rooted in everyday experience the more likely it is to be
successful. As an example, the venerable tradition of ut pictura poesis is discussed

I and more

most memorably in Jean Hagstrum’s early study of the “Sister Arts,”
recent studies extend the range of ‘sister arts’ beyond literature and painting: Michele
Martinez sees sculpture and poetry as ‘sisters, * there is a website including another
‘sister,” British gardening,” and Joachim Moller gathers a whole family of ‘sisters,’
including music and architecture, illustration, film and a number of others.*

The human relations which I will use to depict metaphorically the various
relations of words and music found in songs take their cue from the title of an
essay which, incidentally, was published in the same year as Hagstrum’s book. It is
by John Stevens and is called “The English Madrigal: ‘Perfect Marriage’ or ‘Uneasy
Flirtation.”” Itis not surprising that Stevens’s essay discusses the Elizabethan madrigal
as it was during the Renaissance period that, with the advent of Humanist rhetorical,
‘trivial” views of music — in contrast to earlier, ‘quadrivial’ conceptions of it, on a
‘speculative,” Pythagorean basis — words and music entered into new relationships
in vocal music. Their connection became far more intimate than it had been before
as the music was now meant to increase the rhetorical effect of the underlying text
and closely work together with the words. The most frequently quoted reference
to this new view of the relation between words and music is by Thomas Campion

! Jean H. Hagstrum: The Sister Arss. The Tradition of Literary Pictorialism and English Poetry from
Dryden to Gray, Chicago 1958.

2 Michele Martinez: “Sister Arts and Artists: Elizabeth Barrett Browning’s Aurora Leigh and the Life
of Harriet Hosmer” in Forum for Modern Language Studies, Vol. 39, No. 2, 2003, p. 214-226.

> “The Sister Arts: British Gardening, Painting and Poetry, 1700-1832,” http://www.laits.utexas.
edu/sisterarts/sublime/index.htom (4/3/2006).

# Joachim Méller (ed.): Sister Arts. Englische Literatur im Grenzland der Kunstgebiete, Marburg 2001.
> John Stevens: “The English Madrigal: ‘Perfect Marriage’ or ‘Uneasy Flirtation” in Essays and Studies,
1958 (p. 17-37).
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and can be found in his preface to Two Books of Ayres (c. 1613), where he says,
referring to the new type of songs which he introduces: “In these English ayres I
have chiefly aimed to couple my words and notes lovingly together, which will be
much for him to do that hath not power over both.”® Apart from the pride which
this shows, as Campion, significantly, was both the poet and composer of these
airs, it demonstrates that the challenge of these new songs lay in finding a complete
harmony between the two media, which Campion expresses by the metaphor of
a ‘loving couple.” It is from this image that Stevens derives his own reference to a
‘perfect marriage’ that may be found in the English madrigal of the period, and it
will also be the guiding metaphor for my further reflections in this essay.

Of course, such a ‘perfect marriage’ of a ‘loving couple’ is likely to be more
of a vision than a case of reality: the balance is always precarious, and the issue is
well-known: is it as Antonio Salieri puts it in the title of his opera of 1786: prima
la musica e poi le parole, or is it rather prima le parole e poi la musica? Within our
metaphorical context, we may be allowed to genderize the issue and — following
traditional notions — conceive, more or less playfully, of ‘music’ in female and ‘words’
in male terms (which could be justified by contrasting la musica and il termine,
the latter synonym replacing la parola): English airs, therefore, within Humanist
aesthetics, were clearly male-dominated because the words necessarily came first and
there was no idea of prima la musica. In the hierarchy of the arts, following Plato,
poetry was top as the main instrument of persuasion and the other arts came in only
as contributing factors, enhancing the ethical and rhetorical effects of the words.
The ‘perfect marriage’ of words and music was seen to be achieved when the music
mirrored what the language said; it was music’s function to illustrate the words’
meanings, which could either be achieved in the form of ‘external mimesis’, such
as rising melodies when the words talk of rising suns or running music for running
streams etc., or of ‘expressive mimesis,’ i. e., by the musical expression of emotional-
affective states addressed in the texts. Thus, music had primarily a copying function,
and the ‘marriage’ was conceived of as ‘perfect’ when music, as the ancilla, adapted
‘herself” as closely as possible to the termini. Such ‘iconic’ behaviour of the music
vis-a-vis the words was seen as strengthening the ‘couple’ by having an increased,
‘redoubled’ effect on the audience.

It is interesting to observe that such a partnership, which is clearly dominated
by one of the partners, with the other one adapting herself as closely as possible, was
seen as ‘perfect.” This may be a very pronounced ‘Victorian’ view of an ‘ideal’ part-
nership but, basically, all forms of songs in which ‘poems are set to music’ follow
this model because the source of the song are always the words, which are there first
and determine the music.

¢ Thomas Campion: “To the Reader” in David Scott (ed.): First Book of Ayres (c. 1613), The English
Lute-Songs, London; New York 1979, p. ix.
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Yet there is also a history of emancipation in songs. As early as in John
Dowland’s songs, music started to strive for dominance, as is indicated by a passage
from Dowland’s dedication of his First Booke of Ayres (1597), which shows a telling
misreading of Plato: “So that Plato defines melody [i. e., song] to consist of harmony
[i. e., music], number [i. e., rhythm] and words; harmony naked of it selfe: wordes
the ornament of harmony, number the common friend and uniter of them both.”
What Plato really says in 7he Republic (398 d) is the following: “[...] the melody
is composed of three things, the words, the harmony, and the rhythm; [...] the
harmony and the rhythm must follow the words.” While Plato clearly puts the
words first, Dowland makes the words merely “the ornament” of music.” Listening
to Dowland’s magnificent lute-songs will strengthen the impression that in them
the music, written by the best lutenist of his age, is more important than the words
are. Again, there is generally no contradiction or tension between the words and
the music in these songs and the ‘perfection’ of the ‘marriage’ is guaranteed by the
unquestioned dominance of one of the partners — this time the female.’

The emancipation of music did not take place so smoothly in all cases. The
‘Great Tradition’ of song writing took the ambitious path of using ever more refined
musical means to become a meaning-generating instrument, the music trying to
express as carefully and exhaustively as possible what the underlying text is saying.
The canonical body of the European song tradition consists of what I have called

“interpretive songs,”’

 where the musical accompaniment of the singing voice
acquires an increasingly sophisticated interpretive function vis-a-vis the text and
becomes a more and more independent agent of reflection. While in many Schubert
songs the accompaniment appears in the role of such an active partner to the text,
where words and music work as two independent agencies towards the joint goal of
making a unified statement — is this the ‘perfect marriage’? —, it is with Schumann
that the emancipatory impulse of music becomes stronger, as witnessed, among
other features, by the prominent preludes and postludes that can be found in his
songs. The music can be seen as making additional statements that go beyond what
the text by itself is saying, and we can observe a tendency in the music to start
even contradicting the words. An example frequently referred to in this respect is
Schumann’s “Die beiden Grenadiere,” based on Heine’s poem, in which the piano

7 John Dowland: “To the Right Honorable Sir George Cary [...]” in Edmund H. Fellowes, (ed.), rev.
ed. by Thurston Dart, The First Book of Ayres (1597, 1600, 1603, 1606, 1613), The English Lute-
Songs, London; New York 1965, p. iv.

8 Oliver Strunk (ed.): Source Readings in Music History. From Classical Antiquity to the Romantic Era,
London 1952, p. 4.

? For a discussion of Elizabethan theoretical reflections on song writing see Walter Bernhart: “Theorie
und Praxis der Vertonung in den elisabethanischen Airs” in Manfred Pfister (ed.): Anglistentag 1984
Passau. Vortriige, Giessen 1985, p. 245-260.

10 Walter Bernhart: “Setting a Poem: The Composer’s Choice For or Against Interpretation® in
Yearbook of Comparative and General Literature, Vol. 37, 1988 (p. 32—46).
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postlude comments ironically on one of the two soldiers’ misguided enthusiasm
about his Emperor Napoleon. In such a case the partners start drifting apart, and
they may become an interesting but increasingly troubled couple."!

It is along these lines that John Stevens conceives of certain forms of vocal music
as cases of an ‘uneasy flirtation’ between words and music (a term introduced in
this context by Frank Kermode). Although Elizabethan madrigals frequently show
a playful love of word illustrations (like ‘dying’ falling melodies, etc.), Stevens
sees them as particularized cases of a “crude pictorialism” which cannot outweigh
“occasional gross misunderstandings” of texts and “rhythmic insensitiveness” to the
words in the music (Stevens, p. 27). In these cases they do not really enter into a
partnership but are only superficially attracted to one another.

A case where there is even less of a true partnership established in a juxtaposition
of words and music is quoted by Thomas Morley in his Plaine and Easie Introdvction
to Practicall Musicke (1597), which contains a succinct survey of “Rules to be
obserued in dittying,” the first English manifesto of song setting. There Morley
condemns John Dunstable for the “barbarism” of placing “two long rests” “in the
verie middle of a word,” thus chopping apart the word ‘angelo — rum.’'* It is against
this kind of ‘barbaric’ and inimical practice that the whole Humanist programme
of text setting revolted.

This last example of an (unsuccessful) partnership between words and music
introduces a level of contact between the two media which has not been discussed
so far in this essay. It is the prosodic level, and the example demonstrates that an
important dimension of contact in songs between the words and the music is the
rhythmical structure, which implies segmentation, accentuation and duration. In
fact, this level was of greatest importance to Humanist aestheticians, as witnessed
by the large number of metrical treatises published at the time. It is telling that the
famous phrase by Thomas Campion, quoted above, about his aim “to couple my
words and music lovingly together,” has generally been misunderstood in terms of
a semantic, expressive congruence between the two media. What Campion really
had in mind was far more modest and practical, namely a “company” of syllables
according to their prosody. Reflecting ancient theory, he expects long syllables to
be matched by long notes and short syllables by “swift notes,” as comes out in the
passage immediately following the famous phrase."” In order to “keep company,”

14

word and music must have the same “waite and due proportion,”'* i. e., they need

! For a case study see Walter Bernhart: “An Exegetic Composer: Benjamin Britten’s journey of the
Magi” in Arbeiten aus Anglistik und Amerikanistik, Vol. 20, 1995 (p. 123-134).

2 Thomas Morley: “Rules to be obserued in dittying” in A Plaine and Easie Introdvction to Practicall
Musicke. London 1597, The English Experience 207, Amsterdam; New York 1969 (p. 177-178), p. 178.
3 “The light of this will best appear to him who hath paysd [weighed] our monosyllables and
syllables combined, both which are so loaded with consonants, as that they will hardly keep company
with swift notes, or give the vowel convenient liberty.“ (Campion 1979, p. ix)

" Thomas Campion: “Observations in the Art of English Poesy” in G. Gregory Smith (ed.):
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to share the ‘material’ basis of their articulatory, physical dimension, and it is worth
noticing that Campion does not say anything about also sharing ‘ideas’ on the
semantic level. In fact, he is well-known for condemning “such childish obseruing
of words”" as can be found in external word illustration and as it was also criticised
by Stevens as “crude pictorialism,” quoted above. It is true that most of Campion’s
airs do not play the game of ‘expressive mimesis,” his music generally does not try
to imitate what the words are saying ‘along the text’ as it unfolds. It is characteristic
of the simple style of airs as represented by Campion that they have a well-shaped,
memorable tune — a tuneful ‘air’ in the traditional sense — used for all the stanzas of a
song, which naturally implies that it is more distanced from and less concerned with
what the words are saying. I have called such vocal music “non-interpretive songs”
(Bernhart 1988), which implies that it is not their aim that the music should try to
match, or enter into a dialogue with, the meaning of the words. What basically holds
the song together, as a plurimedial form, is the common rhythmical ground of the
words and the music. Relating this situation to our ‘couple’ metaphor, this form of
partnership shows a high degree of independence of one partner from the other, yet
they share a common physical ground, and it cannot be claimed that one of them
dominates over the other. In fact, in these songs the words tend to be intelligible
and have their own voice raising attention, yet the music is also quite independent
and is not expected to serve the words in an ancillary function; it can develop its
melodious beauty (‘air’) in its own rights. Is this, then, a ‘perfect marriage’

Yet, when the music in such ‘non-interpretive songs’ does, indeed, not concern
itself with the meaning of the text as it unfolds, the common ground for both
media may still go beyond the mere material basis of rhythm and articulation. It
is particularly in the ‘age of sensibility,” in eighteenth-century song writing, that
we find an increased concern about the ‘tone’ and the ‘mood’ of a poem which
should be matched by the tone and mood of the music. This is the approach that
Goethe shared with the representatives of the Berlin school of song, which is why he
appreciated the settings of his poetry by Karl Friedrich Zelter or Johann Friedrich
Reichardt. He objected to text-oriented ‘through-composition” as found in many
Schubert settings because, to him, it gave too much emphasis to details of word
expression at the expense of establishing an overall mood which matched the mood
of the poem. It is interesting that in this conception the rhythmical dimension of
text and music seems closely linked to the mood dimension. In Edward Cone’s
words, “Goethe [...] liked to think of the composer as merely uncovering the
melody already concealed in his own rhythms,”'® so the atmospheric element of a

Elizabethan Critical Essays, Vol. 2, Oxford 1971 (p. 327-355), p. 329.

5 Thomas Campian [sic]: “To the Reader” in Edmund H. Fellowes (ed.), rev. ed. by Thurston Dart,
The Songs from Rosseters Book of Airs (1601), The English Lute-Songs, London; New York 1968, p. 1.
¢ Edward T. Cone: “The Composer’s Approach to the Text" in Northrop Fry (ed.): Sound and Poetry.
English Institute Essays 1956, New York 1957 (p. 3—15), p. 6.
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poem, which should necessarily be kept alive in a musical setting in this view, is also
inherent in the rhythm, which needs to be preserved in the song and manifests itself
in the melody (‘air’) of the singing voice. The unity of the two media in such songs
is one of tone and mood, springing from their unified rhythm, and again — as in the
Elizabethan airs of the Campion type —, apart from this unity, the two media are
independent and equal: an even more ‘perfect’ marriage?

Given this situation in eighteenth-century song of equality and semantic
independence of the two media with a common basis of rhythm and mood, it is
not surprising that it was also in this age that successful songs were produced which
did not follow the conventional model of ‘setting a poem to music’ but in which
the poem was written to an already existing tune. This practice, which became
popular with the early-Romantic ‘antiquarian’ movement of recovering national folk
traditions, produced works of a significant form of word-music combination and in
which the fact of combination of media is essential for their proper appreciation. A
case in point is Robert Burns, whose famous songs, such as “O my Luve ‘s like a red,
red rose,” are clearly misunderstood when they are seen merely as “poems to be read
or even orally recited, however effective they may be apart from the music.”"” Burns
wrote his hundreds of songs mainly for James Johnson and George Thompson,
who — with the invaluable help of Burns himself — collected the musical heritage of
Scotland.' It is particularly interesting to note that Burns, although he was free to
write any verse he liked to go with the Scots tunes, found it hard to use English texts
for the purpose (as Thompson urged him to do, for marketing reasons), the reason
being the “wild-warbling cadence” and “heart-rending melody”" of the tunes. So,
again, like in the Berlin school tradition, Burns tried to find a match between the
music and the words on the rhythmic and melodic levels which were intricately
linked with a particular tone that he could not find in the English language — only,
in his case, the music came first and the words followed?’: another ‘perfect’ match,
this time the ‘female’ part taking the initiative?

So far it has been established that ‘perfection’ of partnership in song may either
be realized by a ‘fusion’ of the partners (where in one case the ‘male’ partner is
in command, with the other one adapting ‘herself’ as closely as possible, or in
another case the female’ dominates, in a way absorbing her partner) or by a basic
independence and equality of the two partners, on a common ground of ‘material’
and ‘atmospheric’ congruence. Yet we can observe other situations in which the

Y Thomas Crawford: Burns. A Study of the Poems and Songs, Edinburgh 1978, p. 261.

'8 For an edition of Burns’s works which includes the Scottish tunes see James Kinsley (ed.): Burns.
Poems and Songs, Oxford 1969.

¥ J. C. Ewing and D. Cook (eds.): Robert Burnss Commonplace Book 1783—1791, Glasgow 1938, p.
7 (qtd. in Crawford 1978, p. 263).

2 To be correct, it was Burns’s practice to “assimilate the air before trying to fit words to it” (Kinsley,
ed. 1969, p. vi), which was common and felt legitimate with folk tunes.
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partnership is troubled by the dominance of one partner, where in one case the
dominant partner forces the partner to adjust himself, or where, in the other case,
the partners altogether lack a common ground.

Arnold Schonberg’s and Anton von Webern’s vocal music strikes the listener
as a form of song writing in which the impulse of the music to ‘interpret’ the
underlying text is weak to non-existent. The most obvious feature of this apparent
unconcern of the music for textual factors is the frequent deviation of melodic
lines from the rhythmical and intonational patterns of the underlying language. For
example, high notes, emphatically sticking out in the vocal line, are often placed on
unstressed syllables, and generally the principles of speech declamation are widely
ignored.?" This is particularly true for Webern’s later songs and can be attributed
to the demands and restrictions of the serial technique applied in these works. It
can thus be argued that musical constructional principles override linguistic givens,
and one can equally observe that there is no tendency in these songs for the music
to respond to what the text is saying as the work unfolds. Yet, it would be hasty to
postulate that, as a consequence, the choice of text is irrelevant in such works and
that there is no essential link between the two media. Webern always made it quite
clear that he very much depended on appropriate texts for his vocal compositions to
materialize and that only the choice of a suitable text made the composition possible.
But obviously it was not the surface meaning and linguistic shape of the text that
decided on its suitability, but some more subtle element of expressivity in the text
that triggered in the composer his artistic ambition. “Webern takes the text into his
music by elevating it to become the mental inducement and reflected counterpart
of the composition.”” The composer and the text must meet ‘inwardly,”” and it
very much depends on the composer’s situational responsiveness whether a text
is able to stimulate a composition in him or not. The quality expected of a text is
an expressiveness to which the composer can relate and which is carried into the
composition by the constructional process, independent of surface congruence of
text and music.

In terms of ‘partnership’, what are the implications of such a situation? There
is no independence of the partners, and the music clearly dominates and overrules,
even forces the text on the surface level. Yet the source of energy and ultimate cause
lies in the text, and the partners thus share a common emotional ground, are even

21 See Dorothea Beckmann: Sprache und Musik im Vokalwerk Anton Weberns. Die Konstruktion des
Ausdrucks, Kolner Beitrige zur Musikforschung 57, Regensburg 1970, p. 11-16.

2 “Webern nimmt den Text in die Musik hinein, indem der Text zum geistigen Anlaf§ und
reflektierten Gegeniiber der Komposition erhoben wird.“ (Elmar Budde: Anton Weberns Lieder Op.
3. Untersuchungen zur frithen Atonalitit bei Webern, Beihefte zum Archiv fiir Musikwissenschaft 9,
Wiesbaden 1971, p. 10).

# “[...] wenn Komponist und Text sich im Innern treffen, ist die Moglichkeit der Komposition
gegeben.” (Elmar Budde: Anton Weberns Lieder Op. 3. Untersuchungen zur friihen Atonalitiit bei
Webern, Beihefte zum Archiv fiir Musikwissenschaft 9, Wiesbaden 1971, p. 10).
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fettered to one another by that ground. Tension induced by a forceful dominant
partner is precariously kept alive by a strong, coercive basic bond between the two
partners: “Who’s Afraid of Virginia Woolf?’?

When Webern’s songs cannot be called ‘interpretive’ in a traditional sense, as
they show no significant internal dialogue between the words and the music, and as,
consequently, they are only marginal cases in the long tradition of ‘setting poems
to music’, even more radical cases of ‘non-interpretive songs’ can be found in the
contemporary pop scene. Most frequently in modern pop songs a singer develops
a style of musical performance, which becomes his trademark, and applies it to the
texts he uses, which mainly serve the function of allowing him to sing (rather than
make purely instrumental music). The essential irrelevance of the texts in such songs
is not to be deplored as it contributes to the social purpose of pop performances,
and the dominance of the music is equally no harm as the music and the text share
their objective of serving the market and entertaining the masses. These partners,
with one taking the lead, are indifferent to one another but are held together by a
shared joint purpose outside their partnership.

The case is different when the text follows a purpose of its own and, for instance,
wants to send out a message of political relevance. If such a text establishes an
argument, offers vivid images and descriptions and develops a rhetorical strategy of
persuasion, it is bound to perish when it is matched with droning basses, resounding
drums and shrieking voices. One victim of such a situation was Linton Kwesi
Johnson, who combined his fairly sophisticated texts against racial discrimination
of West-Indians in England with lively reggae music and had to experience deep
disappointment when his audiences completely neglected his political message and
gave themselves away to the thrill of the music. In such a case we have two clearly
independent partners, indifferent to one another and following contradictory
objectives vis-a-vis their audience, so they become antagonists, and in this battle
the music necessarily remains victorious as ‘her’ sensual presence and immediacy of
impact are far more successful than the words’ rational grasp. Johnson talked about
the ‘destructiveness of music’ in such situations, and one may wonder why under
these circumstances the partners would ever have wanted to start such a misalliance.
The fact is that Johnson at one point stopped doing performances of this kind.*

The foregoing observations have shown that there is a wide range of diverse
relationships which words and music can establish in songs, and have established
in the course of European cultural history. They are basically of two types: either
they are primarily concerned with meaning, and therefore take their start from

24 See Walter Bernhart: “The Destructiveness of Music: Functional Intermedia Disharmony in Popular
Songs® in Erik Hedling, Ulla-Britta Lagerroth, and Jenny Westerstrom (eds.): Cultural Functions
of Interart Poetics and Practice, Internationale Forschungen zur allgemeinen und vergleichenden
Literaturwissenschaft, Amsterdam; New York 2002, p. 247-253.
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a verbal text; in such ‘interpretive songs’ the music is expected to relate itself to
the text and contribute to the generation of meaning by the joint two forces of
the song. In the other type, meaning is of lesser concern and the function of the
song is in the wider sense social, with the music usually being the driving factor;
what interests the critic in ‘non-interpretive songs is not so much the internal,
intermedial relationship between words and music and their meaning-generating
activities, but their combined, or separate, relationship to the outer social sphere
and the cultural environment in general. While for the former type hermeneutic
methods will be the most adequate forms of song criticism, the latter type will be
best served by sociological and cultural-historicist methods — which is not saying
that ‘interpretive songs’ may not benefit from cultural-historical perspectives, but
that any assessment which does not account for their internal meaning-production
processes fails to account for an essential dimension of these songs. Historically,
one can observe that with the decline of art song writing in the latter part of the
twentieth century and the concomitant coming to the fore of popular forms of song
writing, textual analysis has tended to find diminished application in song criticism
and ‘historicist’ perspectives have gained importance. As in social life, other forms
of partnership than ‘perfect marriages’ take the lead in song writing, and the critical
industry is well advised to face up to the situation and develop appropriate methods
of assessment.

93



Walter Bernhart: Words and Music as Partners in Song

References

Beckmann, Dorothea: Sprache und Musik im Vokalwerk Anton Weberns. Die Konstruktion des
Ausdrucks, Kélner Beitrige zur Musikforschung 57, Regensburg 1970.

Bernhart, Walter: “The Destructiveness of Music: Functional Intermedia Disharmony
in Popular Songs“ in Hedling, Erik, Lagerroth, Ulla-Britta, and Westerstrém, Jenny
(eds.): Cultural Functions of Interart Poetics and Practice, Internationale Forschungen zur
allgemeinen und vergleichenden Literaturwissenschaft, Amsterdam; New York 2002
(p. 247-253).

Bernhart, Walter: “An Exegetic Composer: Benjamin Britten’s Journey of the Magi” in
Arbeiten aus Anglistik und Amerikanistik, Vol. 20, 1995 (p. 123-134).

Bernhart, Walter: “Setting a Poem: The Composer’s Choice For or Against Interpretation®
in Yearbook of Comparative and General Literature, Vol. 37, 1988 (p. 32—46).

Bernhart, Walter: “Theorie und Praxis der Vertonung in den elisabethanischen Airs” in
Phister, Manfred (ed.): Anglistentag 1984 Passau. Vortriige, Giessen 1985 (p. 245-260).

Budde, Elmar: Anton Weberns Lieder Op. 3. Untersuchungen zur friihen Atonalitiit bei Webern,
Beihefte zum Archiv fiir Musikwissenschaft 9, Wiesbaden 1971.

Campian [sic], Thomas: “To the Reader” in Fellowes, Edmund H. (ed.), rev. ed. by
Thurston Dart, The Songs from Rosseter’s Book of Airs (1601), The English Lute-Songs,
London; New York 1968.

Campion, Thomas: “Observations in the Art of English Poesy” in Smith, G. Gregory (ed.):
Elizabethan Critical Essays, Vol. 2, Oxford 1971 (p. 327-355).

