inItaly had a copy of “‘Ariadne’s Lament’,

high-spot of Monteverdi’'s Arianna and
his most famous song. The lament express-
ed the opera’s theme: abandonment. Monte-
verdi called it Arianna’s ‘most fundamental
part’. There have been many Ariadnes since.
Cambert, Marcello, Porpora, Handel, Strauss:
only Dido can challenge the number of times
Ariadne magnetises ‘abandoned’ to hername.