Campion, Thomas: “To the Reader” in Scott, David (ed.): First Book of Ayres (c. 1613),
The English Lute-Songs, London; New York 1979 (p. ix).

Cone, Edward T.: “The Composer’s Approach to the Text” in Fry, Northrop (ed.): Sound
and Poetry. English Institute Essays 1956, New York 1957 (p. 3-15).

Crawford, Thomas: Burns. A Study of the Poems and Songs, Edinburgh 1978.

Dowland, John: “To the Right Honorable Sir George Cary [...]” (Dedication) in Fellowes,
Edmund H. (ed.), rev. ed. by Thurston Dart, 7he First Book of Ayres (1597, 1600, 1603,
1606, 1613), The English Lute-Songs, London; New York 1965 (p. iv).

Ewing, J. C. and Cook, D. (eds.): Robert Burnss Commonplace Book 1783—1791, Glasgow 1938.

Hagstrum, Jean H.: The Sister Arts. The Tradition of Literary Pictorialism and English Poetry
from Dryden to Gray, Chicago 1958.

Kinsley, James (ed.): Burns. Poems and Songs, Oxford 1969.

Martinez, Michele: “Sister Arts and Artists: Elizabeth Barrett Browning’s Aurora Leigh and
the Life of Harriet Hosmer” in Forum for Modern Language Studies, Vol. 39, No. 2, 2003
(p. 214-226).

Moller, Joachim (ed.): Sister Arts. Englische Literatur im Grenzland der Kunstgebiete, Marburg
2001.

Morley, Thomas: “Rules to be obserued in dittying” in A Plaine and Easie Introdvction to
Practical] Musicke. London 1597, The English Experience 207, Amsterdam; New York
1969 (p. 177-178).

“The Sister Arts: British Gardening, Painting and Poetry, 1700-1832,” http://www.laits.
utexas.edu/sisterarts/sublime/index.htm [4/3/2006].

Stevens, John: “The English Madrigal: ‘Perfect Marriage” or ‘Uneasy Flirtation™ in Essays
and Studies, 1958 (p. 17-37).

Strunk, Oliver (ed.): Source Readings in Music History. From Classical Antiquity to the
Romantic Era, London 1952.

94



From Operatic “Urform” to a “New Opera”:
On Kurt Weill and Musical Theatre

Magnar Breivik

In 1850, Richard Wagner introduced the concept of “das Gesamtkunstwerk,” as a
path-breaking attempt towards the comprehensive integration of the arts — especi-
ally of poetry, music, and dance — into a supposedly new artistic entirety. Wagner
described music as “the sea” that both divided and united “the two extreme antitheses
of human art, the arts of dancing and of poetry.”! In his conception of music drama,
the arts are considered as subordinate to a central idea according to which they fuse
in order to obtain a common goal. The intention of this particular kind of mediation
between the muses is a heightened artistic synthesis where the arts mutually complete
and complement each other in a sophisticated play of intermediality, in which the
limitations of the individual arts are overcome. This is why Wagner considered the
“Gesamtkunstwerk” as representing nothing less than “the artwork of the future.”

The ambition of combining all the arts successfully in one and the same work
has appeared on every occasion that the renewal of opera has been on the agenda. In
the 1920s, about three quarters of a century after Wagner’s proclamation of “the art-
work of the future,” opera was again much debated on German soil. This was the
new era that immediately followed the traumas of World War I, and Wagner’s ideas
were regarded as passé, at least by representatives of the upcoming generation of
young composers, stage directors, playwrights, and authors. Kurt Weill was among
the new German composers sharing this view. With the cultural life of the Weimar
Republic as his springboard, Weill would go on to exert a substantial influence on
the progress of 20®-century theatre music as a whole. The focus of this article is on
aspects of Weill’s views on musical theatre as an intermedial art.

Kurt Weill (1900-1950) began making himself felt in German music life during
the first half of the twenties. After the Nazis came to power in 1933, Weill —a Jew by
birth and an allegedly radical, left-wing composer dallying with jazz — had no option
but to emigrate and try to continue his career abroad. Subsequent to a transitional
stay in France, he ended up in the USA, where he soon became one of the artists
who exerted a significant impact on the development of American musical theatre.

In 1936, one year after Kurt Weill had arrived as a refugee in America, he
described “die Schaffung eines musikalischen Theaters fiir unsere Zeit” (the making

! See, for instance, Richard Wagner: excerpt from the essay “The Artwork of the Future” (1850) in
Oliver Strunk: Source Readings in Music History, rev. and ed. Leo Treitler, New York; London 1998
(p. 1097-1112), p. 1100.
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of a musical theatre for our time) as the goal he had been heading towards since the
very beginning of his career.” His own application of the term “musikalisches Theater”
(musical theatre) — and not “Musiktheater” (music theatre) — is crucial for any
understanding of his contribution to the stage: He always seemed to regard musical
theatre not as a self-contained artistic genre but as an intermedial art containing
music yet based on the laws of the theatre medium. This view also implied that each
artistic medium involved contributed according to its own possibilities and limi-
tations. Hence, Weill would never believe in Wagner’s lofty ideals of an elevated
“Gesamtkunstwerk” in which the arts were supposed to combine in a way that
could transcend the inherent limitations of each of them. A simple token of Weill’s
conviction is that most of his works for the stage include some kind of spoken dia-
logue: As a rule, Weill would be reluctant to set to music anything he thought might
be said better in words.

In Weill’s writings from the late 1920s, the concept of “die Urform der Oper”
(the primeval form of opera) starts turning up, often with a reference to Die Drei-
groschenoper (The Threepenny Opera) — which is no opera at all. To Weill, “the
primeval form of opera” means the combination of drama and music found in Greek
tragedies, in medieval mystery plays, and in Japanese N6-theatre, but also in what
he regards as music history’s first opera: Monteverdi’s L'Orfeo of 1607. In all these
cases music takes part as an integral part of the drama, however always on its own
premises. In Weill’s opinion, from the Renaissance onwards opera started departing
from the spoken drama and developed into a self-contained form culminating in
the aforementioned Wagnerian music drama. His ambition was to restore the so-
called ‘primeval’ form by re-establishing a supposedly ideal link between drama and
music where both components play mutually dependent roles according to their
independent modes of expression.’

Through his multifarious output for the stage Weill stands forth as a persistent
explorer of territory that lies somewhere between spoken theatre and traditional
opera, as also between popular music and serious music, or as his native language
would characterise them, “U-Musik” and “E-Musik” respectively.

Weill thought of himself as a musical-theatre innovator throughout most of his
professional career, and most his works for the stage should be described as hybrids of
some kind. In his oeuvre one finds a variety of designations, such as “opera,” “opera
buffa,” “Songspiel,” “play with music,” “comedy with music,” “school opera,” “ballet
chanté,” “operetta,” “biblical drama,” “musical play,” “musical comedy,” “vaude-
ville,” “folk opera,” and “musical tragedy.” Occupying a new territory between the

2 See Kurt Weill: “Was ist musikalisches Theater?” (1936), notes for a lecture, German trans. in
Stephen Hinton and Jiirgen Schebera (eds.): Kurt Weill, Musik und musikalisches Theater. Gesammelte
Schriften, Mainz 2000 (p. 144—147).

3 See, for instance, Kurt Weill: “Die Alchemie der Musik” (1936) in Hinton & Schebera 2000 (p.
148-154).
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opposite poles of theatrical forms and musical genres, Weill seemed to be convinced
that he would also be able to reach out to a new public. For him, the challenge of the
theatre medium and its audiences was always the basic point of departure. Unlike
many of his composer colleagues, Weill is reported to have been quite willing to
make extensive cuts in his music as long as the result might lead to a more idiomatic
performance on stage. “Das Tempo der Bithne” (the pacing of the stage) was a
concern that always had a prominent position in the development of his musical
ideas.* Another consequence of Weill’s attitude towards artistic practicalities is that
his music, despite its proven resistance to the wear and tear of time, often gives the
impression of having been tailored to suit a particular public in a particular place.

After his first operatic success, Der Protagonist (with Georg Kaiser, 1924/1925),
Weill wrote only one purely instrumental work, his Symphony No 2, which was
premiered by Bruno Walter and the Concertgebouw Orchestra in 1934. As years
went by, Weill’s music-theatre achievements would include about thirty works for
the stage, starting with the lost one-act opera Ninon von Lenclos (after the play by
Ernst Hardt) of 1919/1920. Due to Weill’s untimely death in 1950, the last piece,
based on the story of Huckleberry Finn (Mark Twain/Maxwell Anderson), remained
unfinished.

Die Dreigroschenoper, which was premiered in 1928, became one of the most
successful musical-theatre works in the 20™ century. Weill regarded this piece, and
works like Das Berliner Requiem (1928), Der Lindberghflug (1929), and Happy End
(1929), as preliminary studies for the full-length opera Aufstieg und Fall der Stads
Mahagonny of 1929. All these works were the results of fruitful collaborations with
Bertolt Brecht. In the extensive Mahagonny opera Weill saw the realisation of his
ideas of what a new opera in a new age should really be.

At the time when Die Dreigroschenoper was put on stage at the Theater am
Schiffbauerdamm in Berlin, the expression a “new opera” had already appeared
in Weill’s writings for quite a while. He had started to envisage a comprehensive
renewal of the art of opera. In discussing the prospects of an operatic reform Weill
was certainly not alone. After World War I, the issue of a contemporary “opera
crisis” was frequently on the agendas of both composers and writers. In addition to
a variety of musical and theatrical considerations, historical, sociological, economic,
and political perspectives on opera were also prominent in contemporary debates.
The allegedly ‘anti-aesthetics’ arguments associated with “Die neue Sachlichkeit”
(The New Objectivity) were of great significance to the development of music at
the time. Among the characteristics of musical “neue Sachlichkeit” were the use of
traditional forms (such as sonata and dance forms versus the through composition
favoured in late romanticism and expressionism), the predilection for “objective”

#On “the pacing of the stage,” see Kurt Weill: “Bekenntnis zu Oper [II]” in Hinton & Schebera 2000
(p. 47-49), p. 46.
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winds over “subjective” strings, the focus on smaller ensembles rather than the
mammoth orchestras associated with romantic music, and a decisive urge towards
narrowing the expanding gap between contemporary music and the public. The
prevalent opera traditions in Germany were rooted in Romanticism, and many of
the debates on opera were based on a conviction that the genre was in itself passé:
the genre was readily associated with cultural conservatism and pre-war bourgeoisie,
and it was thus in need of a more than comprehensive renewal in a contemporary
present that looked to an even brighter future. This overall attitude also explains
much of the anti-Wagnerian stance at the time and the many reactions against a
“Gesamtkunstwerk” that seemed far removed from the ideals of an up-to-date new
objectivity.

The views of musical-theatre intermediality, in which each artistic component
should be exploited only according to its own potentialities, must also be seen in
the light of a more general craving for objectivity. During the 1920s the Germans
saw a Hindel-opera renaissance in which the baroque operatic form in itself, as well
as the old master’s brilliant capacity of displaying human affects through music,
gained considerable attention. A Hindel opera seria is based on numbered sections
of recitatives and arias, not on an incessant flow of music of the kind that was later
found in Wagnerian music drama.

The reverence for ancient traditions combined with the utilization of languages
of modernity is characteristic for “Die neue Sachlichkeit” in music. In 1927, how-
ever, Ernst KreneK’s jazzy opera Jonny spielt auf (Jonny Strikes up the Band) was
hailed as something decidedly new, as a “Zeitoper” revealing the true spirit of the
time. Paul Hindemith’s Neues vom Tage (News of the Day), 1929, also became an
important representative of that particular genre. In Kurt Weill’s oeuvre, Der Zar
lisst sich photographieren (The Tsar has his Photograph Taken) of 1928 may be seen
as his most typical contribution to this field.’

In a brief autobiographical article appearing in the same year, 1928, Weill’s
thoughts on the renewal of opera were once again aired. This text, faithfully following
the instructions of Berliner Tageblats, was designed as a lesson for twelve-year-old
children. Weill starts his lesson by pointing out that the times of (Wagnerian) gods
and heroes are over, and that music is no longer a matter for the few.® In the field of
opera and musical theatre he presents his wishes to start from the very beginning,
and he concludes his lesson by putting forward the notion of “der gestische Charak-
ter der Musik” (the gestic character of music) as the most important result of his
work until then. This concept will be more fully discussed later. Weill gives his
imaginary pupils of 1928 a set of programmatic statements strongly resembling
a musical-theatre manifesto. The notion that “music is no longer a matter for the

> See Susan C. Cook: Opera for a New Republic: The Zeitopern of Krenek, Weill, and Hindemith,
London 1988.
¢ Kurt Weill: “Der Musiker Weill” (1928) in Hinton & Schebera 2000, p. 68-71.
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few” can always serve as a good starting-point for a presentation of his thoughts.
What Weill stresses are the social functions of music and the conviction that music
should be a part of everyday experience. The 1920s, the formative years of Weill’s
artistic development, were times of musical experiments displaying a vigour and
variety hardly surpassed by any other decade in the history of music. “Die neue
Sachlichkeit” was part of this picture, and it was in 1923 that Gustav F. Hartlaub,
the director of the Mannheim Kunsthalle, introduced this motto on the occasion
of the preparation of an exhibition of post-expressionism art under that very title.
The title was quickly transformed into a slogan that soon spread like wildfire both
through the arts and through everyday life of the Weimar Republic.

The German musicologist Heinrich Besseler is acknowledged as the one who
coined the term “Gebrauchsmusik” in the mid-twenties.” “Gebrauchsmusik” is not
really an equivalent to musical “neue Sachlichkeit,” although both concepts are
nourished from the same soil. To Besseler, personal participation in musical activity
should be regarded as the best way to cope with what he saw as a contemporary
passivity among the listeners, a compliance caused by a public concert system based
on outworn traditions and commercial music consumption. “Gebrauchsmusik” was
regarded as the vehicle for restoring a supposedly genuine musical “Gemeinschaft”
that seemed to have been disappearing in the course of the previous decades.
Besseler thus referred to another of the Weimar Republic’s widely cherished words:
the warm and all-inclusive “Gemeinschaft” (community), as opposed to the cold
and mechanical “Gesellschaft” (society).®

Although the functions of the arts and their societal value were discussed and
described from different angles at the time, the concept of “Gebrauchsmusik” (“utility
music” or “music for use”) is not easy to define. As stated by Paul Hindemith, once
among the term’s productive representatives, the concept is strongly connected to,
and perhaps even delimited to, the vastly expanding musical market of the post-war
years.” The rapidly increasing amateur movement, the grand perspectives of the
newly established broadcasting co-operations, and the excitingly novel possibilities
found in the film industry played important roles in those years of artistic expansion.
However, the notion of “Gebrauchsmusik” was also used as a more general protest
against the supposedly dangerous and esoteric avant-garde; it was music explicitly
written for common use and not as what ironical critics might characterize as the
egocentric self-expression of the suffering artist. All in all, the “Gebrauchsmusik”
term proved to be comprehensive indeed. The main point seems to be that music

7 See Heinrich Besseler: “Grundfragen des musikalischen Hérens” in Jahrbuch der Musikbibliothek
Peters 32/1925, Leipzig 1926 (p. 35-52).

#This dichotomy was based on the German sociologist Ferdinand Ténnies’ antitheses of Gemeinschaft
and Gesellschaft, which he introduced in his book Gemeinschaft und Gesellschaft of 1887.

?See Paul Hindemith: “Betrachtungen zur heutigen Musik” in Giselher Schubert (ed.): Paul Hinde-
mith: Aufsiitze, Vortriige, Reden, Ziirich; Mainz 1994 (p. 131-176).
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so described involved some aspects of musical utility combined with principles of
musical activity, both perceived in the widest sense.

In his article “Die Oper — wohin? ‘Gebrauchsmusik’ und ihre Grenzen” (1929)
Weill presented “Gebrauchsmusik” as an ideal basis for the development of a new
opera.'® His reasons lie in the conviction that high-quality “Gebrauchsmusik” aims
at combining “Kunstmusik” (art music) with what he characterises as “Verbrauchs-
musik” (consumer’s music) into an amalgamation suiting a broad and modern
musical public. The possibilities that he proceeds to discuss are founded in what in
later German terminology is described as “die mittlere Musik,” the music “in the
middle” or “in-between.” As the formulation suggests, this music tends to mediate
the polarities of contemporary music: the antagonisms of high and low, tonal and
atonal, autonomous and functional.

In Weill’s opinion, the art of opera had developed generic characteristics that
addressed a rather limited group of listeners in the modern times of which he was a
part. As already suggested, he shared this view with many of his composer colleagues.
Operatic music needed new and fertile soil, and Weill saw the fundamental
approaches on which genuine “Gebrauchsmusik” is based as really having the
potential to open doors to a wider public. He was fully aware of the dangers of
making artistic concessions on behalf of short-lived popularity, and he was cautious
to emphasise that artistic quality must always be the guiding star. For one thing,
he warned the composers of “Gebrauchsmusik” against any competition with the
makers of gramophone hits. Music is a fundamental need that must always be satis-
fied through artistic quality. Good music, including opera, should never be reserved
for the chosen few.

Weill was never part of the Schonberg school, yet he started out by applying
tonal structures and compositional principles that were not always easily accessible
to a broad public. Weill’s ambition to increase accessibility to opera and musical
theatre in general inevitably led to a revision of his own modernist musical language.
A new and more accessible style started to emerge in his music during the second
half of the 1920s. A central trait of this stylistic change was a distinct swerve towards
a more traditional tonality, combined with a highly creative use of popular-music
idioms. Weill’s inclusion of a special type of “Song” is but one remarkable result of
his development.

The “Song” appeared for the first time in the Mahagonny Songspiel of 1927,
the most direct precursor to the later, and substantially extended, Aufstieg und Fall
der Stadt Mahagonny. The Songspiel title, referring to the traditions of the German
Singspiel through a provocatively “modern” Anglo-American twist, is evocative in
itself. While a comic or romantic story containing spoken dialogue, popular songs,

10 Kurt Weill: “Die Oper — wohin? ‘Gebrauchsmusik’ und ihre Grenzen” (1929) in Hinton &
Schebera 2000 (p. 92-96).
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ballads, and strophic arias often characterize a German Singspiel, the Mahagonny
Songspiel has neither dialogue nor any character development. The order of the
“Songs” presents a scrawny story about the destiny of a city called Mahagonny. This
experimental “Songspiel” is thus a “play of Songs” to which no spoken dialogue has
been added. Rather it has been subtracted, as if this were a intermedial work minus
one of the media. Although Weill would never write another work in this vein,"
from the time of Mahagonny the binary verse-and-refrain “Song” became a most
vital ingredient in his music for the stage, at least while in Europe. In the context of
opera this “new” melodic genre more or less replaced the traditional aria. The term
emanates from the Anglo-American language rather than from German. As already
suggested, Weill's “Song” represents a blend of contemporary, familiar elements
related to jazz, popular dance forms, and cabaret. However, everything is done with
a decidedly modern and definitely personal twist — each song is composed in a
highly sophisticated and artistically refined way. The music strives for the fusion
of bountiful possibilities of popular identification and truly artistic elevation. In
an interview with the New York World Telegram, 1935, Weill generously attributed
the “Song” genre to Bertolt Brecht and himself. “It became very popular and was
widely used in Germany,” he says. “Our ‘Song’ corresponded, I think, quite a lot to
the genre ‘American popular song.” It consisted of four or five verses with a refrain,
it was not, however, delimited to a fixed number of bars, as is the case with your
‘popular song’ here.”"?

The most common form of American popular song, to which Weill refers above,
is based on the 32-bar AABA-pattern. George Gershwin wrote all his popular songs
according to that outline; Richard Rodger’s “Edelweiss” is typical as is Weill’s “My
Ship,” the latter concluding Lady in the Dark (Moss Hart, Ira Gershwin) of 1940.
However, Weill would never, like many of his American colleagues, stick to one
song form. One important reason is that, unlike most of his fellow composers, he
never wrote a melody before he had a text at hand. Consequently, in Weill’s music
an already existing text always decided the form of the song.

The “Alabama Song,” originally from the Mahagonny Songspiel, is typical for
Weill’s contributions to the “Song” genre back in Europe. Example 1 shows a piano
reduction of the first few bars of the refrain as implemented into the later opera-
tic version. The smoothly flowing vocal line combined with a strict, repetitive
rthythmical pattern in the accompaniment is a typical trait of many a Brecht-Weill

""'With the possible exception of certain similarities found in his so-called “ballet chanté,” Die sieben
Todsiinden, 1933.

2“Er wurde sehr populir und wurde weithin in Deutschland benutzt. [...] Unser ‘Song’ korrespon-
dierte, wie ich glaube, sehr mit dem Genre des amerikanischen ‘popular Song.” Er bestand aus vier
oder fiinf Strophen mit einem Refrain, jedoch war er nicht an eine ganz bestimmte Zahl von Takten
gebunden, wie das bei Ihrem ‘Popular Song’ hier der Fall ist.” R.C.B. (initials unknown): “Kurt Weill
hat sich mit 35 Jahren seinen eigenen Platz geschaffen” (1935) in Hinton & Schebera 2000, p. 468.
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“Song.” Another characteristic feature is the falling leap in “[A-la-] ba-ma.” The
use of a descending leap at some strategic point of a melodic development is quite
frequently found throughout Weill’s entire production. This trait gives the vocal line
a sophisticated shape and at the same time some kind of extrovert singing quality
that stepwise progressions do not. Among the general Weill-characteristics in this
example are also the refined harmonic juxtapositions of major and minor. All these
traits confirm Weill's own words: “every text I've set looks entirely different once
i’s been swept through my music.””® Indirectly, this quotation also reveals Weill’s
consistent need for a good text as a muse for his music. The performance of the
Mahagonny opera makes use of both on-stage and off-stage orchestras. An abundant
use of brass and wind instruments — including soprano-, alto-, and tenor saxo-
phones — as well as harmonium, zither, banjo, and bandoneon contribute to the
characteristic sound that would become so strongly associated with Weill’s works
for the Berlin stage.

Here the first “sharks,” six girls unblushingly lead by the masterful Jenny, make a
rest before arriving in the dream-town of Mahagonny — all of them fit and prepared
to deal with the desires of well-heeled gold miners:
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Example 1. Kurt Weill: “Alabama Song” from Aufstieg und Fall der Stadt Mahagonny, mm. 26-35

Music that is composed in such a vein is not superficially seductive like the gramo-
phone hit, Weill says. It is rather annoyingly discomforting. Due to its ethical and
social content it is bitter, accusing, in its mildest form ironic." According to the
“‘Gebrauchsmusik” idea, a broad and actively receptive public will in turn provide a

B3 Kurt Weill in an unpublished letter to Erika Neher (1933), made available in Joanna Lee and Kim

Kowalke (eds): Die 7 Todsiinden/The 7 Deadly Sins: A Sourcebook, New York 1997, p. 5.
1 Kurt Weill: “Die Oper — wohin?...” in Hinton & Schebera 2000 (p. 92-96), p. 93.
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fresh and fruitful soil for new music. However, music’s popularity potential is certainly
not the only precondition for its applicability to the stage. Still more important is its
profound, all-embracing ability to render what Weill describes as the natural human
condition by expressing simple, human emotions (Regungen) and actions. In “Die
neue Oper” (1926) Weill writes about the transparent clarity of emotions in which
the possibilities for the emergence of a new opera are embedded, “because from this
clarity arises even the simplicity of musical language which opera demands.”"> Alban
Berg’s Wozzeck (1925) must be seen as the grand conclusion of a development based
on Wagner, Weill says. Ferruccio Busoni’s Doktor Faust (1924), on the contrary,
represents the starting point of a new fruitful period for opera, at the opposite pole
to music drama.'® This also leads back to Weill’s notion that “the times of gods and
heroes are gone” and his general wish to make “die Urform der Oper” his point of
departure. Weill’s ambitious aims must be seen in connection with the innovations,
or perhaps rather the renovations, that were taking place on the theatrical stage of
his time. In Weill’s opinion, opera might profit by successfully adhering to the ideas
of contemporary theatre, which he saw as explicitly directed towards what ordinary,
everyday human beings say and do. One ought to develop a musical idiom equally
“natural” as that of the profoundly human, spoken language of modern theatre.
On reaching this goal, music would become capable of embracing a huge range
of topics central to contemporary society. These are the true cultural functions of
a new opera. Weill’s views on the spoken-theatre medium as a guiding star for the
renewal of opera also influenced his very selective choice of collaborators. In the
notes for the original cast recording of the 1946 Street Scene (Elmer Rice, Langston
Hughes) he wrote of his continuous work towards solving “the form-problems of
the musical theatre”:

One of the first decisions I made was to get the leading dramatists of
our time interested in the problems of musical theatre. The list of my
collaborators reads like a good selection of contemporary playwrights of
different countries: Georg Kaiser and Bert Brecht in Germany, Jaques
Deval in France, Franz Werfel, Paul Green, Maxwell Anderson, Moss
Hart and Elmer Rice in America.!”

5 “In der durchsichtigen Klarheit unseres Empfindungslebens liegen die Méglichkeiten fiir die Ent-
stehung einer neuen Oper; denn aus ihr entspringt eben die Einfachheit der musikalischen Sprache, die
die Oper verlangt.” Kurt Weill: “Die neue Oper” (1926) in Hinton & Schebera 2000 (p. 42-45), p. 43.
16 See Kurt Weill: “Die neue Oper” p. 44.

7 Kurt Weill: “Two Dreams Come True” in Joanna Lee, Edward Harsh, and Kim Kowalke (eds.):
Street Scene: A Sourcebook, New York 1996, p. 26.
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In Weill’s opinion it was important to overcome what he saw as the musicians’
fear of truly equal collaborators from other fields of art.’® To the literary scholar
the notion of music’s capacity of expressing man’s natural attitudes may sound like
an echo of Brecht, with whom Weill had such successful collaborations. Brecht
is often put forward as the driving force in their productive coalition. There are
reasons to maintain that the influence must have been far more reciprocal than is
commonly acknowledged. In many cases it probably has to be seen as the other
way round. In a letter to Universal Edition in 1927, Weill, in the middle of his
work on the Mahagonny opera, wrote “I am working with Brecht every day on the
libretto, which is being shaped entirely according to my instructions. This kind of
collaboration, in which a libretto is actually formed according to purely musical
considerations, opens up to entirely new prospects.”” A couple of years later Weill
went even further into the nature of their professional relationship:

Music has more impact than words. Brecht knows it and he knows
that I know. But we never talk about it. If it came out in the open, we
couldn’t work with each other any more. Brecht asks for complete sub-
mission. He doesn’t get it from me, but he knows that 'm good and
that I understand him artistically, so he pretends that I'm utterly under
his spell. I don’t have to do anything to create that impression. He does

it all himself.?

Weill’'s fundamental ideas on opera should rather be seen as a continuation of
thoughts that were introduced by his highly influential teacher of composition,
Ferruccio Busoni. Weill once said that Busoni meant to him what Liszt meant
to Wagner.”! Weill was especially intrigued by his teacher’s two operas Arlecchino
(1914-16) and Doktor Faust. In Busoni’s opuses for the stage Weill saw the perfect
amalgamation of musical and theatrical expression.*

Already in 1907, Busoni, the prominent spokesman of a new classicism in music,
wrote in his Entwurf einer neuen Asthetik der Tonkunst, translated as Sketch of a New
Esthetic of Music:

18 See, for instance, Kurt Weill: “Verschiebungen in der musikalischen Produktion,” in Hinton &
Schebera 2000 (p. 61-64) p. 63.

¥ Quoted from Joanna Lee, Edward Harsh, and Kim Kowalke (eds.): Mahagonny: A Sourcebook,
New York 1995, p. 17.

2 Quoted from Lee, Harsh & Kowalke 1995, p. 95.

21 See “Der Komponist der Stunde. Ralph Winett: Interview mit Kurt Weill” (1936) in Hinton &
Schebera 2000, p. 471.

22 See Kurt Weill: “Busonis Faust und die Erneuerung der Opernform” (1927) in Hinton & Schebera
2000 (p. 54-58).
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The greater part of modern theatre music suffers from the mistake of
seeking to repeat the scenes passing on the stage instead of fulfilling
its own proper mission of interpreting the soul-states [attitudes] of the
persons represented. When the scene presents the illusion of a thunder-
storm, this is exhaustively apprehended by the eye. Nevertheless, nearly
all composers strive to depict the storm in tones — which is not only a
needless and feebler repetition, but likewise a failure to perform their
true function.”

Weill shared Busoni’s views of the possibilities and limitations of theatre music.
As suggested earlier, from an intermedial point of view Weill’s main issue is that
music, the spoken word, and the action on stage can co-operate very successfully
indeed, but they will always have to be based upon their own, individual premises
as fundamentally different forms of art. This fact does exclude their allegedly ideal
union in a dramatic “Gesamtkunstwerk” where, in addition to the lofty goals of
artistic elevation, the musical construction is based on a web of leitmotifs, expressions
of extra-musical phenomena, and an abundance of dramaturgical functions that are
designed to support the action. The music drama’s pretended reality on the stage is
bound to remove itself from tangible reality, as far as action, words, and music are
concerned. In Weill’s opinion, music thus had to take up its fundamentally irrational
role once again. Brecht, in an essay translated as “Notes on the Opera,” wrote about
the concept of epic opera in connection with Weill’s and his own Aufstieg und Fall
der Stadtr Mahagonny. “Words, music and setting must become more independent
of one another,” he claimed.?

A formal consequence of Weill’s thoughts on epic opera is that he wanted to
restore the number opera, in which the music is not evolving uninterruptedly and
incessantly from the firstbeginning till the very end. Inaccordance with epic-theatrical
principles, the function of songs and musical numbers should not be regarded as
fundamental vehicles for the dramatic procedure on stage. It should rather interrupt
the action, comment upon it, express an already established situation or a definite
stage in the dramatic development. This is also the case with the introduction of
the “Alabama Song” in the play. There may even be moments where an interrupting
or mediating song seems to be the only convincing alternative to a dead end. The
text and action on stage may thus even give certain excuses for the introduction of
music and songs. This is what Weill regarded as music’s function of irrationality in
the operatic enterprise.

Weill saw Die Dreigroschenoper, with its spoken dialogue and separated songs, as
the prototype of a renewed operatic “Urform” in the 20" century. In the Aufstieg und

23 Ferruccio Busoni: “Sketch of a New Esthetic of Music” trans. Theodore Baker, in Three Classics in
the Aesthetic of Music, New York 1962 (p. 75-102), p. 83.
% John Willett (ed. and tr.): Brecht on Theatre: The Development of an Aesthetic, New York 1992, p. 38.
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Fall der Stadt Mahagonny these principles were carried further to a more elaborate
musical work where each of the 21 scenes is constructed as a self-contained musical
number, as a segregated musical form in itself. Brief, mediating texts open up for
the next number.

According to Weill, music for operas should be basically equivalent to so-called
“absolute music”; it should be integrated in its own way but still be self-supporting.
The consequence of this idea is also that operatic music should be able to exist
as a self-sufficient, formal entity even outside the stage. Mozarts Don Giovanni
and Die Zauberflite were, together with Beethoven’s Fidelio, Weill’s favourites in
the classical repertoire of musical theatre. Weill maintained that in Mozart’s music,
often described as primarily dramatic, there is no fundamental difference between
what is written for the stage and what is written for, say, an instrumental chamber
music group.” This has all to do with the aforementioned “gestischen Charakter der
Musik,” which should be translated as music’s capability of representing both gist
and gesture. According to its inherent character, music has a fundamentally unique
capacity that is in no way delimited to any dramatic action in space. This is certainly
one of the most important points in Weill’s thoughts on musical theatre. The notion
of “der gestische Charakter der Musik” starts appearing in Weill’s writings from the
late 1920s. Before long one finds similar formulations in Brecht’s writings as well.
Weill also uses the German noun “Gestus,” an expression that during the 1930s
would become more widely accepted as denoting the very combination of gist and
gesture.”® In Weill’s opinion, the musical gestus is what makes music particularly
suitable for a renewal of the acting art in general. He uses the term in different ways.
It may, on its own musical premises, support the action on stage, and even present
a basic gestus showing the actor’s attitude. The verbal text itself may in many cases
possess its own inherent gestus, which it is a composer’s task to reveal and set to
music. Here, the rhythm of the text is important, but by no means sufficient. One
of music’s great advantages is its ability to both determine and to fix the gist and
gestures of performance, thereby preventing all the mistakes from which Weill sees
modern theatre so frequently suffering.

In his article “Uber den gestischen Character der Musik” Weill uses the “Alabama
Song” as an example of how the gestures of a text are carried out in music. In his
opinion, Brecht’s own melody, printed as an appendix to his Hauspostille,” is by no
means artistically satisfying. It seems to render the rhythmical gestus and nothing
more:

% Kurt Weill: “Uber den gestischen Character der Musik” (1929) in Hinton & Schebera 2000 (p.
83-88).

2 In 1957 Brecht’s discussion of some aspects of the term “gestic music” were published in his Schriften
zum Theater, in Willett, p. 104—106.

¥ Bertolt Brecht: “Gesangsnoten” in Hauspostille, Berlin; Frankfurt am Main 1960 (p. 155-164), p.
161-162.

106



Changing Borders: Contemporary Positions in Intermediality

o~ Sspressivo

e - = & #—

H {
h:j— R 5 0 kS Bk B SO
L T I by okl S P RS, e AR ¢ .

tell you: we must die! Oh! moon of A-la- ba-ma we

H

43

A7 |
B
o/

i - W]
L4 [ 4

Py

R

o
o :1 o |} . o | £
-

must now say good-by we’ve lost our good old

Example 2. Bertolt Brecht: “Alabama Song,” mm. 11-14

The combination of a concern for “the pacing of the theatre stage,” the utiliza-
tion of a correctly conceived “Gebrauchsmusik” concept, the recognition of music’s
possibilities and limitations as an art, the concept of an operatic “Urform”, and “der
gestische Charakter der Musik” may sum up Kurt Weill’s thoughts and contributions
to the musical theatre of his time.

Weill’s unfortunately brief yet highly eventful career took place on both Schiff-
bauerdamm and Broadway. It is important to bear in mind that the musical-theatre
stages of Berlin and New York were based on fundamentally different premises. One
substantial challenge for a European immigrant composer arriving in the 1930s, lay
in the simple fact that the USA completely lacked any significant operatic tradition.
Accordingly, the American stage would require different solutions and divergent
ways of expression. In his newly adopted country Weill also had to pursue his career
under different cultural and economic conditions, a trivial fact that could not
be ignored. This also had a discernible influence on his musical language, which
preserved many of its characteristics and at the same time became closer to American
popular-music idioms, and on the variety of his artistic contributions.

Weill’s remarkable flexibility as a composer was deeply rooted in both his own
musical personality and in his profound recognition of the cultural functions of
opera and musical theatre in 20%-century society. Historically, Aufstieg und Fall
der Stads Mahagonny is often regarded as the forerunner of a more dramaturgically
comprehensive Broadway-opera genre. In this field, Streer Scene, written just four
years before he died, became Weill’s own path-breaking contribution. Through this
work Weill saw his dream of creating a new type of musical theatre that combined
European opera traditions and Broadway standards of popular accessibility coming
true.
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The “Scholarly” and the “Artistic”:
Music as Scholarship?

Nils Holger Petersen

This article is based on my own personal experiences as a scholar and a composer and
therefore, to a larger extent than normal in academic writing, marked by subjective
concerns and ideas. However, the aim of the presentation is to raise and discuss
a general question concerning the traditional distinction between “the scholarly”
and “the artistic” which I believe to be relevant for academic work. Taking up a
specific example - a musical composition of my own - I will raise the question to
what extent it makes sense to claim that this piece of music also can be received
as a scholarly contribution. Academic presentations are traditionally formulated
in words, possibly supplemented graphically. The present discussion involves the
question whether scholarship in principle must be limited to the media of words
supplemented by graphic figures.! For me, the question has come up in connection
with my own activities. The article attempts to extract a general discussion on the
basis of my own individual background.

Since the 1930s, at least, the relationship between art and scholarship was
critically taken up in humanistic scholarship and the arts. In the understanding of
the philosopher Theodor W. Adorno, Arnold Schénberg’s twelve-tone music could
be claimed to bring about knowledge.? Adorno and the novelist Thomas Mann in
each their ways contributed significantly to discussions of music aesthetics through
philosophical and fictional writings, respectively. These discussions became of im-
portance for the course of musical modernism in the aftermath of the Second World
War and belong to the general context of my personal experiences in the “new music
world” in Copenhagen in the 1960s and 70s.?

! Obviously, music, as well as images, may be — illustrative — parts of an academic presentation.
This is not what I am thinking of here. I am concerned with the actual use of the medium music 7o
state a point; something that may rather be compared to the use of graphics to show connections for
instance via a scheme in order to state a theoretical point.

% See Theodor W. Adorno: “Der dialektische Komponist” in Gesammelte Schrifien, Vol. 17, Musikal-
ische Schriften IV: Impromptus. Zweite Folge neu gedruckter musikalischer Aufsiitze, Frankfurt am Main
1982 (p. 198-203). The essay was originally written in 1934. English translation: Theodor W.
Adorno: “The Dialectical Composer” in Theodor W. Adorno: Essays on Music. Selected, With Intro-
duction, Commentary, and Notes by Richard Leppert. New Translations by Susan H. Gillespie, Berkeley
2002 (p. 203-209).

3 The intertextuality between Thomas Mann’s Novel Doktor Faustus (published in 1947) and Theodor
Wiesengrund Adorno’s Philosophie der neuen Musik (published in 1949) in itself constitutes an im-
portant example. However, both works on different premises take up the question of the role and
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[tisnecessary to giveafew details concerning myartisticand academic background.
I had written music since I was about 14 years old and became acquainted with the
modernistic crisis of the art of music through my studies of composition with the
Danish composer Ib Neorholm (born 1931) in the mid-sixties at the same time as
I was exposed to much contemporary music through my mother, Elisabeth Klein,
a pianist performing primarily newly composed music. Simultaneously, I studied
mathematics, worked as a mathematician for some years at universities in Denmark
and Norway, and later went into theology and humanistic scholarship concerning
the arts and the history of Christianity.

In 1980, looking - in various music books - for a quotation that could function
as an “other” in a musical composition I was working on, I happened to find a chant
melody from the Middle Ages which I used for the piano piece in question (which
I ended up calling A Plain Song).

In the years which followed, I came to perceive medieval music primarily as
the cultic musical basis out of which the art of music had developed and become
independent of its previous collective role and character of medieval music. I under-
stood this medieval music as fundamentally - even qualitatively - different not only
from the modernistic atonal music that I wrote, but as equally different from the
tonal — classical — music out of which modernism primarily had developed or from
which it had broken out. All this was seen very much in the light of the under-
standing of Thomas Mann’s composer-protagonist Adrian Leverkiihn — in Dokzor
Faustus — as a youth. He is still in high-school when, after a music-historical lecture,
he is referred for the following overall music historiographic construction:

The pupil of the upper school appeared to be struck by the thought,
which the lecturer had not expressed at all but had kindled in him,
that the separation of art from the liturgical whole, its liberation and
elevation into the individual and culturally self-purposive, had laden
it with an irrelevant solemnity, and absolute seriousness, a pathos of
suffering, which was imaged in Beethoven’s frightful apparition in the
doorway, and which did not need to be its abiding destiny, its permanent

intellectual constitution. [...]*

possibilities (or impossibilities) of art in modern society. See Nils Holger Petersen: “Introduction:
Transformations of Christian Traditions and their Representation in the Arts, 1000-2000” in
DPetersen, Cliiver and Bell (eds.): Signs of Change: Transformations of Christian Traditions and their
Representation in the Arts, 1000-2000, Amsterdam 2004 (p. 1-23), p. 9-16.

#Thomas Mann: Doctor Faustus, trans. from the German by H.T. Lowe-Porter, London 1992, p. 57.
See Thomas Mann: Doktor Faustus: Das Leben des deutschen Tonsetzers Adrian Leverkiihn erzihlt von
einem Freunde, Berlin 1963 (orig. Stockholm 1947), p. 65-66.
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The “medieval” had become a different world for me, an “other” which asserted
its importance by way of the perspective it gave on the modern and the classical. A
few years later, in 1989, I wrote a music drama, A Vigil for Thomas Becket, in which
this idea was worked out in the libretto as well as in the music, and in both cases by
reference to quotations from medieval authors, very much - in my later judgement
- in line with Hans Robert Jauss’ hermeneutics of medieval literature although at
the time I had not read a word by him.’

Intuitive “artistic” experience in some measure seems to have anticipated what I
have later tried to approach in a more strict academic way. Also, the briefly described
role of the “medieval” in my music does not appear only to be found in my musical
constructions. Although I was not conscious about it at the time, this was something
to be heard in works of other contemporary composers as for instance George
Crumb (born 1929), Alfred Schnittke (1934-98), and Peter Maxwell Davies (born
1934) to name but a few important names.

The terms “art” and “artistic” are difficult to define. The changes which the
understandings and practices of art have undergone in modern times - since the rise
of a modern concept of art - may lead to define art as that which the contemporary
institutions of art treat as art.® In other words, I do not claim the existence of any
definable inherent artistic qualities in “works of art”; even so, my use of the term is
undeniably informed by traditional uses of the concept of art in Western cultural
history, especially since the eighteenth century, and of the sensibilities to which such
traditions and practices have given rise. These undoubtedly include ideas of artistic
quality: in spite of all differences, disagreements, and - necessary - cautions, there
is probably a fairly common consensus in modern-day Western cultures that what

> See my account in “/n Rama sonat gemitus... The Becket Story in a Danish Medievalist Music
Drama, A Vigil for Thomas Becker’ in Richard Utz, and Tom Shippey (eds): Medievalism in the
Modern World: Essays in Honour of Leslie Workman, Tourhout: Brepols 1998 (p. 341-58). See also
Hans Robert Jauss: “The Alterity and Modernity of Medieval Literature” in New Literary History,
Vol. 10, No. 2, 1979 (p. 181-229).

¢ For the ‘modern system of the arts,” see Paul Oskar Kristeller: “The Modern System of the Arts”
Part L in Journal of the History of Ideas, Vol. 12, No. 4, 1951 (p. 496-527) and Part I in Journal of the
History of Ideas, Vol. 13, No. 1, 1952 (p. 17-46) with several later reprints. The modern crises of the
concept of art are apparent in the history of the twentieth-century arts as discussed prominently, for
instance, in the critical works of Walter Benjamin and Theodor W. Adorno already in the first half
of the century and, of course, by many others. For recent discussions pointing to the “institutional
system of the art-world,” see Eyolf @strem: ““The Ineffable’: Affinities between Christian and Secular
Concepts of Art” in Petersen, Cliiver, and Bell (eds.): Signs of Change: Transformations of Christian
Traditions and their Representation in the Arts, 1000-2000, Amsterdam 2004 (p. 265-292), and Claus
Cliiver: “On Genres: Their Construction, Function, Transformation, and Transposition” in @Dstrem,
Bruun, Petersen, and Fleischer (eds.): Genre and Ritual: The Cultural Heritage of Medieval Rituals,
Copenhagen 2005 (p. 27-46), esp. p. 45-46. See also Hans Belting: Das Unsichtbare Meisterwerk:
Die modernen Mythen der Kunst, Miinchen 1998, p. 13: “Nur ein historisches Verstindnis schiitzt
uns vor dem Irrtum, die heutigen Begriffe fiir universal zu halten.” [Only a historical understanding
protects us from the error of regarding contemporary concepts as universal].
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may be subsumed under the idea of “the artistic” is rooted in personal experience
but must - in one way or another - rise above the mere personal.

A Musical Composition as a Historiographical Construction?

In the following I shall comment on a very recent musical composition of mine, a
piano piece written to be played in connection with a public talk I gave on 5 Decem-
ber 2006 in the “Theological Association” (7eologisk Forening) at the Theological
Faculty of the University of Copenhagen. The title of the piece is Coram Mozart
(Facing Mozart). The purpose is to discuss in what way a claim can be made sensibly
that something which by most people would be described as an artwork (whether or
not the same people like the piece or not) may - also - represent a historiographical
construction of a scholarly nature. The first pages of the score are found towards the
end of this essay.

I will not discuss the piece analytically, but - in that respect - only remark that
the music is based on a number of systematic devices which all relate to Mozart,
although in fundamentally different ways. My piece takes its point of departure in
a quotation from Mozart’s Adagio in B minor KV 540 for solo piano (composed in
1788). This involves a construction of a tone series derived from (the possible ones
among) the letters of Mozart’s name, i.e. Wolfgang Amadeus Mozart, at some point
during the piece used in a construction of a twelve-tone series which is twice employ-
ed directly: one time in a short passage based on a strict - traditional - twelve-tone
technique and once - as the conclusion of the piece — where it is harmonized in a
traditional style of a Lutheran chorale as far as that is possible (which, of course,
it is not since it is not possible to carry through a traditional tonal functionality
during one presentation of a twelve-tone series). A series of chords which have
been constructed in a similar way determines a large part of the overall structure
of the piece providing it with an aspect - although fragmented - of mechanical
construction.

The built-in stylistic inconsistencies, not only between various musical styles or
materials (quotations and other musical matter) but also within the representation
of individual musical constructions from the various traditions called upon and the
overall form of the piece incorporating such diverse materials and musical techniques,
is part of its idea: a self-contradictory system which nevertheless appears as a kind
of rounded form (or course of musical events) by virtue of its - sort of traditional
- chorale conclusion although this chorale also represents the impossibility of such
a roundedness, as mentioned. Within this — obviously modernistic — scheme, the
piece includes a number of short quotations by Mozart, mainly from the mentioned
Adagio. These are “authentic” in the sense that they are exact and only manipulated
by way of their re-contextualization, a device which, of course, is a strong kind of
manipulation. In addition, there are reminiscences of quotations built in at various
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points. Altogether, Mozart is referred to practically throughout the whole piece but
in very different ways and degrees, some more easily audible than others.

In my understanding of music historiography, Mozart belongs to what has been
called Old Europe by the Historian Dietrich Gerhard. A few years ago, trying to
place Mozart in a long-term account of European cultural history, I wrote:

My struggle, as it were, regards the historiographic position of Mozart
in such a narrative; and the reading I propose [...] places Mozart firmly
in what has been called Old Europe. This is the traditional, Christian
Europe, medieval in the extended sense of, for instance, Jacques LeGoff.
It is Europe at the same time when the individualism with which many
thinkers of the Enlightenment were concerned is being pronounced
more convincingly than ever before.”

I would like to claim that the piece Coram Mozart is a historiographical contribution
in the following sense: by way of traditional “artistic” means it represents a seem-
ingly narrative construction which highlights Mozart and the traditional Old
European culture as an indispensable alterity for a modern musical world which has
parted with the tradition in radical ways but at the same time lives off these musical
traditions although it no longer can sustain them directly. Mozart, in other words,
here plays a similar role to the one which the medieval music in the before men-
tioned musical works played. The point is that Mozart’s music for me combines
stability of form with poignant expressions of human emotions. The latter may be
found in all periods of musical composition before as well as after Mozart, but the
first separates him in a fundamental way from his successors in a way which for me
clearly places him at the end of a long music historical period from the Middle Ages
up to and including himself: my extended Middle Ages end in 1791 with Mozart’s
death. It is possible, as indicated above, to argue for this understanding of Mozart’s
music also in traditional academic ways.

As amusical construction, of course, the Coram Mozart is fundamentally different
from any traditional academic contribution. It what sense, one might ask, can such
a musical piece constitute an argument? Or, in terms of traditional scientific criteria,
is there any way in which such a piece may be falsified? In other words, is it possible
at all to relate artistic criteria or norms to the scholarly?

7 Nils Holger Petersen: “Time and Divine Providence in Mozart’s Music” in Siglind Bruhn (ed): Voic-
ing the Ineffable: Musical Representations of Religious Experience, Hillsdale NY 2002 (p. 265-286),
p- 280. See also Dietrich Gerhard: Old Europe. A Study of continuity 1000-1800, New York 1981,
esp. p. 80-88, and Jacques LeGoft: The Imagination of the Middle Ages, trans. Arthur Goldhammer,
Chicago 1988, p. 7-11.
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History and Imagination

The mentioned question, however, does not seem to have anything to do with the
difference in medium. The same problem occurs between academic and literary
genres of verbal texts. It may be enlightening, in this connection, to make a short
detour to the question of literary treatments of historical material. The recent
debates — as well as general confusion — in the wake of 7he Da Vinci Code make it
clear how a confusion has appeared about how to read a historical novel, as fiction
or as history. Obviously, it contains elements of both. The question is to what extent
we can establish criteria by which to judge this genre. Aesthetic criteria for novels
are in existence — in more or less generally acknowledged ways — but fiction as
historiography often appears as a problem, in spite of recent thoughts on historio-
graphy which have underlined the impossibility of sharp divisions between the
historical and the fictional. Two statements from the American historian Hayden
White’s Tropics of Discourse sum up the problematic of factuality against individual
interpretation:

Many historians continue to treat their “facts” as though they were
“given” and refuse to recognize, unlike most scientists, that they are not
so much found as constructed by the kinds of questions which the in-
vestigator asks of the phenomena before him. It is the same notion of
objectivity that binds historians to an uncritical use of the chronological
framework for their narratives.

[...] we should no longer naively expect that statements about a given
epoch or complex of events in the past “correspond” to some preexistent
body of “raw facts.” For we should recognize that what constitutes the
facts themselves is the problem that the historian, like the artist, has
tried to solve in the choice of the metaphor by which he orders his
world, past, present, and future.®

Similar concerns about the periodization of history have been raised by a number
of historians, e.g. the previously mentioned Dietrich Gerhard and Jacques LeGoft.
Noting that the term “The Middle Ages” was a creation of the humanists of the
fifteenth to sixteenth centuries which has “been elaborated and reinforced from
different perspectives from the sixteenth century to the present,” Leslie J. Workman
has claimed that:

8 Hayden White: Tropics of Discourse, Baltimore 1978, chapter 1, “The Burden of History” (p.
27-50), p. 43 and 47.
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[...] medieval historiography, the study of the successive recreation of
the Middle Ages by different generations, is the Middle Ages. And this

of course is medievalism.

Further, referring to scholarly historical writing as well as what traditionally is con-
sidered as part of an artistic reception in the various media, literature, the visual arts,
film, music, and even political discourses and actions, Workman maintained that:

[...] the study of the Middle Ages on the one hand, and the use of the
Middle Ages in everything from fantasy to social reform on the other,
are two sides of the same coin.’

Whereas White is primarily interested in the importance of the use of rhetorical styles
in the writing of history, i.e. introducing the idea that aesthetics influence academic
results,'® Workman operates with the idea that it is not possible to make sharp
distinctions between medievalism as found in creative or artistic representations of
the Middle Ages - for instance in films - on the one hand and the academic historio-
graphic construction of the Middle Ages or of particular parts of this “period” on
the other.!!

Recently, Eyolf @strem has discussed the relationship between the personal
history of an author and his (or her) academic construction of history in an article
which precisely makes a point out of being a personal account - of the author’s
youthful meeting with medieval music - as well as a scholarly discussion about
historiography and the idea and practice of medieval music:

[...] the integration between individual, existence, and history makes
it impossible to separate the one from the other, so that the question
whether this is a personal history or a history about the early eighties,
becomes fairly meaningless; the histories, the way they are represented,
become a web of references, where the appropriation of the Middle

% Leslie J. Workman: “The Future of Medievalism” in James Gallant (ed.): Medievalism: The Year’s
Work for 1995, Holland, MI 2000 (p. 7-18), p. 12.

19 Hayden White: Tropics of Discourse, Baltimore 1978, chapters 2 and 3 and see also Hayden White:
Content of the Form: Narrative Discourse and Historical Representation, Baltimore 1987.

! See also Paul Oskar Kristeller: ““Creativity’ and “Tradition’ in journal of the History of Ideas, Vol.
44, No.1, 1983 (p. 105-113). For further discussions of “creation” as a concept between theological
and artistic discourses, discussions which are not touched upon in the present article but which
have fundamental bearings upon the notion as such, see Sven Rune Havsteen, Nils Holger Petersen,
Heinrich W. Schwab, and Eyolf Ostrem (eds.): Creations: Medieval Rituals, the Arts, and Creation,
Turnhout 2007, in this volume in particular, Eyolf @strem: “Deus artifex and homo creator: Art
Between the Human and the Divine” (p. 15-48) and Eyolf @strem and Nils Holger Petersen: “Intro-
duction” (p. 1-12).
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Ages in a personal project, the loss of the innocent gaze upon existence
in the early adult age (or perhaps existence’s loss of innocence during
the depressing eighties), and the fundamentally historical character of
language, slide over and into each other."

In the article this is shown by way of a narrative of Qstrem’s personal recollections
from his childhood of encountering that which was perceived as “old” through his
father’s (re)creation of Gothic letters in the snow at Eastertide, drawn by ski poles. In
the mind of the young @strem these drawings in the snow became interchangeable
with the idea of the “medieval”, since both - to him at the time - signified that
which was very old.

The explicit point made by @strem here mainly concerns the overlapping of the
domains of the personal and the academically historiographic. Further, however, it
is also clear that there is a relation to the aesthetic of the personal experiences of the
“old” letters and even to some kind of intermediality since the “oldness” obviously
was manifested through the style of the letters as visual figures. In the main sections
of his article, @strem emphasizes two fundamentally different aspects which coexist
in the construction of medieval music as it has been practised in what has come to
be known as the Early Music movement: the striving towards authenticity, a striving
from a scholarly point of view, and the creative “interior” aspect of a dream of a
different world imagined in the medieval music, to some extent parallel to what I
have referred to as my own experience of medieval music above.

Altogether, the point is - as in the thought of Hayden White to whom @Ostrem also
refers - that we cannot separate between the personal and the scientific, and further
that this opens up the field of academia to more general kinds of aesthetic perception.

Intermediality

The suggestion of a piece of music as a historiographic contribution in itself involves
the interaction of music and verbal discourse. As a consequence, intermediality as a
concept must be dealt with.

In a discussion of the concept of intermediality, Claus Cliiver has recently made it
clear thatany kind of intertextuality also means intermediality because of the enormous
complexity of the various pre-texts and post-texts involved in the production and
reception of texts (of whatever kind)."? An example of such an intertextuality leading

12 Eyolf Ostrem: “Interiority and Authenticity: A Glossed Medieval History About Music And The
Taste For Apples” in Universitas: The University of Northern lowa Journal of Research, Scholarship, and
Creative Activity, Vol. 2, No. 1, (20006), an Internet Journal to be accessed at http://universitas.grad.uni.
edu. See also an earlier version in Norwegian, Eyolf @strem: “Inderlighet og autentisitet: En glossert
middelalderhistorie om musikk og smaken for epler” in Passepartout 25 vol. 13, 2005 (p. 30-42).

3 Claus Cliiver: “Inter textus / inter artes / inter media” in Komparatistik: Jahrbuch der Deutschen
Gesellschaft fiir Allgemeine und Vergleichende Literaturwissenschaft 2000/2001 (p. 14-50), p. 18.
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to intermediality is at work when George Crumb in his string quartet Black Angels
from 1970 quotes the second movement of Schubert’s string quartet in D minor (D.
810) with the epithet ‘Death and the Maiden.” Above the section which is based on
the Schubert quotation, Crumb indicated the epithet (in the original German, “Der
Tod und das Midchen”) together with a performance indication “Grave, solemn; like
a consort of viols (a fragile echo of an ancient music).” The quotation was arranged
by Crumb with the addition of striking modernistic sounds.'*

But other associations belong in the context, which would be more or less known
by different groups of listeners. In the passage in question of the mentioned Schubert
string quartet (the second movement), the composer was (also) making a quotation:
of the melody of his own song Der Tod und das Midchen (to a poem by Matthias
Claudius). In Crumb’s case, the textual association to a young innocent person’s
confrontation with death is clearly of importance since Black Angels was written
during the Vietnam War, “in tempore belli” as stated by the composer on the score
(Crumb, p. 1). The Latin “in tempore belli” constitutes yet another intertextual
musico-verbal reference, now to Joseph Haydn’s Missa in tempore belli. Crumb has
incorporated musical, literary and religious symbolism in his quartet as stated in his
liner notes for a recording of the piece in which he also acknowledged a number
of musical quotations (including among others the medieval dies irae sequence)
as well as other symbols used in his work. Crumbs commentary is reprinted on
the inside of the cover of the printed score, actually a facsimile of the composer’s
manuscript which may well be conceived of as a consciously intermedial art work
considering the composer’s obvious fascination with and care for the visual and
verbal presentation of his music.”

In the mentioned notes, Crumb writes:

Black Angels [...] was conceived as a kind of parable on our troubled
contemporary world. The numerous quasi-programmatic allusions in
the work are therefore symbolic although the essential polarity - God
versus Devil - implies more than a purely metaphysical reality. The
image of the “black angel” was a conventional device used by early
painters to symbolize the fallen angel.

The intermediality involved in Crumb’s Black Angels is pervasive and could deserve
a thorough examination. However, it is by no means an isolated example of such a
use of intertextuality in modern music.'®

4 See George Crumb: Black Angels: Thirteen Images from the Dark Land for Electric String Quartet,
New York: C.E Peters no date (No. 66304), p. 4 (no. 6 of the images, entitled Pavana Lachrymae
(“Pavan of Tears”).

15 Crumb, Black Angels; the specific pieces of information given here are found on the inside of the cover.
!¢ For an in-depth study of another example of the intermedial use of intertextuality, see Claus
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The definition of a “medium” is, as is well known, no obvious matter. Claus
Cliiver refers to various models designed to help clarify relations between the media
in the field of “interarts studies” (or the study of intermediality) among other things
pointing to the ambiguity of the term (Cliiver 2000/2001, p. 39-44). Sometimes,
it is used to distinguish between for instance words, music, and visual presentations.
In such uses of the term it is important to note that these distinctions at least to
some extent depend on the reception: the same poster may at one point be received
as writing and at another as a picture. Sometimes, however, the term “medium” or
“media” refers to television, newspapers etc. I do not want to take the discussion any
further in this direction, but only point out that the - general everyday - distinction
between “artistic” and “scholarly” in a certain way may be taken as a difference in
medium since it regards the reception of ways or means of communication, not
by way of traditional lines of separation between “objectively” different media,
but by way of particular expectations concerning the communication in question.
This difference may be seen as similar to the distinction, for instance, between a
documentary television programme and a feature film seen in television. The latter
distinction is sometimes blurred nowadays as in the recent consciously mixed type
of television programme called a “mockumentary.”"’

Intermediality and History

For a fictional narrative in a historical frame, visual and auditive means are efficient
markers of the historical. In a film, the events or the persons of the narrative are
immediately perceived as belonging to a particular period through the aesthetic per-
ception of the viewer.

Peter Shaffer’s play Amadeus (1979, revised 1980) as well as Milos Forman’s
film with the same title (1984), based on Shaffer’s play - for which the screen
play was made by Shaffer - both in different ways combine the “historical,” the
fictional narrative, and the interaction of images, music, and words in a creative
representation of Mozart. The following very short remarks are in no way intended
to analyze the complex relationship between play and film and accepted historical
accounts of Mozart’s life but only to point out how - in both play and film - visual
and musical effects and words are used to help create a semi fictional, semi historical
representation of particular aspects of Mozart’s music, of his life and death. Certain
well-known historical events were - not surprisingly - consciously changed.'® Con-
versely, in both play and film the music and - at least in the film - images of

Cliiver: “Luciano Berio’s Sinfonia: The Creative Flow of a Musico-Verbal Collage” in Havsteen,
Petersen, Schwab, and @strem (eds.) 2007 (p. 229-406).

7 Compare the definition of “media” in Werner Wolf: The Musicalization of Fiction. A Study in
the Theory and History of Intermediality, Amsterdam 1999, p. 35, and the discussion in Cliiver
2000/2001, p. 40.

'8 See Peter Shaffer: Amadeus, New York 1980, “Preface”, p. viii.
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houses and costumes etc. from the time lend historically convincing sensuousness
to the representation, incorporating interpretations of some of the music (by way of
Shaffer’s “modern” commentary and descriptions put into the mouth of the other
historical protagonist, the composer Antonio Salieri). The music - in both play and
film - constitutes the basic historical reference and is much more than just illus-
tration or auditive effect. Mozart’s music could not be replaced by modern film
music (or incidental music for the play) without undercutting the delicate balance
between historical and fictional. One main reason why the play and the film can
be taken seriously also as a contribution to a historical interpretation of Mozart
(with all due reservations) is that the words and the narrative of the play and film
work as interpretative attempts at contextualizing the music. The representation is
certainly not beyond discussion, but it is relevant to discuss as a - generally speaking
- genuine historical scenario for the music and for its modern interpretation. In this
sense, Amadeus - in spite of its historical inaccuracies - may well be taken as a con-
tribution also to the academic discourse on Mozart.

The notion of “responsible historiography” discussed by the historian Richard
J. Evans in a context of postmodern attitudes to history not the least concerning
the so-called “Holocaust-denial” literature may be a tool of some help with regard
to establishing criteria for evaluating historical representations even in a situation
as discussed here with the presence of more than one medium." Clearly, not every
construction in a historical account appears as equally convincing in relation to
existing documents (used as “sources”), personal memories, or, altogether, the
“cultural memory” as this has been defined and discussed by Jan Assmann (and
Aleida Assmann), by which is meant what in a society has been institutionalized in
various physical as well as mental repositories for what is accepted as the cultural,
political and/or religious traditions and historical background for that society. This
cultural memory obviously goes far beyond mere words, including also images and
sounds. Even though there are only few alive in the Western cultures today who
are in a position to remember incidents of the Holocaust, collectively regulated
receptions of the Nazi regime in various parts of the Western culture have inserted
particular frameworks for historical narratives or items pertaining to this part of the
past into the cultural memory in various societies and groups, thus characterizing
each individual person’s historical perception of the twentieth century along various
dividing lines within societies, cultures and subcultures, within groups with each
their different perception of a pool of particular narratives and cultural artefacts.*

For historical representations involving artefacts of different media from the
cultural memory of some community of readers, I would suggest that responsible
historiography would first of all consist in accountability in at least one of two ways:

¥ Richard J. Evans: In Defence of History, London 1997, esp. p. 233-43.
2 See Jan Assmann: Das Kulturelle Gediichtnis: Schrift, Erinnerung und politische Identitiit in friihen
Hochkulturen, Miinchen 1992, with many further references.
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1) so that expectations of genre and style are established or rendered in such a way
as to make readers or perceivers feel confident about what to expect in terms of
imaginative non-accountable uses of the cultural memory; 2) in terms of making it
clear how and where the representation in question connects to traditional historical
narratives or artefacts which form part of the cultural memory relevant to the invol-
ved readers or perceivers.

For constructions of the kind I have tried to introduce here, for instance my
Coram Mozart, both kinds of responsibility are completely possible. The use of
Mozart’s music can be accounted for, and this is so also for the way these musical
quotations and the other musical elements of various kinds of Mozart reception
together constitute the piece. The uses of all these musical parts can be outlined
by way of historical interpretation, in a traditional discourse. But what is the point
of doing it in music if the same may be said by words? It is, of course, not the
same. What the music gives is a musical discourse which may be contextualized and
outlined verbally, but which cannot be substituted by words just as an ekphrastic
poem does not render a painting superfluous. Further, in a context of music history,
this provides a possibility for experimental historiography where a periodization or
a music historiographical construction is tried out in musical practice, something
quite different from the practising of verbal historiography.

At some level, this is not quite unlike @Dstrem’s cited essay with its deliberate
experimentation in which a semi-fictional literary - autobiographical - genre is
combined with an academic essay, thus not only discussing but exemplifying what
Hayden White and Leslie Workman have theorized about. This is also what I am
trying to do by mixing an artistic contribution with an academic in the present
article. This underlines what has been said: historiography is not about truth or
factuality, but about construction; the means by which it is constructed necessarily
imply the use of techniques learned from the arts. Whether the criteria for judging
if the musical historiography has been convincing have anything to do with the
artistic criteria for the musical composition is another matter which is difficult to
determine since there are no generally accepted criteria for judging a musical com-
position nor for evaluating whether an academic interpretation is convincing. I
think that there are good reasons to accept that the criteria we actually use in such
matters are not completely independent. For any particular person, the musical
sensibilities involved would be the same in both cases, and would probably be the
decisive component in the judgment.
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Performativity and Scholarship

Erika Fischer-Lichte’s concept of performativity has its background in theatre history
although it is theorized in a broad cultural context. She distinguishes between the
concepts Inszenierung (staging) and Performativitiit (performativity).”’ Whereas the
performativity concerns an event as something unique which even when seemingly
repeated will never be exactly the same, the staging - Inszenierung or mise-en-scéne
in the terminology of Fischer-Lichte - regards the planning. The staging concerns
aspects which belong to any performance pertaining to a particular evens and its
“repetitions”: what can be planned and rehearsed in advance. In theatrical and other
artistic performances, the play or the script, the choreography, the musical score, but
also the thought-through interpretations of such - most often written - “sources”
for works of art must be described as staging in this view. Oppositely, what happens
spontaneously or by chance during a performance, possibly by way of a momentary
inspiration, or, oppositely, by mistake, or because of unforeseen interactions between
the audience and the performer(s) is part of the performative aspect of the particular
event, as is the actual embodiment of the performance in terms of physicality and
personal appearance of involved performers and actual performance conditions not
planned in the staging, all of this termed the atmosphere of the performance in Fischer-
Lichte’s terminology. The notions of Fischer-Lichte are clearly based on theatrical
and other traditional situations of - more or less - public performances. However,
especially the opposite pair of performativity and staging also applies to the situation
I am discussing here concerning the production of a piece of historiography.

Usually, when discussing historiography or academic constructions, it is assumed
that we are dealing with something that has been produced in writing or at least
will lead to a written, definitive, version. The same is often assumed for musical
compositions in the so-called classical tradition. My Coram Mozart as presented
here is indeed something planned, composed, written down. A traditional scholarly
contribution as well as a musical composition seems to fall into the category of
staging in the terminology of Fischer-Lichte.

However, these - academicand artistic - productions are not only planned. Academic
publications and for instance historical accounts may come into being also through
discussions, talks — including spontaneous discussions where new insights are formed
during the launching of ideas in situations which are not controlled or thought through
in all their aspects. The staging will in many cases be a product of such a practice of
performative thought or discussion. This may then lead to a planning or a fixation of
particular points of view just as it may happen for a staging in a theatrical context. This
model would often apply to completely traditional academic work, and it will be so for
the mixed creative and intellectual ones to which I am giving particular attention here.

21 Erika Fischer-Lichte: Asthetische Erfabrung: Das Semiotische und das Performative, Tiibingen 2001,
p- 291-309.
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Using a piece of music as an example may enhance this perspective in more than
one way. The music historian Carl Dahlhaus raised questions as “what is a fact of music
history?” and “does music history have a ‘subject’?”* His questions have affinities to the
general historiographical discussions cited above, but are also directed more specifically
to the difficulties in the construction of music history, for instance as connected to the
question of how to understand the idea of a musical artwork altogether:

In the aesthetics that arose simultaneously and in interaction with
music historiography from the eighteenth century onwards, music was
viewed, in the Aristotelian sense, as poiesis not praxis, i.e. as the creation
of forms rather than as actions within a social environment. Conse-
quently, the fundamental category is not the “event” but the “work.”
The categorical distinction between the two can be sketched roughly
as follows. Events result from the interplay of actions based on various,
and at times conflicting, motives, imagined goals and assessments of a
given situation. Their significance lies less in themselves than in their
consequences (there is no such thing as a political “event” without
consequences). A work, on the other hand, represents - at least as an
“ideal type” - the concrete realisation of an idea in the mind of an
individual; ideally, and in contrast to political history, an intention is
realised rather than thwarted. Furthermore, the meaning of a work
resides in its aesthetic essence, not in its historical repercussions.

This however is not to say that musical events do not exist. We are per-
fectly justified in referring to a performance, in which a score, a style
of interpretation, certain institutional prerequisites, the expectations of
the audience and a sociopolitical situation all coincide, as an event, i.e. a
point at which actions and structures intersect (Dalhaus, p. 132-133).

For Dahlhaus at the time — and this may still be so for many to quite some extent
today - music history was the history of the “texts as abstracted from acoustical
realisations and social surroundings [...]” although Dahlhaus maintained the
possibility to “hold theoretically that it is events, meaning acoustical occurrences
taking place within social contexts, that constitute the reality of music and not
works as boiled down into texts” (Dalhaus, p. 133). The difference, formulated in
the terminology of Fischer-Lichte, is whether to understand music as purely staged
or as importantly involving performativity. Partly influenced by Dahlhaus, music
history has lately been more oriented in reception history than it used to be; at the
same time, the idea of a musical work - and of a work of art altogether - has been

22 Carl Dahlhaus: Foundations of Music History, trans. ].B. Robinson, Cambridge 1997 (1983), p.
33 and 44.
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criticized and deconstructed to a high extent although this has not affected the insti-
tutional frameworks for art works accordingly.”

In my Coram Mozart there is a fair amount of planning (and even calculation)
as should be clear from the discussion above. But the piece as it can be perceived is
not only the result of careful compositional planning: it is also a result of playing,
writing, and playing again. Even at the stage where I performed it (at the mentioned
event on 5 December 2006), the performance led to changes, so that the last part of
the writing down of a revised version - the one included here - occurred after the
performance. This kind of genesis is not unusual for any type of “work,” whether
artistic or academic. Staging - or planning, composing - and performativity of some
kind are quite normally inextricably linked to each other. What is characteristic for
music - and all artistic works which are meant for performance - is that it remains
difficult to say where the “work” as such resides: in the written score, in the mind of the
composer, in the minds of the listeners, or in the actual soundings of a performance?

If —as I argue — my piano piece can be claimed also to be a (modest) contribution
to music historiography, this should be thought of as a performative historiography,
not a fixed and only planned one. In certain respects a piece of music is not entirely
determined by the score as the history of musical performances shows, at least for
the modern period where recordings can demonstrate a rather impressive variety
of performances of individual pieces as well as various ideologies of performance,
as - for instance - referred to in @strem’s account of the early music movement.
In the case of my piece, I would like to understand it as part of a process which
is not finished. It may be taken further by way of new performances - involving
both staging and performativity - and by way of planned, staged revisions, possibly
resulting also from spontaneous performativity.

Concerning medieval music and the art of writing music which became a cultural
practice during the ninth century — for reasons which are still being discussed in
scholarship — most music historians nowadays would agree that for centuries the
writing down of a piece to a large extent must be considered rather as a written
performance of a staged “something” than as the actual composition of a piece;
especially Leo Treitler has made this point.” Although this picture is no longer valid
to the same extent in the musical culture of the later Middle Ages and even less in
later and modern periods, such a perspective is still relevant as a question concer-
ning the notion of what it means to compose a piece of music.

As mentioned, also academic constructions — as for instance historical accounts
— may be considered as something in the process of coming into being. Each written
account may be seen as another step on the way towards new insights, new suggestions

23 See above at note 6, and the works cited there.

¢ This is reflected in the account of Daniel Leech-Wilkinson: 7The Modern Invention of Medieval
Music, Cambridge 2002 to which @strem also refers.

25 See Leo Treitler: With Voice and Pen, Oxford 2003.
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of how to perceive a particular episode or part of the past. To understand a piece of
music as a contribution to an academic construction implies a strengthening of the
empbhasis on the performative aspect of academic construction. The musical piece
may in a certain sense be said to only exist in performance, thus being under the
conditions of performativity in addition to its staging. This, it seems to me, is an
important point of view to bring to bear for academic work altogether: its character
of process and dependence on interaction with colleagues, listeners, readers...

Leslie Workman quoted the sociologist Morris Cohen (writing in the thirties)
for the following statement: “History is an imaginative reconstruction of the past,
scientific in its determination, artistic in its formulation” (Workman, p. 12). One
question which has been added to this - not the least by Hayden White - regards
whether we can distinguish so clearly between the determination and the formu-
lation. The musical example of this article may - in my personal, subjective judgment
- be characterized as an imaginative insertion of fragments of a particular part of
music history into a modern musical framework which is scientific in its conception
and artistic in its perception.

As already stated, the intermediality lies implicitly in the pre-texts and post-texts
involved in this process, but also in the implied interference between the verbal
accountability of the procedure and the musical nature of the resulting performative

event.
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Bel Canto at the Californian Frontier:
The Adaptation of Puccini’'s Opera La Fanciulla del
West from Belasco’s Play The Girl of the Golden West

Johan Stenstrém

David Belasco — “The bishop of Broadway,” as he was called — dominated the theatre
life of New York in the early 1900s. His theatrical practice was associated with Euro-
pean naturalism but had a strain of melodrama added to it. In her study on Belasco,
Lise Lone Marker maintains, “When it came to the external representation of a
play, David Belasco was a naturalist to the fingertips. Belasco himself had stated,
“The great thing, the essential thing, for a producer is to create illusion and effect.””!
During a visit to New York in 1907, Giacomo Puccini was looking for a story with a
strong female character like Tosca. He attended a performance of Belasco’s The Girl
of the Golden West. Initially, he was not enthusiastic even though he liked the West-
ern setting. However, his friend Sybil Seligman urged him to consider 7%e Girl, and
after having read an Italian translation of the drama he changed his mind. Back in
Italy, he started to sketch a libretto together with the poet Carlo Zangarini. In 1910
he finished work on the opera La Fanciulla del West.

In my paper, I intend to discuss the notion of adaptation in relation to the inter-
medial transformation of Belasco’s drama 7he Girl of the Golden West into Puccini’s
opera La Fanciulla del West.

The study of film adaptations of literary works was one of the first fields of
academic cinema studies. Sixty years of writing about adaptation have at worst
resulted in tiresome plot comparisons, and at best in advanced contributions to
adaptation theory. Notable contributions to adaptation theory in the field of film
criticism include Brian McFarlane’s Novel to Film. An Introduction to the Theory of
Adaptation (1996)* and Robert Stam’s appropriation of intertextuality in Literature
and Film. A Guide to the Theory and Practice of Film Adaptation (2005).” The latest
contribution to the development of general adaptation theory has been made by
Linda Hutcheon in her recently published study A Theory of Adaptation (2006).*
She is not restricted to the study of film adaptations but explores adaptations in all
kinds of media incarnations. She asks herself why there is such a demand for stories.

! Lise-Lone Marker: David Belasco. Naturalism in the American Theatre, Princeton; London 1975, p. 59.
% Brian McFarlane: Novel to Film. An Introduction to the Theory of Adaptation, Oxford 1996.

% Robert Stam: "Introduction: The Theory and Practice of Adaptation” in Robert Stam and Alessandra
Raengo (eds.): Literature and Film. A Guide to the Theory and Practice of Film Adaptation, Malden 2005.
4 Linda Hutcheon: A Theory of Adaptation, New York; London 2006.
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“[Tlhere must be something particular about adaptations as adaprations,” she
maintains. One of the explanations to this pleasure of telling the same stories over
and over again “comes simply from repetition with variation, from the comfort of
ritual combined with the piquancy of surprise” (Hutcheon, p. 4). Linda Hutcheon
notices three different aspects of adaptations: 1) A formal entity or product, 2) a
process of creation, and 3) a process of reception. The third category represents
a form of intertextuality, the adaptations as “palimpsests through our memory of
other works that resonate through repetition with variation” (Hutcheon, p. 9).

Within the field of opera studies the most elaborate analysis so far is Michael
Halliwell’s discussion of the relations of opera and the novel.” Other works that
deserve mention are Gary Schmidgall’s Literature as Operaand Herbert Lindenberger’s
Opera. The Extravagant Art.° A Librettology or libretto study is another area where
the relationship between the libretto and its source text is studied. Patrick J. Smith,
Ulrich Weisstein, and Albert Gier have made significant contributions in this field.
In the following I intend to profit from their results.”

In the process of being adapted into the opera La Fanciulla the text of The Girl of
the Golden West has undergone the usual drastic compression. In spite of these cuts,
a summary of the content of Belasco’s source text and Puccini’s operatic adaptation
have much in common. One scene has been altered and moved by Puccini from the
fifth act of the drama to the first act of the opera. The composer also made up the
scene with the manhunt at the end and invented the final scene where the heroine
Minnie rescues her love, Dick Johnson, from death by hanging. Still, the plots look
very much the same. When it comes to a closer examination there are — of course
— many differences between text and adaptation.

Belasco’s play takes place in the harsh environment of a mining camp in the
Sierra Nevada in 1849. Lawlessness and primitive passions rule. Drinking and
gambling are the only distractions enjoyed by these lonely men far from home. The
girl Minnie is the owner of The Polka saloon where the miners gather to listen to
the minstrel singer, to drink and to play cards. They adore her and do whatever she
tells them.

> Michael Halliwell: Opera and the Novel. The Case of Henry James, Walter Bernhart (ed.), Amsterdam
2005.

¢ Gary Schmidgall: Literature as Opera, New York 1977. Herbert Lindenberger: Opera. The Extra-
vagant Art, Ithaca, New York 1984.

7 Patrick J. Smith: The Tenth Muse. A Historical Study of the Opera Libretto, New York 1970. Ulrich
Weisstein (ed.): 7he Essence of Opera, London 1964. Albert Gier: Das Libretto. Theorie und Geschichte

einer musikoliterarischen Gattung, Darmstadt 1998.
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Naturalism and Opera

The rude, naturalistic language is a characteristic feature of The Girl of the Golden
West. Belasco uses idiomatic spelling to convey an impression of the base language
spoken within the mining camp. Even though the many rude expressions have been
translated into Italian in the libretto, it has not been possible to render the idiom of
the miners, the Mexican-Americans, or the Indians in a really credible manner.

It is possible to preserve the realism of the drama in the discourse of the libretto,
but when music is added, the crude atmosphere becomes somewhat smoother. As
Herbert Lindenberger has pointed out, opera tends to elevate its subject. This raises
the question of textual fidelity, so often brought up for discussion in film criticism.
At plot level, Puccini and his librettist are true to the original, but where language
is concerned they are not. “Realism does not come naturally to opera,” as Peter
Conrad says.® In film criticism, the discussion of fidelity has often been patronizing,
reflecting the opposition between high and low culture. Antagonism between
literature and opera similar to that between literature and film does not exist, at least
not today. Therefore, the notion of fidelity seems less appropriate in a discussion of
operatic adaptations. To quote Robert Stam, “crucial to any discussion of adaptation
is the question of media specificity. [...] Are some stories ‘naturally’ better suited to
some media rather than others” (Stam, p. 16) Such a question is more relevant to
the discussion of operatic adaptation. The Girl of the Golden West is in many respects
a naturalistic drama, and it is obvious that opera has its limits when it comes to
naturalistic representation. When studying the transformation of Belasco’s drama
into opera it is necessary to take into account the generic conventions of opera and
how opera tells a story. Fidelity in operatic adaptation is literally impossible. An
operatic adaptation is by its very essence different and creates, in artistic terms, a
new original work due to the intermedial transformation involved.

La fanciulla del West and Opera’s Ability to Narrate

The success of Puccini’s previous operas rested upon his sense for effective musical
theatre, beautiful melodies, and emotional strength. With La Fanciulla del West he
chose a more or less seamless form, resembling the techniques of Wagner, late Verdi
and Debussy. As compared to La Bohéme or Madame Butterfly the reduction of arias
and other closed numbers is striking. What the composer has tried to achieve is
“natural” musical declamation more or less reminiscent of the dialogue of spoken
drama.

In spite of this reduction, there are a few closed numbers. Two contrasting moods
are displayed in the arias by the sheriff Rance and by Minnie in the first act. One
follows immediately after the other. The robber Ramerrez, disguised as Mr. Dick

8 Peter Conrad: A Song of Love and Death. The Meaning of Opera, New York 1987, p. 1986.
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Johnson from Sacramento, has only one full-length aria, “Ch’ella mi creda.” Other
closed numbers are more distinctly integrated into the plot. In the beginning of
the first act of La Fanciulla, in the exposition, a camp singer, Jack Wallace, appears
with his guitar and sings a sentimental song about the old folks at home. While he
sings, the harpist of the orchestra is playing an arpeggio. The strings of the harp
are prepared with paper in order to damp the resonance and make the sound more
guitar-like. A literal song, dance or performance within the operatic narrative is a
common phenomenon throughout the history of opera. This is, as Lindenberger
puts it, an attempt to “guarantee that music ‘refers” (Lindenberger, p. 139). Carolyn
Abbate has named this “phenomenal” music, in contrast to “noumenal” music.’
Jack Wallace’s song is the only number of this kind in La Fanciulla.

American folk music plays an important part in Belasco’s 7he Girl of the Golden
West. “He brushed aside the conventional theatre orchestra and put in its place the
concertina, banjo and bones.”"® Puccini has taken advantage of this but at the same
time brought his own practice into the foreground. As in Madame Butterfly, and
later in Turandot, there are elements of quasi-authentic music in La Fanciulla. In
the short prelude a syncopated cake walk melody is heard. This theme is repeated
several times throughout the opera. During the exposition at the Polka saloon the
orchestra is playing the theme while the men are playing cards. Now and then they
repeat the words “Dooda, dooda, dooda, day.” This is a reference to one of the songs
in Belasco’s play: The famous “Camptown Races”, with its even more famous refrain
“Dooda, dooda, day.” Thematically, this song is associated with what the men are
doing at the saloon: winning or losing money. Since the cake walk-theme repeatedly
is heard while the scene is laid in the Polka saloon, it becomes a leitmotif related to
this environment.

In opera, the meaning is provided both by the words and the music. The narrative
voice of the orchestra plays an important role in La Fanciulla, as in all Puccini’s
operas. There are several other leitmotifs or reminiscence motifs. For example, Dick
Johnson, alias the road agent Ramerrez and his Mexican “greasers,” are musically
identified by a Spanish bolero. Musical mimesis occurs when the pony express arrives
and the sound of clopping horse hoofs is heard from the orchestra. During the deci-
sive card game, when Minnie and the sheriff Rance are playing for the wounded
Johnson, an ostinato indicates the sound of an agitated heartbeat. Another recurring
musical device is the whole-tone scale, often used to signify something dangerous or
threatening, quite often in connection with the sheriff. The tritone interval is heard
whenever the composer wants to convey an experience of pain or grief. The meaning

? Carolyn Abbate: Unsung Voices. Opera and Musical Narrative in the Nineteenth Century, Princeton
1991, p. 5.

19 David Belasco: Six Plays. Madame Butterfly. Du Barry. The Darling of the Gods. Adrea. The Girl
of the Golden West. The Return of Peter Grimm, with an introduction by the author and notes by
Montrose J. Moses, Boston 1928, p. 306.
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of the leitmotifs is coded for this particular opera, and must be interpreted within
context, while the mimetic themes can be understood more or less by themselves.
According to W.J.'T. Mitchell, the iconic character of such “ ‘sound images’ is a
nonverbal form of ekphrasis. These images (onomatopoetic thundering, studio
sound effects) might be said to provoke visual images by metonymy, or costumary
contiguity.”"! Mitchell’s argument also holds true of the mimetic sound effects of
the operatic orchestra.

The Mechanics of Narrative in La fanciulla del West

In his survey of different approaches to adaptation studies, Robert Stam makes
suggestions “for dealing with the narrative, thematic, and stylistic aspects of filmic
adaptations of novels” (Stam, p. 31). One of these aspects can easily be applied to
such an operatic adaptation as La Fanciulla del West. The temporal structure of
fiction is an often-discussed question. Gérard Genette’s theory of the mechanics of
narrative has, of course, been very influential.’ In order to determine the relations
between story and discourse — “between the events recounted and the manner and
the sequence of their telling” (Stam, p. 32) — Genette has identified three principal
categories: order, duration, and frequency. The second category, duration, is of
particular interest for the study of adaptation and of operatic discourse.

According to Genette, there exist four different relationships concerning dura-
tion between story and discourse. Scene means that “the narrative discourse time
coincides with the imagined story time of the diegesis” (Stam, p. 33). In opera the
literal, “phenomenal,” song belongs to this group, for example Jack Wallace’s song in
the first act of La Fanciulla. Ellipsis refers to events of the story that are completely
left out in the discourse. In Belasco’s drama, Minnie tells the story of old Brownie

who died:

He was lying out in the sun on a pile of clay two weeks ago an’ I guess
the only clean thing about him was his soul — an’ he was quittin’ —
quittin’ right there on the clay — an’ quittin’ hard... (Remembering the
scene with horror.) Oh, he died — jest like a dog... you wanted to shoot
him to help him along quicker. Before he went, he sez: Girl, give it to
my old woman,” and he — left. She'll git it. (Belasco, p. 347)

This event is cut in Puccini’s opera. The harsh realism of Minnie’s narrative would
not be relevant to the plot-oriented discourse of opera.
The next category, summary, is related to ellipsis. Discourse time is less than story

U] T. Micchell: Piczure Theory. Essays on Verbal and Visual Representation, Chicago; London 1994,
p. 153.
12 Gérard Genette: Narrative Discourse. An Essay in Method, Ithaca, New York 1990 (1980).
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time. Most of the events of Belasco’s play have been transferred into La Fanciulla,
but in the adaptation they have been made shorter and less elaborate. The fourth
group, pause, signifies that discourse time lasts longer than story time. This narrative
device is typical of and rather unique to the opera genre as a whole, or as Michael
Halliwell writes, “Opera [...] tends always to slow down narrative time” (Halliwell,
p. 47). Wagnerian opera with its slow pace and endless melody is constantly within
this class, while the number opera with its recitatives and arias oscillates between the
scene and pause categories. This is what Lindenberger calls the stop-and-go conven-
tion (Lindenberger, p. 62). La Fanciulla as a whole employs Genettian pause while
its source text belongs to Genette’s category of scene.

The aria is one among several means by which the narrative speed of opera is
slowed down. Minnie’s first aria, “Laggiti nel Soledad,” is a short narrative in which
she recalls her happy childhood. The drama text upon which the words of the aria

are based goes as follows:

I can see Mother now... fussin’ over Father an’ pettin’ him, an’ Father
dealin’ faro — Ah, but he was square... and me, a kid as little as a kitten,
under the table sneakin’ chips for candy. Talk about married life! That
was a little heaven. I guess everybody’s got some rememberance of their
mother tucked away. I always see mine at the faro table with her foot
snuggled up to Dad’s an’ the light of lovin’ in her eyes. Ah, she was a
lady! (Belasco, p. 333)

Some of the lyrics are sung in a vivid parlando in the low or middle range of the
soprano’s voice. When the narrative moves on to emotionally more aroused content
the character of the aria changes. Wide leaps upward and high, sustained phrases
are heard. Within this aria both scene and pause co-exist. A comparison with some
of the soprano arias in Puccini’s early operas would probably show that the style has
changed from pause to a combination of pause and scene.

Musically grounded elements such as high-pitch, repetitive parts, melismas,
coloratura, sustained high notes promote the slowness of operatic narrative
discourse. A further investigation of the narrative aspects of these features seems like
an important task for a more complete understanding of the narrative discourse of
opera.

The success of Belasco’s play The Girl of the Golden West, which had its first evening
on Broadway in 1905, was due to vigorous naturalism as regards both language and
stage representation. The opening night at The Metropolitan on 10* December
1910 of La Fanciulla del West was an immense success. This was the first world
premiere ever held at The Metropolitan. The cast was headed by Emmy Destinn
(Minnie), Enrico Caruso (Dick Johnson), and Pasquale Amato (Jack Rance). Arturo
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Toscanini conducted and Belasco himself was stage director. Puccini received 55
curtain calls.

After this initial triumph, the work was put on at the major opera houses in
the United States and Europe. The First World War broke out, and for a long time
La Fanciulla was not very much heard of, but during the last decades of the 20
century the work has enjoyed a kind of renaissance.

La Fanciulla never obtained the esteem of a 7osca or a Turandot. One reason was
the new puccinian mode of lyrical declamation and lack of closed numbers: arias
and ensembles. There is only one operatic highlight in this work, the tenor aria
“Che’lla mi creda.” Another reason for the restricted success of La Fanciulla was the
happy ending. The public, used to the tragic destinies of Manon, Mimi, Tosca, and
Cio Cio San, did not expect the victory of Minnie in the final scene. One last reason
is the expansion of a new medium. During the early years of the 20" century, the
first films set in the Wild West were made, and quite soon Hollywood’s dominance
in this field was overwhelming. The presentation of the Wild West in an opera sung
in Italian seemed gradually more and more strange.
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Everlasting Agonies: Baudelaire and Goya
(on Les Fleurs du mal, ‘Duellum’)

Els Jongeneel

A Metaphysics of Grace

Baudelaire’s masterpiece, Les Fleurs du mal (1857), is imbued with images: portraits
of women, sketches of social characters, impressions of Paris, dreamlike and visionary
images, images of animals, of objects and abstracta. The more astonishing the fact,
however, that this volume of poetry comprises a relatively small number of picture-
poems.' The lack of direct access to the visual arts for the general public at the
epoch of Baudelaire only offers a partial explanation for this meagre harvest. As a
well-known art-critic, Baudelaire frequently visited the big Parisian art-exhibitions
and was acquainted with many artists. Thus he certainly did not lack direct contact
with the visual arts.

The scarcity of ekphrastic poems in Les Fleurs du mal, I would argue, has to do in
the first place with Baudelaire’s aesthetics. Baudelaire considers art a spiritual mode,
a ‘surnature’ enabling the artist to escape from earthly spleen and to gain access
to higher things, “I'idéal.” Because of its liberating faculty, Baudelaire’s aesthetics,

! The term “picture-poem” is the English equivalent of the German “Bildgedicht.” The Bildgedicht
is based on the rhetorical figure of “ekphrasis,” the depiction of a real or fictive work of visual art in
literature. See G. Kranz: Das Bildgedicht (3 vol.), Koln; Wien 1987. On ekphrasis, see Valerie Robillard
and E. Jongeneel (eds.): Pictures into Words. Theoretical and Descriptive Approaches to Ekphrasis,
Amsterdam 1998. In Les Fleurs du mal, all picture-poems refer to real works of art. Among the 162
poems of Les Fleurs du mal, only ten are generally recognized as “picture-poems”: 1) “Bohémiens
en voyage” (on two engravings by Callot); 2) “Le masque” (on a sculpture by Ernest Christophe);
3) “Duellum” (on Goya, “Los caprichos” no. 62); 4) “Une gravure fantastique” (on an engraving
by J. Haynes); 5) “Les aveugles” (on an engraving of Brueghel’s “The Parable of the Blind”); 6)
“Danse macabre” (on a sculpture by Ernest Christophe); 7) “Camour et le crine” (on an engraving by
Hendrick Goltzius); 8) “Les plaintes d’un Icare” (on an engraving by Hendrick Goltzius); 9) “Lola de
Valence” (on a painting by Manet); 10) “Sur Le Tasse en prison d’Eugene Delacroix” (on a lithograph
of Delacroix’ painting of the same name).

The last two poems were published in Les épaves (1866), a small collection of originally repudiated
verse, appended to later editions of Les Fleurs du mal. This inventory is based on two leading authorities
in Baudelaire-studies: C. Pichois (see his critical notes in Charles Baudelaire, Oeuvres completes I,
Bibliotheque de la Pléiade, Paris 1975) and A. Adam (see his annotations to the Classiques Garnier
edition of Les Fleurs du mal, Paris 1972). For a detailed essay on the role of the visual arts in Les Fleurs
du mal, see Jean-Guy Prévost, Baudelaire. Essai sur la création et linspiration poétiques, Paris 1964. For
a short overview of Baudelairian aesthetics in the context of late-Romanticism, see my “Bohémiens
en voyage’: een eigenzinnig beeldgedicht” in M. van Buuren (ed.): Jullie gaven mij modder, ik heb er
goud van gemaakt. Over Charles Baudelaire, Groningen 1995 (p. 236-265).
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according to the literary critic Henri Lemaitre, may be seen as a transposition of a
“metaphysics of grace.”” This does not imply the loss of the poetic self in mystical
contemplation. Although he frequently employs a religious vocabulary, Baudelaire
never strives for wanderings in heaven. In his poetry everything turns around the
“envol,” the moment of escape from earthly misery. Paradoxically however, the subli-
mation of the envol implies the incessant recording of past sorrow; in his poetry the
earth never vanishes from sight.

Thus Baudelaire’s poetry offers a mixture of rationality and spirituality. Art in
general, visual artas well as poetry and music, according to Baudelaire, mediates between
earth and heaven, between spleen and idéal, between the beast in man and the angel
in man. Art provokes curiosity and thanks to the intervening imagination liberates the
self of the artist from spleen by means of “envol” and “ascension.” Baudelaire inter-
prets mimesis in terms of poiesis: the response to art will always be a new work of art.
Significantly Baudelaire condemns sharply contemporary photography and several
times rebukes the Horatian adage “ut pictura poesis.” Rejecting realist aesthetics that
seeks to subordinate imagination to perception, he abjures ekphrastic imitation and
emulation.” This explains why Baudelaire does not practise the picture-poem in the
strict sense of the word. When he takes a work of art as a source of inspiration for
his poetry, he is not in search for a transposition in words of the visual model. On
the contrary, he tries to convert themes, forms and colours into a new poem. He
manipulates art for the sake of a fascinating, new adventure of the imagination, and
among other things uses the apostrophe as an expressive means to patronize the outside
world and to gain insight into his inner I. I will comment on this creative process by
examining one of the picture-poems in Les Fleurs du mal: “Duellum.”

Baudelaire’s capriccio
Duellum

Deux guerriers ont couru 'un sur l'autre; leurs armes
Ont éclaboussé l'air de lueurs et de sang.

Ces jeux, ces cliquetis du fer sont les vacarmes
D’une jeunesse en proie a 'amour vagissant.

2 H. Lemaitre: ‘Introduction’ to Baudelaire : Curiosités esthétiques. Lart romantique, Paris 1990, p. XIIL.
% See ‘Le Salon de 1846’ and ‘Le Salon de 1859’ in Curiosités esthétiques, p. 115, 313-324.

4 This does not contradict Baudelaire’s search for the so-called ‘correspondences’ between divergent
sensorial impressions. In his poems Baudelaire does not strive in the first place for intermedial effects,
such as musicality or visual presence (enargeia). The correspondences are the stimulators of the poet’s
imagination.
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Les glaives sont brisés! comme notre jeunesse,
Ma chere! Mais les dents, les ongles acérés,
Vengent bientot I'épée et la dague traitresse,

— O fureur des ceeurs mars par 'amour ulcérés!

Dans le ravin hanté des chats-pards et des onces
Nos héros, s'étreignant méchamment, ont roulé,
Et leur peau fleurira I'aridité des ronces.

— Ce gouflre, Cest I'enfer, de nos amis peuplé!
Roulons-y sans remords, amazone inhumaine,
Afin d’éterniser 'ardeur de notre haine!’

The Duel

Two warriors have run one into the other; their weapons
Have splashed the air with glimmers and with blood.
This game, this clink of iron is the din

Of youth preyed upon by keening love.

The swords are broken! Like our youth,

My dear. But the sharp nails, the teeth gnashing,
Will avenge the traitor epee and dagger’s tooth.
— O fury of hearts ripe with ulcers of passion!

In the haunted ravine where ocelots and snow leopards gambol
Our heroes, in seizures of wickedness, have rolled,
And their pelts will be flowers to decorate the brambles.

—This gulch, this is hell, with our friends it is peopled!

Roll in it without remorse, inhuman amazone

So that the ardor of our hatred is never gone.°

> Ch. Baudelaire: Les Fleurs du mal, éd. Classiques Garnier, Paris 1961 (1857), p. 39; 40.

¢ Ch. Baudelaire: Les Fleurs du mal, éd. Classiques Garnier, Paris 1961 (1857), p. 39; 40. Trans.
W.A. Sigler: The Flowers of Sickness and Evil by Charles Baudelaire, http://home.carolina.rr.com/
alienfamily/35.thm (2000-02-06).
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“Duellum” is part of “Spleen et idéal,” the first and largest section of Les Fleurs
du mal. In this section Baudelaire most clearly expresses his ideas on what he calls in
Pascalian terms the “double postulation of man,” the dualism in mankind of beast
and angel, as a means to escape from spleen. In “Duellum” Baudelaire obviously
exploits the beast as it manifests itself in the most fundamental of human relations,
love. He therefore has chosen as his model one of the “Caprichos,” a series of 80
subtitled etchings published in 1799 by the Spanish painter Francisco de Goya.

With his sketches, Goya intended to ‘banish pernicious superstition by giving
a good testimony of truth,” according to the subtitle of the first image of the series.
As a committed artist working in a period of transition between Enlightenment and
Romanticism, Goya wanted to demonstrate what happens when reason is trampled
underfoot by human follies and corrupt social customs. In his “Caprichos,” he
improvises on the social caricature characteristic of the period (Hogarth, Gillray).
He also gives free reign to his satirical vein by means of subtitled comments or by
inscriptions in handwritten style.

Actually the “Caprichos™ do satirize social abuses of various kinds, such as magic
and witchcraft, prostitution and the giving in marriage of young girls, lamentable
education and the spoiling of children, charlatanry, the debauchery of the clergy,
the fatuousness of nobility, the practices of daubers and the ridiculous demeanour
of mob orators. Meanwhile the etchings breathe a dreamlike atmosphere of fantasy
and sometimes even of horror (Baudelaire calls them the “débauches du réve,” “les
hyperboles de I'hallucination”). They announce the romanticist preoccupation with
the fantastic products of the mind, like in the “Capricho” no. 43 (“Dreams”) for
example, that was originally meant by Goya as the frontispiece of the whole series
(fig. 1). The fabulous animals surrounding the dreamer represent the chimaeras
born of his fantasy.

Goya’s etchings belong to the capriccio genre which originated in 16" century
Italy and was based on improvisation in music, literature and the visual arts. It
became very popular during Romanticism. In the capriccio the artist follows his
own fantasy, in defiance of conventional artistic schemata. Originally the musical
capriccio consisted of an instrumental improvisation on existing musical styles
and motifs. Later on it developed into a free musical form without pre-existing
model. In literature too we encounter the capriccioso improvisation, such as E.T.A.
Hoffmann’s Prinzessin Brambilla. Ein Capriccio nach Jakob Callots Manier (1820),
and Aloysius Bertrand’s Gaspard de la Nuit — fantaisies & la maniére de Rembrandt
(1842). These are fantasies or reveries that often take a work of art as starting point
and use this as a structural framework. In the visual arts, 18" century Venetian pain-
ting and engraving offer striking examples (Piranesi, Tiepolo, Canaletto).?

7 ‘Quelques caricaturistes étrangers’ in Curiosités Esthétiques, p. 297 (my translation).
8 See Ekkehard Mai (ed.): Das Capriccio als Kunstprinzip. Zur Vorgeschichte der Moderne von Arcimboldo
und Callor bis Tiepolo und Goya. Malerei-Zeichnung-Graphik, Milan 1996. On the literary capriccio,
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Fig. 1. Francisco José de Goya, “Capricho” no. 43 (“Dreams”), 1796-1797. Etching, burnished aquatint, and
burin. First edition, 1799

Baudelaire became acquainted with Goya’s etchings thanks to Delacroix who
owned some “Caprichos,” and with the help of the author friend Théophile Gautier,
who wrote an article on Goya.” Moreover he visited the Musée espagnol founded
by Louis-Philippe in 1838, where twelve of Goya’s etchings were exhibited. In his
essay “Quelques caricaturistes étrangers” that appeared in the same year as Les Fleurs
du mal, Baudelaire gives a short description of the plate no. 62 (fig. 2) which he has
chosen as a starting point for “Duellum,” one of the darkest and most terrifying
caprices indeed:

Light and darkness play within these grotesque horrors. [...] One
[plate] represents a fantastic landscape, a mixture of clouds and rocks.
Is it an unknown and remote corner of Sierra? A specimen of chaos?

see ibid., the contribution by Giinter Oesterle, “Das Capriccio in der Literatur,” (p. 187-191).
% Published in 1842 in Cabinet de I'Amateur, Vol. I, p. 337 sqq.
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There, in the midst of that abominable scene, a heavy fight is taking
place between two witches suspended in the air. One is sitting on the
other; she is mugging her, she is breaking her. The two monsters are
rolling through the dark atmosphere. Their faces express the entire
hideousness, moral abjection and all vices that the human mind can
conceive of; their faces stand midway between man and beast, according
to an incomprehensible procedure frequently applied by the artist."

-
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Fig. 2. Francisco José de Goya, Who would have thought it!, “Capricho” no. 62: (“Quien lo creyera!”), 1796-1797.
Etching, burnished aquatint, and burin. First edition, 1799

Strangely enough, Baudelaire does not mention here the beast of prey beneath, whose
claws are touching the head of the overmastered witch, ready to drag her and her
torturer into the ravine. He does not quote either the ironic subtitle, “Who would
have thought it!,” a cynic comment on human relationships. The abyssal monster
makes one think of the chimerical animals escaping from the dreamer’s head in the

19 ‘Quelques caricaturistes étrangers,” p. 297 (my translation).
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“Capricho” no. 43 quoted above, and thus may connote a fantastic context. Indeed,
Goya’s allegorizing commentary on “Capricho” no. 62 is suggesting a non-realistic
interpretation: “See here is a terrible quarrel as to which of the two is more of a
witch. Who would have thought that the screechy one and the grizzly one would
tear each other’s hair in this way? Friendship is the daughter of virtue. Villains may
be accomplices but not friends.”"" Whereas by means of the subtitle Goya still gives
human behaviour the benefit of the doubt, Baudelaire makes it his own by rejecting
the fantastic and by converting the image into a hideous setting of love-making:
“This gulch, this is hell ... roll in it without remorse” (II. 12, 14).

Goya’s Witches—ﬁght constitutes a rather provocative picture, because it represents
a fall. The pictured fall mirrors the paradoxical nature of the figurative still-moment,
an isolated instant in a sequence of events. This stirred flash of horror cries for a
story and Baudelaire, fascinated by its enigmatic appeal, has taken up the challenge,
by metaphorising and metamorphosing Goya’s nightmarish scene into a “flower
of evil,” the battle of love-making, a battle fought by youngsters as well as mature
lovers.

“Duellum” is part of a cycle of love-poems in the second part of the section
“Spleen et idéal.” The Latin title “Duellum” refers to the archetypical character
of the scene. It combines the private atmosphere of the poem, rendered by the
apostrophe to the “amazone,” the current epithet for the beloved Jeanne Duval, with
human behaviour in general. The allegorical setting is reinforced by the persistent
use of definite articles and of metonymy in the second stanza, and by the recurrent
interpretative explanations throughout the poem (of the type: a equals b, “Ces jeux
... sont les vacarmes” 1. 3,“Ce gouffre, Cest 'enfer” 1. 12, “les glaives sont ... comme
notre jeunesse,” l. 5).

As most picture-poets, Baudelaire integrates the here and now of the picture
into a temporal sequence: in the first stanza, he stages the beginning of the battle
with soldiers and arms — “deux guerriers ont couru I'un sur 'autre” — in the second
stanza, he represents the here and now of the picture, the heavy battering by the
two adversaries, in the third he interrupts the still-moment and lets the two fighters
tumble into the abyss, in the last he prepares himself to follow them together with
his beloved.

The poem tells the story of an intensifying battle: first the innocent sexual activity
of young lovers, then the bestiality of mature lovers torturing each other, finally a
desperate and never-ending ardour and hatred. As in other love-poems in Les Fleurs
du mal (“De profundis clamavi,” “Le vampire,” “Sed non satiata,” “Tu mettrais
P'univers entier dans ta ruelle”), Baudelaire represents the tenacious battle of love as a
heavy fight, woman as a cruel machine, an implacable animal, a vampire using teeth

" Tomds Harris: Goya, Engravings and Lithographs, Vol. II, catalogue raisonné, San Francisco 1983, p.
139.
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and nails,"? and even the devil himself,' her eyes as swords, her bed as hell. More-
over, we have to do here with one of the most pessimistic love-poems of Les Fleurs du
mal. In contrast with other poems, the erotic relationship ends in a cynic resignation
(“my dear”) and a desperate desire for intoxication. Thus Baudelaire appropriates
Goya’s capriccio by converting it into his own cynic vision of love. He translates
the conflict that is represented into a degenerated erotic combat. He sonorizes the
image, he narrativizes it, and makes it familiar to himself and to the apostrophized
beloved. He voids the model of its contents and transforms it into new scenery with
new instruments and creatures (weapons, brambles, several monsters).

However, Baudelaire’s ekphrastic interpretation of the engraving is not only a
moralistic response to Goya about human love, but an aesthetic reaction as well.
Love figures in Les Fleurs du mal in the first place as a possibility of what Baudelaire
calls “I'envol” (the flight), an expedient to escape from spleen. Eager to free himself
from ennui and mediocrity, the lyrical I experiments the bestial as well as the angelic
way. In “Duellum” obviously bestiality reigns. In order to liberate himself from
spleen and ennui, the I strives for the new and the unexplored and therefore is
constantly in search of a provocation, of a crossing of boundaries, in this case by
experimenting even more cruel ways of lovemaking. Cynically “Et leur peau fleurira
Paridité des ronces” (I. 11) constitutes the only positive line of the poem. The horror
of the skinned pelts sticking to the brambles of the gulch' is slightly attenuated by
the blossoming metaphor, which in Les Fleurs du mal generally connotes the success
of poetic “envol.”"

12 See for example ‘Causerie’ (p. 61):

[...]

Ta main se glisse en vain sur mon sein qui se pAme;
Ce quelle cherche, amie, est un lieu saccagé

Par la griffe et la dent féroce de la femme.

Ne cherchez plus mon coeur; les bétes 'ont mangg.
Mon cceur est un palais fléeri par la cohue;

On sy sofile, on s’y tue, on s’y prend aux cheveux!’

[...]

Your hand gropes in vain upon my swooning breast;

What it seeks in that place, my friend, has been plundered

By the claw and the ferocious tooth of woman.

Look no longer for my heart; the beasts have eaten it.

My heart is a palace defiled by the mob,

A place of drunkenness, murder, hair-pulling cat fights!

13 See “Le vampire” (p. 37), and the last line of “Le possédé” (p. 42): “O mon cher Belzébuth, je tadore.”
4 One could also interpret this line in a figural way : the pelts of the lovers look like flowers in the
midst of the naked brambles. For an analogous metaphor of things stuck to prickly objects, see “Je te
donne ces vers” (p. 45): “Ta mémoire ... reste comme pendue & mes rimes hautaines.”

15 See for example “Bohémiens en voyage,” p. 21: “Cybele, qui les aime, augmente ses verdures, Fait
couler le rocher et fleurir le désert” [in this poem the bohemians are a metaphor of the poet].
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The final invitation addressed to the beloved, “Roulons-y sans remords,” refers
in Baudelaire to the restless, transgressive search for the “exotic” that we have already
mentioned. Like the other French Symbolists somewhat later, Baudelaire frequently
employs a religious vocabulary for his aesthetic experiments. The religious term
“remorse” designates commonly, in Les Fleurs du mal, the suffering in the prison of
spleen.'® Whereas hell is associated with remorse and grinding of teeth, Baudelaire
devises an insouciant dwelling on the battleground of hell. The oxymoron underlines
the paradox of the infernal paradise that Baudelaire is projecting in his poem. This
stepping into the picture is a rather modern way of responding to art. It simulates
a change of diegetic level that mirrors Baudelaire’s conception of art as springboard
toward a new aesthetic (and moral) experience. Remarkably the self-made scenery
is fixated as a perpetuum mobile in the last line of the sonnet. One could interpret
this poetic solution by Baudelaire as a genial transposition of the paradox expressed
by Goya’s etching, the paradox of the still-moment of a fall. Meanwhile one should
also take into account that Baudelaire’s aesthetics do not admit the stasis of the
image. On the contrary, they demand for a restless transcendence, the unknown
spot having become familiar and therefore expulsing the I again and again toward
other unexplored regions.

The ekphrastic translation of the engraving consists of a progressive appropriation
of the image by means of a definitional and constative style that we encounter also
in other non-ekphrastic Baudelarian poems: “Deux guerriers ont couru”...”leurs
armes ont éclaboussé”... “Ces jeux ... sont les vacarmes” “Les glaives sont brisés”,
“Ce gouffre, C’est 'enfer.” Moreover, the decryption of the Goyan figures turns
out to be a kind of familiarizing presentation: the anonymous adversaries are
successively designated as ‘two warriors,” ‘our heroes’ and ‘our friends.” Possessive and
familiarizing too is the use of the apostrophe. The I calls the ‘amazon’ as a witness
of the event that he is staging. The apostrophe creates an ironic distance as well as
an intimacy (“ma chere,” l. 6, sounds rather colloquial) regarding the events evoked
within the here and now of the poem, and as such exceeds the ekphrastic description
of Goya’s etching."” Many poems in Les Fleurs du mal are apostrophic. Baudelaire
uses the apostrophe as a means to conquer the extraneous and to integrate it into his
own poetic programme.

Not only the beastly fight but also the new existential scenery that Baudelaire
creates out of Goya’s horror scene reminds one of other Baudelairian infernal asylums.
The predators refer to human vices, in Les Fleurs du mal (one could interpret ‘de nos
amis peuplé,’ . 12, as ‘peopled with the two warriors with whom we are familiar’ as

16 See “Lirréparable,” p. 60: “Connais-tu le Remords, aux traits empoisonnés, A qui notre coeur sert
de cible?” and “Moesta et errabunda,” p. 69: “...loin des remords, des crimes, des douleurs, Emporte-
moi, wagon, enléve-moi, frégate.’

7On the role of the apostrophe in lyrics, see Jonathan Culler: The Pursuit of Signs, London 1981
(p. 135-154).
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well as ‘peopled with our familiar monsters’ — the second interpretation is underlined
by the synonymy of ‘hanté’ I. 9 and ‘peuplé’ 1. 12). The sterile ravine full of brambles
connotes the misery of the state of melancholy and spleen (see also ‘De profundis
clamavt’).

More than on visual imagery, Baudelaire concentrates on acoustic effects.
“Duellum” is extremely rich in assonances and alliterations. The sonority of the verses is
enhanced by onomatopoeia (“cliquetis,” “vagissant”), by inversions of sounds (“fureur
des coeurs mirs,” “fleurira I'aridité”) and by a vocabulary containing repetitive vowels

<« » <« 7 ’ » <« A » €« 7 ’ » <« » <« . . /7 » <« »
(“vacarmes,” “acérés,” “traitresse,” “ulcérés,” “chats-pards,” “aridité,” “amazone”).
In the sextet the echoes of the void of hell are heard thanks to a great number of

7 M«

<« . » » » Ky . z » «
nasals (“ravin,” "hanté,” “onces,” “s étreignant méchamment ont,” “ronce,

» <«

I'enfer,”
“roulons,” “afin”). Prosody is more irregular here than in other Baudelairian sonnets.
The tenacious fight is rendered by several enjambments that disturb the regular
cadence of the alexandrine (1..1/2, 3/4, 5/6, 6/7, 9/10). Moreover the punctuation
(the semicolon in I.1, the dashes in 1l. 8 and 12) does not fit the straightforward metre
of the sonnet, but rather connotes the emotive and irregular style of the prose text.
Obviously, Baudelaire is constructing ‘on the spot’ a new imaginary place out of Goya’s
image. His is a construction in progress that comes to life thanks to the expressivity of
poetic language.

Thus “Duellum” manifests the transition from representation to expression
which takes place in literature in the course of the 19" century.'® Because of the auto-
nomization of the arts that starts with Romanticism, literary language no longer
gives way to the object represented, but more and more offers expressive alternatives
which make the literary ‘substitute’ of reality more opaque. Meanwhile the literary
text opens up new ways for the imagination. Baudelaire’s picture-poems exemplify
the symbolist way in which he transforms reality into a new imaginative world, a
world in which he succeeds to survive. This is not a spiritual world — Baudelaire is
not a metaphysical poet, nor are the French Symbolists who claim him as their great
predecessor. It is an infernal or a celestial elsewhere that perspectivizes the here and
now of daily life, its emotions and anxieties.

'8 On this important development in Western literature, see Jacques Rancitre: La parole muette, Paris

1998.
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Albert Camus’ L’Etranger Revisited by lllustrators:
Visual Artists and Literariness

Sonia Lagerwall

Prelude. From Markus Raetz’s anamorphoses to literary reading

Springtime 2006. A retrospective of Markus Raetzs work at the Carré d’Art in
Nimes, France. Raetz is a Swiss artist fascinated with the principle of anamorphosis
and the way the spectator’s gaze and movement transform the work. Many of his
pieces incorporate verbal elements, expanding the anamorphic operation to the realm
of reading texts as well. On a plinth opposite a mirror are some fragile ‘sculptures.’
They form the English word “SAME.” In the mirror reflecting them we again read:
“SAME.” As the visitor walks around the plinth reading, the word and its reflection
stay unchanged.

A few steps away, on a different wall, there is another group of ‘sculptures.” Here
the word reads “TOUT.” This time, however, the French word is metamorphosed as
the visitor passes: “TOUT” changes into “RIEN”; “everything” becomes “nothing.”

The two pieces — one radically resisting transformation under the eye of the
observer, the other just as radically emphasizing the change brought about by this
gaze — deal with the question of interpretation in art in a form which allows the
interrogation to encompass both visual and verbal works. So let us heed the invita-
tion and for a moment imagine what Raetz’s pieces may suggest if we make them
deal with verbal art and literary reading. Which of the two pieces comes closer to
illustrating what happens to the literary text when it is being read? Is it the first
— in which the word reads “SAME” regardless of the observer moving around it,
suggesting that the text has a fixed meaning inscribed within which stays unaffected
by the reader’s passage? Or is it the second — where the visitor participates so strongly
in the work of art that she transforms it, her passage altering the text to the point

where the “TOUT” may literally come to read “RIEN”?

Raetz’s pieces could serve, as it were, to illustrate two extremist understandings of
how meaning arises in literary texts. One, belonging mainly to the first half of
the twentieth century and the schools of New Criticism and early Structuralism,
states that meaning is a function of the text alone. The other, gaining momentum
in the 1980’s through reader-response critics like Stanley Fish, argues instead that
meaning is what a reader projects onto a text. According to the former stance the
textual structures are solely determinant and the reader pole is of no pertinence.
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The latter stance, in turn, makes the individual reader the measure of all things and
even questions the relevance of speaking of the text as an object, given the multiple
responses the text may give rise to.

In this article I wish to defend neither of the stances described above but an inter-
mediary position, arguing with reception theorists like Wolfgang Iser and Umberto
Eco that literary reading is rather to be conceived as an inzeraction between the text
and the reader.' And it is by looking at painters’ readings of literary texts that I wish
to address the issue of reception. I am interested in the impact that illustrations
may have on the reader’s perception of the aesthetic qualities of a literary text. If
literature is to have the estranging potential that the Russian Formalists saw in it, if
it is to challenge our perception of the world through the deautomatization® of the
familiar, the text must resist the reader’s drive to apply an overly subjective reading
and yet still solicit the reader’s personal engagement. When a novel is illustrated,
another reader interposes him/herself between the text and ourselves: in many
respects, illustrating a text means nothing less than interpreting it. The question I
want to examine here, however, is to what extent the work of an illustrator can be
understood in the sense that Roland Barthes’ gave the term interpreting — serving
not to delimit textual meaning but, on the contrary, to highlight the plural of the
text and to open up multiple ways of reading ir. “Interpréter un texte, ce n'est pas
lui donner un sens (plus ou moins fondé, plus ou moins libre), c’est au contraire
apprécier de quel pluriel il est fait.”

Edward Hodnett observes that not only the choices of “aspects of text to illu-
strate” but also the illustrator’s “medium, the techniques of reproduction of the
illustrations, and the format of the book” are parameters which will affect our read-
ing of the illustrated narrative.* Hans Lund reminds us that the visual medium
has its own established conventions which the artist may exploit in elaborating the
designs.” According to the reception theorist Wolfgang Iser, the reading of a verbal
text is informed by textual strategies whose function it is to guide readers in their
construction of meaning. Such strategies become perceptible for instance through
the writer’s choice of narrative techniques (Iser, p. 87). When illustration is added to
a narrative, will the medium specificities of the visuals diminish the impact of such
verbal strategies and undo the rhetorics of the text?

! Wolfgang Iser: The Act of Reading: A Theory of Aesthetic Response, Baltimore; London 1980 (1978);
Umberto Eco: The Role of the Reader: Explorations in the Semiotics of Texts, Bloomington 1979.

% Victor Shklovsky: “Art as Technique” in David Lodge (ed.): Modern Criticism and Theory: A Reader,
London 1988 (p. 16--30), p. 27.

? Roland Barthes: $/Z, Paris 1970, p. 11. In Richard Miller’s English translation, the passage reads:
“To interpret a text is not to give it a (more or less justified, more or less free) meaning, but on the
contrary to appreciate what p/ural constitutes it,” Roland Barthes: $/Z, Oxford 1990, p. 5.

* Edward Hodnett: Image and Text. Studies in the Illustration of English Literature, London 1982, p. 6.
> Hans Lund: “Illustration” in Hans Lund (ed.): Intermedialitet. Ord, bild och ton i samspel, Lund
2002 (p. 55-62), p. 59-60.
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Using two illustrated editions of Albert Camus’ novel LEtranger as my cases in
point, I want to suggest that the opposite could, actually, be possible; I will consider
the illustrations of visual artists as a means of potentially strengthening the textual
rhetorics of narratives. I will argue that a painter’s images may reinforce certain
aesthetic qualities of the text and thereby help to maintain a balance between the
text’s rights and the reader’s rights.

Literariness and Genre

To understand reading as an inreraction implies that one posits the existence of
textual strategies inscribed into the text, which may influence and guide the reading
in different directions. Which strategies we are sensitive to as individual readers and
actualize in our reading is, however, highly dependent on our personal repertoire, in
other words, on our prior reading experiences and our cultural and socio-linguistic
identity.

I will postulate that the more clearly we recognize the verbal text as lizerature, as
an artifact with aesthetic intentions, the better are the chances that balance may be
achieved between the reader pole and the text pole, and that the literary text may
exercise its estranging potential. Genre-specific traits may play a certain role here in
determining our attitude as readers. The risk that a reader will apply a non-literary
reading to a sonnet in its classic Petrarchan form is probably less than for the same
reader approaching a modern realistic novel as if it were a récit factuel.* The form
of the sonnet would be imposing enough to alert us to the artistic intentionality of
the composition, urging us to apprehend form as significant. In messages where the
poetic function is dominant, the reader is directed to the message for its own sake, as
Roman Jakobson has argued.” The /literariness of a prose narrative is likely to be less
overt.® Compared with poetry, the general tendency of the narrative is syntagmatic

T do not want to imply there is a difference in nature between literary and non-literary reading, but
rather a difference 77 degree. As Louise Rosenblatt puts it: “the operations that produce the meaning,
say, of a scientific report and the operations that evoke a literary work of art [...] are to be understood
as representing a continuum rather than an opposition” (p. 1065). Depending on the reader’s purpose,
the reading stance is either predominantly efférent or aesthetic. In what Rosenblatt calls the efferent
stance (from the Latin efférre, to carry away) the reader’s focus is on the utility of reading, on what
can be “extracted and retained after the reading event” whereas, in the aesthetic stance, focus is “on
what is being lived through during the reading event” (p. 1066-1067). See Louise Rosenblatt: “The
Transactional Theory of Reading and Writing” in Robert B. Ruddel, Martha Rapp Ruddel, and Harry
Singer (eds.): Theoretical Models and Processes of Reading, Newark, Delaware 1992 (p. 1057-1092).

7 Jakobson’s famous definition of the poetic function of language is the following: “The poetic
function projects the principle of equivalence from the axis of selection into the axis of combination.”
Roman Jakobson: “Closing Statement: Linguistics and Poetics” in Thomas A. Sebeok (ed): Style in
Language, Cambridge 1960 (p. 350-377), p. 358.

8 Referring to Jakobson’s discussion of the paradigmatic and syntagmatic aspects of language (also
known as the metaphoric and metonymic) and their association to poetry and prose respectively,
David Lodge rightly observes that, whereas texts written in the metaphoric mode overtly present
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rather than paradigmatic; the artfulness of the text can be better concealed in a
novel’s illusion-making fiction prompting the immersion of the reader more than
it solicits a distant reflective attitude. Poetry, Jakobson observed, “is focused upon
the sign, and pragmatical prose mainly upon the referent.” Consequently, the fore-
grounded elements through which the composition gives itself away may be less
manifest in a first reading of a novel than of a sonnet.

I want to discuss illustrations by visual artists as ways of heightening the ‘poetic’
aspects of the predominantly syntagmatic narrative. I will argue that, in showing the
reader to the text’s artfulness, a dimension often less overt in a novel than in a poem,
the images which illustrate a novel may highlight textual rhetorics and intensify the
reader’s aesthetic experience of the text. Accordingly, I hope to challenge the idea
that artists’ illustrations are didactically reductive when applied to longer narrative
texts while aesthetically expansive when relative to poetry.'® Illustration, I believe,
is just as capable of foregrounding the complexity of a narrative in emphasizing
aspects that we tend to think of as the text’s /iterariness.

My scope will be limited to French literature. In order to better contextualize the
two illustrated editions of Camus’ novel used for the analysis in the final part of this
article I will try to give a brief outline of the modern history of French illustration
before turning to the two artists’ works proper.'' As one of the most influential books
in twentieth century French literature L’Etranger, from 1942, has been illustrated
quite a few times.'? It has also been adapted to the screen by Luchino Visconti
whose film Lo Straniero was presented at the Venice film festival in 1967. The two
illustrated editions from 1946 and 1966 which I will look into here are exceptional,
not only through the care put into the editions, but also through the number of

themselves as literature, “literature written in the metonymic mode tends to disguise itself as

nonliterature.” David Lodge: The Modes of Modern Writing: Metaphor, Metonymy, and the Typology of
Modern Literature, London 1977, p. 93.

? Roman Jakobson: “Two Aspects of Language and Two Types of Linguistic Disturbances” in Selected
Writings II: Word and Language, The Hague 1971 (p. 239-259), p. 258.

19 Cf. Renée Riese Hubert and Judd D. Hubert: “Reading Gertrude Stein in the Light of the Book
Artists” in Modernism/Modernity, Vol. 10, No. 4, 2003 (p. 677-704), p. 702: “While abundant
mimetic illustrations such as those of nineteenth-century novels prevail upon readers to adopt the
point of view of the artists, modern and postmodern graphic commentaries tend to problematize the
text and thus to complicate rather than impose an interpretation.” While the authors have initially
made an interesting statement about artists’ illustrations in general: “As a rule, artists, mimetic or
other, give close readings of the texts they illustrate and thus have much in common with critics and
translators” (p. 702), they here introduce an opposition which seems to insist, among other things,

on genre-specific traits. The passage seems to suggest that there is a necessary correlation between
the narrative genre and graphics that weaken the text’s signifying potential, a correlation which,

furthermore, increases proportionally to the number of representational images displayed.

11 Albert Camus: L’Etmnger, with etchings by Mayo, Paris 1946; Albert Camus: L’Emmger, with
original lithographies by Sadequain, Paris: Les Bibliophiles de CAutomobile-Club de France, 1966.

12 Other illustrators include Edy Legrand, Alexandre Garbell, Bernard Buffet, Alain Korkos, Mireille
Berrard, Eduardo Urculo.
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images, important enough (twenty-nine in the case of the Mayo edition, thirty-five
in the Sadequain edition) to result in visual ‘narratives’ running parallel to the text
with which they are in continual dialogue."

Textual Rhetorics: The Text as Composition

The “primary function of the illustration of literature, Edward Hodnett states, is to
realize significant aspects of the text” (Hodnett, p. 13). But what are we to under-
stand by that term? “The most important decision an artist has to make about an
illustration is the moment of choice,” Hodnett declares, a decision concerning “the
precise moment at which, as in a still from a cinema film the action is stopped”
(Hodnett, p. 7). The artist must determine “which of the possible moments of
choice are the ones that are most significant in terms of contributing to the reader’s
understanding of the text and of reinforcing the emotional effects sought by the
author” (Hodnett, p. 8). “Ideally, Hodnett concludes, each illustration would reflect
and sustain the tone of the work as a whole” (Hodnett, p. 8). Logically, form and
content must then be of equal importance to the illustrator’s decisions.

A written text is a material object and reading is consequently always a function
of the way the text is presented in print. Hans Lund formulates it in the following
way: “[w]riting is a visual medium. It is object-like and static, permanent and survey-
able and much more dependent on physical context that speech is.”'* The book as
an object hence imposes on the reader a linear reading and allows the author an
important amount of "composition,” by way of textual structure as well as through
the mise-en-page. As Rudolf Arnheim has observed, the verbal text thus controls the
reader’s sequential processing of it to a degree that the visual text cannot."”

A reception theorist like Wolfgang Iser stresses that both the material selected for
the repertoire of a literary text and the way this material has been horizontally distri-
buted throughout the work is likely to influence how the reader constructs meaning
from a narrative (Iser, p. 96). The author’s choices of plot, characters, narrative voice,
themes and motifs thus belong to the textual features which may be apprehended as
‘reading directives’, or textual strategies, guiding the reading in certain directions.'®
If applying narratological concepts instead, with Gérard Genette, we may consider

13 Camus’ novel amounts to less than 190 pages. Given that their series of illustrations comprise a
minimum of twenty-nine pictures, the two artists have thus been given that “adequate scope” necessary
for the illustrator to make “a full contribution as an interpreter of the text,” Hodnett, p. 21.

4 Hans Lund: “From Epigraph to Iconic Epigram: The Interaction between Buildings and Their
Inscriptions in the Urban Space” in Martin Heusser, Claus Cliiver, Leo Hoek, and Lauren Weingarden
(eds.), The Pictured Word. Word & Image Interactions 2, Amsterdam 1998 (p. 325-335), p. 335.

5 Rudolf Arnheim: “Unity and Diversity of the Arts” in New Essays on the Psychology of Art, Berkeley
1986, (p. 65-77), p. 70.

16 Iser, p. 86: “the strategies organize both the material of the text and the conditions under which
that material is to be communicated [...]. [...] the strategies can only offer the reader possibilities of
organization.”
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choices of genre, order, duration, frequency, mode etc."”

In discussing films based on novels, Brian McFarlane argues that elements
which are relative to the story lend themselves to transfer to a larger extent than do
elements relative to discourse, often requiring adaptation within the visual medi-
um.'® McFarlane’s dichotomy is roughly applicable to the case of illustration and
narrative as well. As a result of the picture’s medium-specific properties it would
seem that illustrators depict characters, settings, key scenes etc. with ease, whereas
rendering the discursive qualities of the text may cause them some difficulties. Since
the discursive qualities are relative to how the story is narrated, they are indeed often
medium specific. One would hardly be surprised, then, if the visual artist were to
focus first and foremost on story content when illustrating a literary narrative, and
stress referential dimensions rather than aesthetic ones.

Then again, one might also argue that it would be precisely on matters of form that
the work of the artist and the work of the writer instantly touch common ground.
Hypothetically, the artist’s natural interest in form and composition could predispose
him/her to be particularly attentive to the discursive qualities of the text and to the
organization of elements within the work which may serve as reading directives.
Though not always directly transferable into images, the discursive organization of
the text may still play an important role in the decisions and final choices that the
illustrating artist makes." In this respect, the pictures may be decisive in directing
the attention of the reader to textual composition.

lllustrators as Readers

As Philippe Kaenel reminds us in Le Métier de l'illustrateur, the blanks on the printed
pages of a book — the whites of the margins and the gaps between words — are tra-
ditionally spaces where the owner of the book, its reader, may inscribe personal
marks.? Notes, scribbles or other signs of the reader’s passage may thus fill in blanks
and constitute traces of the act of reading. The same blanks, Kaenel points out, were
long the privileged place to put illustrations. This coincidence is worth emphasizing
for two reasons: first, because it reminds us that wherever there is an illustration, «
reader has passed; and, second, because, in the terminology of Wolfgang Iser, the
blanks of the text metaphorically refer to the places explicitly reserved for the reader’s
imagination and activity as a co-author. Such blanks are a function both of textual
structure — in as much as disconnections between segments have been inscribed into

17 Gérard Genette: Figures I11, Paris 1972.

'8 Brian McFarlane: Novel to Film: An Introduction to the Theory of Adapration, Oxford 1996.

¥ In “Structural Isomorphism of Verbal and Visual Art,” Semiotica I, Mouton 1969 (p. 5-39), B. A.
Uspensky discusses a series of examples of “[s[tructural analogies between the composition of literary
work and the organization of work of fine art,” p. 5.

2 Philippe Kaenel: Le Métier d’illustrateur 1830—1880: Rodolphe Tipffer, J.-J. Grandville, Gustave
Doré, Paris 1996, p. 318.
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the text through ellipses, narrative order, mode etc. —, and of the individual reader’s
repertoire as this engages with the repertoire of the text (Iser, p. 196-203).

The illustrated narrative is a hybrid and this influences the semantic content of
the pictures and determines the artist’s work. The images are conceived in order to
function as a complement to the text proper, that is, in a joint discourse with the
verbal medium, never without it. Although word and image appear simultaneously
from a reception point of view in a relation of interreference, it is determining that
from a production point of view they appear consecutively, to use the terms of Kibédi
Varga.?! As opposed to “collaborative forms” where no medium is primary over the
other, the illustrated narrative installs a hierarchy between image and text in so far
as the visuals are necessarily secondary to the text in terms of production.” Kibédi
Varga sums it up in the following observation:

What comes first is necessarily unique; what comes after can be multi-
plied. One image can be the source of many texts, and one text can
inspire many painters. These secondary series can become the objects
of comparative study, which makes us aware of the fact that illustration
and ekphrasis — in fact, #// manifestations of subsequent, secondary
relations — are just different modes of interpretation. The interpreter
is never an exact translator; he selects and judges. And this, precisely,
happens whenever a poet speaks of a painting or a painter illustrates a

poem (Kibédi Varga, p. 44).

Hence, in an illustrated version the iconic code will naturally fill in some textual
blanks, justas it may create new places of indeterminacy. Certain textual strategies will
necessarily be altered in the illustrated text as compared to the original novel. Hans
Lund discusses illustrations in terms of a rewriting of the target text, stressing that
the images always operate changes in the semantic field of the text.”® Furthermore,
he strongly insists on the dialogical relationship between interreferring media: “[t]he
label influences our reading of the picture. That is obvious. But the contrary is
obvious, too: the picture and its context will always influence our reading of the
label” (Lund 1998, p. 329). In other words, Camus’ text determines the images, but
these, in turn, exercise a role on the way readers process the text. An illustrator who
decides to highlight textual composition, then, could promote readers’ awareness of
structure. Such illustrations could maybe be said to be in line with Barthes definition
of interpretation, in so far as they less impose a meaning on the text than visualize the

2L A. Kibédi Varga: “Criteria for describing Word and Image-Relations” in Poetics Today, Vol. 10, No.
1, Spring 1989 (p. 31-53), p. 33 and 39.

22 Thomas Jensen Hines: Collaborative Form. Studies in the Relations of the Arts, Kent, Ohio 1991.
» Hans Lund: Zeéxt as Picture. Studies in the Literary Transformation of Pictures, trans. Kacke Gotrick,
Lewiston 1992, p. 25; Hans Lund 2002, p. 58.
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text in its singular composition, as a concrete object which proposes to the reader
different ways of reading it. The idea that “[o]ne text through its clarity gives access
to another,” we learn from Wendy Steiner, is intimately linked with the practice of
illustration.?® Steiner stresses the “rootedness of illustration in interpretation and
intertextuality” and states: “Hermeneutics and the interartistic comparison may
truly be called the sister arts!” (Steiner, p. 141 and p. 21).

If there is to be any sense in discussing pictures in terms of visualizing literariness,
one should be able to argue that a figurative image, all while concretizing elements
of story (an inevitable effect of representational illustration), highlights the character
of verbal artifact of the text. Instead of fixing meaning, then, the illustrations should
show the reader how the text suggests for meaning to be constructed. For a prose
narrative like L’Etmnger this would mean that the images would underscore the
text’s potentially estranging qualities, ‘estranging’ the text rather than naturalizing it
as is often the case with didactic illustration.

“Lillustrateur [...] ne doit voir qu’avec les yeux d’un autre...”®

Originally published in 1942, Camus’ modern classic was illustrated for the first
time in 1946 by the painter Mayo in an edition released by Gallimard/N.R.F
presenting a rich series of etchings. The second illustrated volume I want to discuss
was published in 1966 by a society of bibliophiles and it comprises a large set of
lithographs by Sadequain.?® In order to gain a better understanding of how these
two editions relate to the tradition of modern French illustration, let us begin by
looking at how the conception of illustration had evolved in France since the days
of the romantic novel.

[lustrated literary works have long occupied an important place in the history
of French edition.” Gordon N. Ray does not hesitate to call French illustration “the
richest in the world” and Antoine Coron reminds us that in France, “since D.-H
Kahnweiler at the beginning of the twentieth century, book illustration by painters
is inseparable from the most modern literature, in particular from poetry.”* The

# Wendy Steiner: The Colors of Rbetoric, Chicago; London 1982, p. 141 (my emphasis).

» Théophile Gautier cited by Antoine Coron: “The task of the illustrator is to see with somebody
else’s eyes” (my translation). Coron: “Trois termes, trois moments: illustrations, livres de peintres,
artists’ books” in Le Livre illustré, Cahiers de la Serre, No. 19 octobre 1987, Saint-Etienne: Ecole
Régionale des Beaux-Arts de Saint-Etienne, p. 1.

% Etching is a technique of engraving in a metal plate, which is subsequently plunged into an acid
bath that attacks the selected parts of the plate for the duration of the immersion. Lithography is a
printing technique on stone resulting from the repulsion of oil and water. Cf. LAtelier du peintre.
Dictionnaire des termes techniques, Paris 1998, p. 96-97 and p. 194-196.

¥ The first illustrated book printed in France was the Miroir de la rédemption de I'humain lignage,
printed in Lyon by Mathieu Husz in 1478. Cf. Bruno Blasselle: A pleines pages. Histoire du livre. Vol.
1, Paris 1997, p. 57.

2 Gordon N. Ray: The Art of the French lllustrated Book: 1700 to 1914. Volume I, Ithaca; New York
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prestigious tandem of poet/painter and the conception of illustration that goes with
it and which has become consecrated through the lvre d'artiste or livre de peintre,
constitute but one link, however, in the chain of modern illustrated books in France
whose beginning we may retrace to the romantic novel around 1835. If the illustrated
narrative is a rarity today, it was the dominating genre in the nineteenth century
and held its appeal for both the bibliophile societies and the main publishing houses
until at least the beginning of the 1930’s.

The nineteenth century was the time of the democratization of reading and of
the commercialization of the book in France. Simultaneously with the illustrator’s,
the publisher’s profession was born (Kaenel, p. 318). Images accompanying the texts
played an important role in attracting new readerships. Illustration being costly,
however, publishers often opted for reissues of the classics rather than risk putting
considerable sums into untried titles by contemporary writers (Ray 1982b, p. 248).
Don Quijote, Paul et Virginie or Gil Blas, illustrated by popular talented artists like
Tony Johannot and Jean Gigoux, are among the most remarkable editions of this
era. Contemporary literature in elaborate editions did not come into vogue until the
1870’s, when relentless publishers finally succeeded in catching the interest of the
bibliophile societies. Having created the first society of bibliophiles back in 1820,
these book amateurs had long been concerned only with beautiful rare editions of
the classics. Now, limited deluxe editions of contemporary works by authors such as
Alphonse Daudet, Théophile Gautier and Emile Zola made them widen their scope
considerably.®® From 1870 onwards a great number of bibliophile societies were
created, making texts by contemporary authors rapidly become objects of specu-
lation (Parinet, p. 104). If this collector’s zeal gave an important momentum to
the book industry, the bibliophiles conservative choices, however, were not likely
to reform the aesthetics of the illustrated book. For that to happen the art dealers
themselves had to get involved in publishing.

From a Narrative Style to the “illustration parallele”

Nineteenth-century French book illustration excelled in a predominantly narrative
style. An illustrator like Louis Morin could state that “Nous ne croyons pas qu’il soit
possible d’illustrer un livre plus raisonnablement que par la représentation de ses
principales scenes.”® The “pregnant moment” as Lessing had defined it, pointing

1982b, p. xiv and Coron, p. 5 (my translation).

¥ Balzac, Flaubert, France, Huysmans, Maupassant, Mérimée and Musset were the authors whose
works were most often illustrated in France between 1880-1914, all names which indicate the strong
place occupied by narratives. See Gordon N. Ray: The Art of the French Illustrated Book: 1700 ro
1914. Volume II, Ithaca; New York 1982b, p. 461.

30 Elisabeth Parinet: Une Histoire de ['édition & [ époque contemporaine: XIXe-XXe siécle, Paris: Editions
du Seuil, coll. “Points histoire,” 2004, p. 104.

3! Cited in Rolf Séderberg: French Book lllustration 18801905, Stockholm 1977, p. 151. “We do
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back into the story as well as forward to coming events was the principle which
guided the illustrator’s approach.’* The graphic artist did not hesitate to work from
photographs of costumed models posing in a tableau vivant to get the gestures and
expressions of the characters right.” The pictures, then, were clearly subordinate to
the text’s subject. Grandville’s daring attempt to turn the hierarchy upside down in
Un Autre monde was way ahead of its time; in his proto-surrealist enterprise from
1844 he had the drawing-pen tell the pencil to kindly stay at home while the pen
ventured off on a journey to assemble the images that the pencil was asked to verbally
‘illustrate’ only on the drawing-pen’s return. Twentieth century authors like Michel
Butor or Claude Simon have made this ‘commenting’ practice or ‘verbal illustration’
by a pencil an important part of their writing activity, proving, if necessary, its
literary potential.

In the 1880’s, the conception of illustration gradually moved from meaning
the “literal reinterpretation” of a text to what Kaenel calls a decorative aesthetics
(Soderberg, p. 10; Kaenel, p. 316). The “traditional anecdotal manner” of a Tony
Johannot or Gustave Doré was rivaled by the decorative style of the likes of Maurice
Denis, whose declaration “I'illustration, c’est la décoration du livre” became /e mot
d'ordre for a generation of Symbolist artists such as Carlos Schwabe, Odilon Redon
or Art nouveau artists like Eugene Grasset and Alfons Mucha (Séderberg, p. 151;
Kaenel, p. 316). The decorative aesthetics of Denis meant the autonomization of
the arts in the sense that the pictures freed themselves from the text’s subject. The
illustrations were to exist “sans servitude du texte, sans exacte correspondance de

sujet avec ['écriture” (Kaenel, p. 316).%

Denis compared them to “une broderie
d’arabesques sur les pages, un accompagnement de lignes expressives” (Kaenel, p.
316).% And in certain ornamented works of Octave Uzanne the traditional separation
between typography and graphic illustration is undone; the deconstruction of the
page allows for a perfect interpenetration of verbal and visual elements (Kaenel, p.
306 and 318).

In 1900, Ambroise Vollard, the art dealer for the impressionist painters, published
what today has become one of the most famous illustrated books of the modern
era, Verlaine’s Parallelement, illustrated by Bonnard’s lithographs. It was with this

title in mind that the critic Clément-Janin forged the term “illustration parallele”

not believe there is a more reasonable manner to illustrate a book than to represent its principal
scenes” (my translation).

32 “[PJainting can only make use of a single instant of an action, and must therefore choose the one,
which is most pregnant, and from which what has already taken place, and what is about to follow,
can be most easily gathered,” Gotthold Ephraim Lessing: Laocoon. An Essay on the Limits of Painting
and Poetry, trans. E. C. Beasley, London 1853, p. 102.

% Antoine Coron: “Livres de luxe” in Roger Chartier and Henri-Jean Martin (eds.): Histoire de
lédition frangaise IV, Paris 1986 (p. 409-437), p. 412.

3 “Without servitude to the text, without exact correspondence to the verbal subject” (my translation).
% “An embroidery of arabesques on the page, an accompaniment of expressive lines” (my translation).
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to describe the new fin-de-siecle aesthetics. Instead of being dictated by the text
the artist now let himself be inspired by it. Clément-Janin noted that the obvious
links between text and image were no longer present in the “illustration parallele.”
Commenting on Mirbeau’s Le Jardin des Supplices, illustrated by Rodin, the critic
was stunned to find the meeting of verbal and pictorial elements “as random as the
encounter between a clock and a bottle of perfume at the bottom of a suitcase” (cited
in Séderberg, p. 151; my translation). As Rolf Séderberg puts it: “The paradoxical
aim of the new book design seem[ed] to be the expulsion of the illustrative element
from book illustration” (Séderberg, p. 151).

The development from the romantic illustrated novel with its narrative style to the
fin-de-siecle “illustration paralléle” is a considerable one in terms of aesthetics. Also,
thanks largely to the authority of the bibliophiles societies the illustrator’s profession
met with general respect at the end of the century. Works of contemporary authors
were considered worthy of elaborate illustrated editions which became collectors’
items. Modern book illustration had moved from being a means to primarily attract
the masses to reading to become a select part of contemporary edition.

The Twentieth Century: Painters and Poetry

The beginning of the twentieth century was a Golden Age of the French illustrated
book, one during which the painters were finally to supersede the traditional illus-
trators.

When in 1931, after years of continually rising prices on the market for the illus-
trated book, the speculators’ bubble burst, the crisis affected just about all players
involved. As Antoine Coron has pointed out, the editorial landscape of illustration in
France was characterized by great heterogeneity. Apart from art dealers such as Ambroise
Vollard, D.-H. Kahnweiler, Jeanne Bucher, Christian Zervos — specialized mainly in
poetry — there were also many small occasional publishers of illustrated books.* Equally
important were the big publishing houses like Gallimard/N.R.F — among the leaders
in illustrated volumes between 1919-1931 — which had special deluxe collections for
such works and still gave an important place to narratives (Coron 1986, p. 417). Last
but not least there were the bibliophile societies. The crisis led to many of the small
publishers going bankrupt, and even major publishers of literature like Gallimard/
N.R.F put their deluxe collections on hold during much of the 1930’s (Coron 1986, p.
417). The 1946 edition of L’Etmnger, illustrated with etchings by Mayo, is one of the
first volumes to be released by Gallimard/N.R.F as the publishing house again begins
to invest in illustrated books after a long period on hold (Coron 1986, p. 435).”

% Joining the group of publishing art dealers were Albert Skira in the 1930’s and Tériade and Aimé
Maeght in the 1940.
% Gallimard/N.R.F’s position as the most prestigious French publisher of belles-lettres is reflected in
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The societies of bibliophiles were just about the only ones to remain fairly
unaffected by the 1931-1936 crisis. Indifferent to the market since they relied on
membership fees, they continued their activity and regained some of the influence
they had exercised at the turn of the century before the arrival of the art dealers (Coron
1986, p. 416).® Among them was the Société des Bibliophiles de I’Automobile-
Club de France, founded in 1929 and the commissioner of our second edition of
L’Etmnger, printed in 1966.%

Published within the close interval of twenty years (1946-1966), our two illus-
trated editions of L’Etmnger thus inscribe themselves into a history of modern
French illustration which, in the course of hundred years only, had moved from a
narrative style to book illustration being primarily reserved for poetry. Poetry, we
remember from Jakobson, essentially gives priority to the message itself over the
referent. Wendy Steiner, in Colors of Rbetorics, suggests that modernist literature
and painting are indeed characterized by a shift in focus from reference to sign, or
rather, from a traditional understanding of representation to one where the text
itself becomes emphasized in its concrete dimensions, as an object (Steiner, p. 24). In
modernism, “[t]he true means of representing reality was not to represent at all, but
to create a portion of reality itself. And the way to do so was to stress the properties
of the aesthetic media in question, since these are palpable, thinglike” (Steiner,
p. 17).% To the “significant aspects” which illustrations must realize according to
Edward Hodnett one can thus count the discursive organization and structure of
a modernist text (Hodnett, p. 13). Given the above outlined history of modern
French illustration it would hardly be surprising if the painters chosen to illustrate
Albert Camus’ avant-garde novel sought to combine representational images with a
certain emphasis on concrete literary form.

the many titles present in the catalogue of Monroe Wheeler’s influential exhibition Modern Painters
and Sculprors as llustrators, held at the Museum of Modern Art, New York in 1936.

38 From four in 1900 their number had risen to an impressive thirty-four in 1932. Coron 1986, p. 418.
¥ Among the Society’s most remarkable volumes is the Odjyssée illustrated by Frangois-Louis Schmied,
an art-deco book commissioned shortly after the Society’s founding and considered today to be one of
the finest works of its era. The Odyssée was one of the last books to come out of Schmied’s exceptional
one-man art-deco atelier before he was forced to close down in 1933. Cf. Coron 1986, p. 423.

0 Cf. p. 123: “[...] poetry, in the modernist period at least, stresses phenomenon (the work of art
as a thing, an unmediated experience of things, etc.) in order to achieve a higher realism, a more
intense experience than the mere reference of science can achieve.” Steiner continues, p. 124: “The
poetic function dominates in literature (poetry and fiction); it focuses attention on the linguistic
utterance itself (the message) rather than upon its referent, as in communicative language. [...] The
fundamental trait of poetic language is its thoroughgoing iconicity.”
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The Two Painters

The Gallimard/N.R.F edition is the only illustrated version of LEtranger to have
been published during Camus’ lifetime. It followed only four years after the novel’s
first publication and Camus personally chose his friend Mayo to be the illustrating
artist for the volume, printed in 310 copies.*' The Greek-French painter had begun
his career under the influence of Surrealism in the late twenties. Camus and Mayo
worked together for the first time in 1944 at the Théitre des Mathurins, when Mayo
designed the costumes and the set for Camus’ play Le Malentendu.**

When, exactly twenty years after the Mayo etchings, the Pakistani painter
Sadequain was asked to illustrate Camus’ novel again, the pictorial rendering could
not have been more different. Born into a family of calligraphers in 1930, Sadequain
was to become one of Pakistan’s most influential painters within his generation.® In
19606, the Bibliophile Society’s choice fell on Sadequain to illustrate Camus’ modern
classic. Printed in 150 copies in an in-4° format, the volume alternates a set of
thirteen black and white semi-abstract lithographs with twenty-two figurative full-
page color lithographs, one of which is a frontispiece.** Sadequain’s images give a
seemingly very different vision of the novel than do the Mayo etchings. Our two
illustrated editions hence invite us to make an interesting comparison of two artists’
visual renderings of the same literary text.

[’Etranger: The Narrative Stance

Albert Camus’ L’Etmnger tells the story of Meursault, a Pied-Noir in colonized Algeria
in the 1930’s.* In a language which is both highly refined and suggestive of a simple
diary, it relates his banal life. Situating the text in the existentialist movement of the
time or in a literary tradition of the absurd is highly relevant but cannot answer all

4 Les Peintres Amis d’Albert Camus, Les Rencontres méditerranéennes Albert Camus Lourmarin,
1994. Catalogue publié¢ avec le concours du Conseil général de Vaucluse, 1994, p. 41.

%2 The same year that he did the etchings for L’Etranger, Mayo illustrated a work by another friend,
the poet Jacques Prévert: Jacques Prévert and André Verdet: Histoires, Paris: Editions du Pré-aux-
Clercs, 1946. Mayo, born as Antoine Malliarakis, also left his marks as a set and costume designer
for the theatre and for the cinema of Marcel Carné and Jacques Becker in particular. Cf. Patrick
Waldberg: Mayo, Milano: Edizioni Annunciata, 1972 and Nikita Malliarakis: Un peintre et le cinéma,
Paris: LHarmattan, 2002.

# Cf. Sadequain, Yunus Said (intr.), Karachi: Pakistan Publications, 1961. The retrospective
dedicated to his work at the Mohatta Museum in Karachi in 2002 attracted 85 000 visitors. It was
at the Biennal de Paris in 1961 that the young painter first caught the attention of the French and
European art scenes when he won the first prize in the category of best foreign artist. Cf. http://www.
dawn.com/2003/08/10/local4.htm (accessed on April 1, 2007)

# The copy I have been working with comprises 2 volumes since it includes a suite in which the
black and whites are also reproduced separately. An original signed by the artist makes the lithographs
amount to 36 in all.

# The term Pied-Noir refers to the population of European descent in Algeria.
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the questions raised by this enigmatic text. Among its more intriguing aspects, we
must clearly count the narrative stance.

Meursault himself tells us his story: how, shortly after his old mother’s funeral, he
kills an Arab on a beach in Algiers without any apparent motive and is sentenced to
death after a parodic trial. As readers, we soon come to realize that Camus’ Meursault
is a highly unusual narrator. Despite the use of the first person narrative and internal
focalization, his discourse is void of true reflections and emotions. Where one would
expect the internally focalized discourse to give some insight into the psychology
of the narrator it consists instead of detailed descriptions of the concrete, material
world and of the way Meursault either interacts with it or perceives it. Leaving
out just about every sentimental and psychological dimension, LE#ranger radically
violates the reader’s expectations of what an internally focalized narrative should be.
The deviation from the norm is such that Gérard Genette has proposed to consider
the stance in L’Etranger not as internally but as externally focalized.* Of course,
Genette acknowledges that a narrative “taken on by the hero”, which nonetheless
adopts “the point of view of an (anonymous) external observer incapable not only of
knowing the hero’s thoughts but also of taking on his perceptual field” is generally
“considered incompatible with the logical-semantic norms of narrative discourse.”
But the critic immediately adds:

What the “linguistic feeling,” always one sentence behind, rejects today,
it could indeed accept tomorrow under the pressure of stylistic inno-
vation. [...] Cézanne, Debussy, Joyce are full of features that Ingres,
Berlioz, and Flaubert would undoubtedly have declared “unacceptable”
—and so on. No one knows where the “possibilities,” real or theoretical,
end, with respect to anything (Genette 1988, p. 126-127).

Highly innovative, the mode and voice in L’Etmnger may thus be considered to
have an estranging quality for readers, whether or not they are familiar with literary
conventions. In 7he Act of Reading, Wolfgang Iser suggests that the choices of narra-
tive techniques and devices are essential for the textual strategies which guide our

% Gérard Genette: Narrative Discourse Revisited, Ithaca; New York 1988, p. 123-124: “The narrative
mode of LEtranger is ‘objective’ on the ‘psychic’ level, in the sense that the hero-narrator does not
mention his thoughts (if any). It is not ‘objective’ on the perceptual level, for we cannot say that
Meursault is seen ‘from the outside,” and even more, the external world and the other characters
appear only insofar as (and to the extent that) they enter into his field of perception. [...] In this
sense, of course, the mode of [...] L’Etmnger is, rather internal focalization, and the most accurate
overall way of putting it would perhaps be something like ‘internal focalization with an almost total
paralipsis of thoughts.” Most accurate, but extremely cumbersome [...]. ‘Meursault tells what he does
and describes what he perceives, but he does not say (not: what he thinks about it, but:) whether he
thinks about it.” That ‘situation,” or rather, here, that narrative stance, is for the moment the one that
best, or least badly, resembles a homodiegetic narrating that is ‘neutral’, or in external focalization.”
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reading in certain directions.” Camus’ obvious break with the logical-semantic
norms and with literary conventions constitutes what Iser calls a “minus-function”,
and as such it is an essential part of the novel’s literariness.® Let us quickly look at
how the artists have dealt with the literary categories of voice and mode in Camus’
text, critical for the reader’s perception of the character Meursault.

If we first turn to the Mayo edition from 1946 (fig. 1-3) we notice an important
point of convergence between text and images: the pictures repeat and corroborate
the limited focalization chosen by Camus. Each of Mayo’s etchings offers what,
using a cinematographic term, one might call a ‘point-of-view shot’: the visual field
reveals nothing but what the narrator and main character Meursault sees. That the
pictures render Ais vision becomes perfectly clear by way of four of the twenty-nine
etchings where we actually see parts of Meursault’s body investing the visual field.
But the passage between hors-champ and champ is minimal since no more than his
hands, feet, shadow, and silhouette in the mirror are visible.*

Turning to the Sadequain edition (fig. 4-9) we find that the artist deals with
the issue of point of view quite differently. Opting for an omniscient, that is, a
non-focalized narrative, Sadequain introduces Meursault into the visual field
next to the other characters, thus operating what Genette calls a defocalization of
the perspective.”® But if we were to expect an emphasis on the physical reality of
Meursault, we have to think again. In a rather consistent manner the pictures rela-
ting to the first of the novel’s two parts represent the narrator seen from behind and
with his head turned in three-quarter profile but void of facial traits.

4 Iser, p. 87: “The strategies can generally be discerned through the techniques employed in the text
— whether they be narrative or poetic.”

“ Tser, p. 207-208: “a literary text [may] not fulfill its traditionally expected functions, but instead
usel...] its technique to transform expected functions into ‘minus-functions’ — which is the deliberate
omission of a generic technique — in order to invoke their nonfulfillment in the conscious mind of
the reader [...] Modern texts fit these expectations into their communicatory structure in order to
transform them. The charge of esotericism often leveled at such texts therefore seems at least partially
unjustified, for if the alternative is fulfillment of expectations, literature would, in fact, be totally
functionless.”

# B. A. Uspensky, p. 11, notes that “[s]ince the Renaissance the position of the artist in European
fine arts as regards the picture has been, generally speaking, external.” And he points out that it
was not unusual in “Ancient and Medieval painting” that “the artist located himself inside the
work, picturing the world around him,” p. 11-12. Compared to the internal perspective offered
to us by Mayo, this pre-Renaissance internal position, however, allowed for a vision “as if one saw
simultaneously all around oneself,” Steiner, p. 62. Commenting on Uspensky’s discussion, Steiner
makes the following observation: “Interestingly, after the Renaissance, paintings were predominantly
limited and therefore subjective views of a scene, even though they were governed by the ‘objective
laws’ of optical perspective; literature, in contrast, could comfortably link the points of view of
many characters into a composite fabric of knowledge simply by having the universal access of
omniscience. With modernism, the trend seems to have reversed itself. Literature became obsessed
with the first-person narrative and the limitations of knowledge implicit in it, whereas painting
became much more intent on an omniscient perspective,” p. 65-66.

%0 Gerard Genette: Palimpsests: Literature in the Second Degree, Lincoln; Nebraska 1997, p. 284-292.
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The pragmatic function of both artists’ choice to presenta deliberately anonymous
character, then, is that Camus’ unconventional use of the internal focalization is
further emphasized.’’ The images may hence sharpen the reader’s awareness of the
way the text deautomatizes a familiar device. In doing so, the iconic medium points
the reader towards an essential structure within the text.

Though narrated in a style which brings to mind the impressionism of a diary,
Meursault’s story is meticulously constructed. Poetic principles of composition
inform both the structural and the thematic level of the text. In poetry the play of
contrasts and parallels between constituent parts is a privileged means to convey
significance, we know from Jakobson. This paradigmatic (or metaphoric) principle
of composition is exploited at all levels of language in poetry, be it at the phonetic,
syntactic, semantic or referential level. Sound figures establish phonological coher-
ence, tropes produce analogies between signifieds, parallelism and antithesis can be
found in both syntax and thematics. Narrative literary discourse, on the other hand,
tends to give precedence to an overall syntagmatic (or metonymic) organization,
Jakobson argues. He illustrates his point with the nineteenth century realist novel
where elements are combined less on the basis of similitude and opposition than on
the basis of semantic contiguity: “Following the path of contiguous relationships, the
realist author metonymically digresses from the plot to the atmosphere and from the
characters to the setting in space and time” (Jakobson 1971, p. 255).

However, as has been noted by critics like Steiner and Lodge, the metaphorical
principle is often emphasized as a means of representation in modernist writing,
including in narratives (Steiner, p. 65-66). David Lodge has demonstrated how
poetic principles of composition have been particularly fecund for an experimental
twentieth-century prose seeking new forms and means of expression (Lodge, p.
93). In the remaining discussion of the two artists’ illustrations I will attempt to
show how the images can stimulate the reader to examine Camus’ text not only
as metonymically organized but also as composed according to such metaphoric
principles, hence foregrounding the text as an artifact.”

The verbal medium is first and foremost linearly experienced by readers. An
illustrating artist, on the other hand, may synthesize elements from different parts
of the text in the same visual image. This makes illustration particularly well suited
to illuminating the equivalences and divergences between textual segments, laying
bare Camus’ use of poetic principles like the play of contrasts and parallels as a
means to convey significance throughout the text (Jakobson 1971, p. 239-259,
especially p. 254-259).

5! According to the critic Pierre Billard, Camus agreed to an illustrated version on the condition
that Meursault was not to be represented. See Pierre Billard: “Face 4 face Sartre Camus” in LExpress,
Octobre 23-29, 1967 (p. 114-116), p. 116.

52 Cf. note 9 and 10.
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The Mayo Edition: Gazes and Bodies

In approaching Camus’ novel, Mayo and Sadequain present themselves as artists with
very different temperaments and styles. Compared with Sadequain’s often expressio-
nist lithographs, the detailed, subtly naturalistic Mayo etchings seem congenial to
the objective language of Meursault. The twenty-nine etchings are distributed as
follows in the text: the novel’s two parts are each preceded by a vignette placed en-
téte (ex. fig. 1); each of the eleven chapters holds an initial bandeau (ex. fig. 2 and 3)
as well as a full-page illustration; finally, we find a cul-de-lampe, a vignette marking
the end of a chapter, in five of the eleven chapters.

We rapidly note that nature, the element with which Meursault is so intimately
connected and bestows with such vivid descriptions in the novel, is never a subject
matter in its own right in Mayo’s pictures. If the water and the sun are not iconically
foregrounded in the outdoor scenes, Mayo’s generous use of white surfaces, however,
plastically evokes the reverberation of the Algerian sun. The elements of water
and sun are never isolated from the characters represented in the pictures; nature
— harmonious or disharmonious — thus becomes a constitutive part of the human
condition.

Adopting the point of view of the narrator, Mayo privileges human subjects within
Meursault’s field of vision. It is striking that twenty-six out of the twenty-nine etch-
ings deal with human characters contextualized in a scene. The illustrations are thus
saturated with the figures, and often probing faces, of the human beings in whose
company the reader learns that Meursault repeatedly feels he behaves improperly and
is being judged: we meet the staring faces of the elderly people waking in the mor-
gue (fig. 1), the staff at the home for elderly, Meursault’s neighbors, his boss (fig. 2),
lover Marie (fig. 3), lawyer, the judges, the journalists, the audience at the trial and
the prison chaplain. These characters are always rendered at a certain distance from
the beholder. In staying close to the temperament of Meursault, Mayo’s illustrations
help to underscore the detachment of the narrator, all the while stressing the curious
gazes of people he engages with. Congenial in tone, the painter’s visual transposition
thus emphasizes the paradox of a both evasive and all imposing narrator. In having
to share Meursault’s visual field, the reader/spectator is placed in the position of the
character, invited to perceive the world the way he does.

Marie is depicted in five of the etchings and her character is given a particular
presence and aura. In perfect consistency with Camus’ mise-en-texte, we meet her
for the first time at the Algiers bathing establishment in an image which conveys
her sensuous beauty (fig. 3). The girl who is to become Meursault’s lover is shown
lying on the float in the water; she is on her back, her right leg pulled up, one hand
on her stomach, the other half open alongside her body in an inviting gesture;
turning her head to face the spectator, she delivers a radiant smile. The picture has
something of a 40’s pin up, the girl offering herself to the beholder in a flirty and
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self-conscious pose, an impression that is heightened by the slight, yet palpable,
plunging perspective that allows the viewer to dominate the figure lying down. The
contrast with her final appearance — Mayo last depicts her at the trial, shrunk into
a sad black bust waving out of the audience and wearing an unflattering black hat
over her hair — is strong and stresses the radical change in Meursault brought about
by the imprisonment. This man, whose existence is first and foremost sensuous, is
here deprived of every physical dimension of human life and expected to put his
trust in God and the spiritual afterlife to come to grips with his death anxiety. In
the text we read that, having initially suffered not being able to hold Marie’s body
against his, Meursault eventually gets used to her absence in prison (in the same way
he has had to give up cigarettes!), finding that there is actually no difference between
a person being physically absent and a person dead.

The topics of intimacy and love and the problematics of human relationships
are examined in a complex manner by Camus, notably through the three couples
formed by Raymond and his mistress, Salamano and his dog, and Meursault and
Marie. Mayo takes care to underline this thematic parallelism and all the variations it
embodies in dwelling on Raymond and Salamano in six of his images. He represents
them alone as well as in scenes where the violence characterizing their respective
relationships is clearly foregrounded (the police knocking at the door as a result of
Raymond’s beating his mistress and Salamano seen in the staircase bent in rage over
his trembling dog). The mirroring effect which they exercise in Camus’ text is thus
further brought to the reader’s attention.

Mayo’s choice of illustration does not only highlight the important intertwining
between the North African nature and the lives of the characters, as well as the
peculiar narrative stance and the realist tone of the detailed descriptions of the
physical world; it also, while in keeping with Camus’ linear chronology, incites
a reflection on the way the secondary characters have been elaborated, either in
radical contrast, or analogy, to this strange narrator.

The Sadequain Edition: The Use of Different Pictorial Registers

If we now turn to the Sadequain edition, we find that the artist alternates between
figurative color lithographs (such as fig. 7 and 9) and black and white semi-abstract
images (such as fig. 4, 5, 6 and 8).> Except for the black and white full-page litho-
graph placed in an en-téte position at the beginning of each of the novel’s two parts
(fig. 4 and 5), this abstract register is reserved exclusively for smaller images, namely
the eleven culs-de-lampe marking the end of chapters (ex. fig. 6 and 8). While Mayo
had rather emphasized the text in its continuity, Sadequain stresses the novel’s dual
composition. For the full-page en-téte lithographs which divide the novel in two
parts, the artist reiterates a similar theme, taking care to introduce a variation. The

%3 The color lithographs are all full-page images except for three which have a double-page format.
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white humanlike figure standing solitary as the novel begins, separated from an
animated background of humanlike figures in black (fig. 4), turns up in a slightly
different setting at the opening of the second and final part (fig. 5). The animated
black back-ground has here been exchanged for an inanimate wall with a barred
window. From themes of liberty and human relationships we move to captivity and
isolation. The white figure remains the same, but its body and position in the image
are reversed.

Repetition and modulation is also the guiding principle for the black and white
culs-de-lampe at the end of each chapter. Here the humanlike figure from the two
en-téte images, which the reader encounters at the threshold of both part one and
two, is depicted in continuously changing morphologies, its eleven modulations
ranging from abstract to semi-figurative. In these often dark, tormented images
the figure sometimes appears alone, sometimes in the midst of other figures. Some
forms may evoke an embryo twisting in a womb, others bring to mind a crucified
body or graphic characters, indeed words (ex. fig. 6). Sadequain’s eclectic influences
become clearly manifest in this series: sensitive to European modernism, above all
to Cubism and Surrealism, he is well acquainted with traditional oriental art and, in
particular, Kufic calligraphy.

By employing two different visual registers, the artist alerts the reader to variations
and changes in tonality within the text proper. These haunting semi-abstract images
suggest there is an insisting existential theme in Camus’ text (ex. fig. 6 and 8). Placed
at the end of each chapter, they emphasize the strategic place where the narrative
has been temporarily interrupted and where the reader, facing textual silence, pauses
a moment before turning the page. Setting a radically different atmosphere than
the color lithographs inside the chapters proper, they introduce a contrast which
can be said to be consistent with Camus™ writing in so far as the closing lines of
chapters are often characterized by a particularly estranging quality: for instance,
coming from a man who has just had to bury his mother, Meursault’s expression of
“joy” at the perspective to “sleep for twelve hours” at the end of the first chapter is
certainly curious, if not to say disconcerting.” So are the closing lines of the next
chapter where we learn that “Maman was buried now” and that Meursault is thus
“going back to work, and that, really, nothing had changed” (Camus 1988, p. 24).
Still other chapters end with the narrator leaving, in his usual dry tone, the reader
to linger on poignant snapshots of human solitude. An example among others is
the end of chapter four where the cries of the old Salamano, whose dog has just run
away, are heard through the wall at night; and, “for some reason” which Meursault
leaves for the reader to sort out, the narrator comes to think of his dead mother
(Camus 1988, p. 30).

Camus’ chapter endings create textual blanks, prompting the reader’s personal

>4 Albert Camus: The Stranger, trans. Matthew Ward, New York 1988, p. 18.
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engagement and interpretative activity in a radical way. The change of visual register
operated here by the artist, going from figurative color illustration to black and
white abstract designs, is not likely to go unnoticed by readers and may incite us to
rest a while within the awkward final lines just read. Hence, Camus’ strong use of
chapter endings is made evident.

Sadequain’s two registers furthermore work in a dialogic manner. Figurative and semi-
abstract images mutually clarify each other. Perhaps the most significant examples
of how this also points to complexities in the text are the two lithographs which
portray the murder of the Arab on the beach (fig. 7 and 8). This sequence closes
the first part of the novel. The first of the two images is the color lithograph (fig. 7).
We see Meursault with Raymond’s gun in his hand, facing the Arab. In the text we
read that, having gone back down to the beach a third time, the narrator can think
of nothing but the implacable African sun flashing its fiery swords around him and
turning the sea into a block of heated metal. Meursault has been walking towards
a spring of cool water flickering in the rock behind the Arab. Sadequain depicts
Meursault with his back turned to the beholder outside of the image, and facing
the Arab who is getting up from the sand while drawing his knife. Consistent with
Camus’ words the reflection of the sun in the blade of the knife strikes Meursault
in the forehead.

The following image is the black and white cul-de-lampe closing the chapter
(fig. 8). Sketching two humanlike figures facing each other under the sun it seems to
be the black and white replica of the color lithograph described above. However, on
second view, we realize that the forms have been inverted. Where the angular aggress-
ive forms had applied to the sun in the first image, they are now used to depict the
humanlike figures. The sun in turn has taken on the round shape of the humans in
the first lithograph. The inversion points the reader to the radical confusion with
which the text evokes nature and man in the passage illustrated. On this beach,
nothing is more set in contrast than man and nature, and yet they fuse into the
same aggressor in a moment of perfect ambivalence. Textual strategies conjure the
reader to be aware of this complexity. And through their dialogic relationship the
two images reiterate the suggestion.

A Proleptic Frontispiece

The Sadequain edition is furthermore adorned with a frontispiece (fig. 9). To a
reader familiar with Camus’ novel, this frontispiece immediately announces that
here the artist’s illustrations will not be limited by the repertoire of the text but
will add new repertorial elements to the discourse. In a palpable manner we are
thus reminded that the reception of an illustrated volume will necessarily differ
from the reception of the work in its non-illustrated form. The visual transposition
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always results in a more or less important redistribution of the textual material or
repertoire compared with the original, a change that will affect the reading strategies
presented to the reader and alter the reading process. But Sadequain goes further
and introduces new repertorial elements in dialogue with the written narrative. The
question we must ask us here is whether these additions are textually motivated and
uncover pertinent aspects of the novel.

The full-page color frontispiece opening the volume shows two male characters
turned towards the beholder; one is holding a ghastly mask in front of the other’s
face which is thus half hidden behind it. Read in the light of Camus’ text, where
religious and judicial institutions become the representatives of moral values, the
red coat worn by the older man holding the mask could bring the scarlet garments
of a cardinal as well as the red gown of a judge to a reader’s mind. Regardless of
which, the all-obtrusive presence of the mask suggests we are about to witness a
ritual, or perhaps a grave spectacle at the theatre. Do textual strategies corroborate
such a reading of Camus’ text?

The lithographs illustrating the first part of the novel all remain closely related
to the text as it reads /izerally. But as the second part begins, Sadequain becomes
considerably freer in his interpretation. With the same consequence with which
he had avoided representing Meursault’s face in the first part, he now depicts him
with simple facial features and externalizes the narrator’s anxiety in twisted body
positions. Elements not found within the repertoire proper of the text now enter
the images: masks, monsters, devils and various other symbolic figures which have
no direct correlate in the text turn up in Sadequain’s pictures. The kinship with the
frontispiece is obvious and the mask motive is next reiterated and varied in an image
relative to the trial. The visuals thus direct us to the ‘theatre’ of the court and to the
judicial system’s desperate effort to temper the irrational by giving it a form and a
plausible narrative.

As the trial begins, the French colonial court is far more interested in finding
explanations for Meursault’s insensitive behavior at his mother’s funeral than in
hearing about the murder and Arab victim. The portrait that is being given of
Meursault by the court is preposterous. Banal events from the first part (such as
Meursault’s declining to see his mother’s dead body, drinking café au lait and smok-
ing during the funeral wake) are evoked, and end up being given an outrageous
official interpretation by the French colonial court, an interpretation that the reader
— having experienced the scenes through the viewpoint of the narrator — recognizes as
obviously erroneous. The Camus scholar Brian Fitch has argued that the elusiveness
of the narrator, the lack of explanations or motives for his acts, prepare for a reading
process in which the reader is likely to make assumptions about Meursault during
the first of the novel’s two parts which must be reassessed in the second as they
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become horribly explicit in the mouth of the prosecutor during the trial.”> The
court scenes, Brian Fitch argues, remind the reader of his or her own shortcomings
in trying to grasp the elusive narrator and thus function as a mise en abyme of the
reading process itself. The previously unidentified is here given a face, but it is a
ridiculous one sketched by a hypocritical legal system escaping the absurdity of
Meursault’s act by grasping at clichés and reducing the stranger to an antichrist.
Moreover, the grotesque trial shows the Christian court as no more righteous and
morally upright than is Meursault, who feels no regret for his act, only a certain
annoyance. As Sadequain adds a “poetic reading” to the referential in his images he
may be understood to be foregrounding stylistic aspects of the text: the dramatic
illustrations render concrete the distance between the banalities evoked and their
dreadful repercussions, giving an important resonance to the irony in Camus’ text.

If Mayo’s etchings supported the general atmosphere of the text, Sadequain’s litho-
graphs rather play the card of contrast. The choice of a non-focalized representation
allows the artist to be less conditioned by the subjectivity of Meursault for his images
than is Mayo. This distance with respect to the narrator results in a more analytic,
and radically interpretative, reading. We have seen how Sadequain emphasizes the
metaphoric play of contrasts and resemblances, which governs L’Etmnger at both a
thematic and a structural level, by using two pictorial registers. Both within a same
register and between registers the images simultaneously repeat and modulate each
other, in a manner analogous to Camus’ own textual organization. Hence, even what
at first glance could appear as expressionist lithographs at the antipode of the language
of Meursault may end up triggering the reader’s attention to the complex symmetry
of the novel’s two parts and incite us to question our initial impression of the text as
homogeneous, in order to discover textual tensions, ambivalence and irony.

Conclusion

Through this brief discussion of a few pertinent aspects of the pictures I hope to
have given a rough survey of each painter’s particular approach to Camus’ text.
I have argued that artists’ illustrations, while necessarily changing the semantic
field of the text, may simultaneously reinforce textual strategies and highlight
the literary composition of a narrative. We have seen that important themes and
motifs in L’Emmger, as well as stylistic and narrative qualities of the text, have been
foregrounded in the images in various ways. Camus’ character Meursault defies
any reader’s attempt to ‘pin him down’ and sort him into a familiar category. In
consistency with this textual strategy, we have seen that it is indistinctness of form
that characterizes both artists’ rendering of Meursault. Although opting for different
formal solutions in adapting the mode and voice of Camus’ novel, Mayo and

% Brian Fitch: The Narcissistic Text: A Readling of Camus’ Fiction, Toronto; Buffalo; London 1982, p. 49-67.
172



Changing Borders: Contemporary Positions in Intermediality

Sadequain both seem to have understood the untypical use of the internally focalized
narrative to be an essential part of its literary strategies and therefore fundamental
to the reading experience. Regardless of their actual reasons for doing so, they have
chosen to foreground this narrative device in their pictures. Here, then, the images
not only leave open a fundamental blank in the text but they encourage the reader
to take notice of it and explore it. Instead of fixing the meaning for the reader, the
illustrations stimulate one to further explore the literary text as a way to estrange
one’s own vision, as a new way of seeing and experiencing the world.

The reading experience of the illustrated narrative is a particular one. The artist
becomes the Other Reader we are constantly in dialogue with during our processing
of the text. In searching for the motivations of the illustrator we are irrevocably
referred back to the text itself. If sensitive to form, an artist’s eye may help to uncover
the work, allowing for its many complex layers to become visible and so promote a
more aesthetic reading. In that case, the illustrations could truly be said to inzerpret
the text for us, in the sense that Roland Barthes understood the term. Through
their various subject matters and styles, our two painters have emphasized different
textual aspects. Their works illustrate the possibility of multiple readings of the
same text which may all arise as a response to textual cues.

Fig. 1-3. Mayo, Albert
Camus, L'Etranger ©
Editions GALLIMARD

PREMIERE PARTIE
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Fig. 4-6. Sadequain, Albert
Camus, L’Etranger © Editions
Les Bibliophiles de L’ Automobile-
Club de France, 1966
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Fig. 7-9. Sadequain, Albert
Camus, L’Etranger © Editions
Les Bibliophiles de L' Automobile-
Club de France, 1966
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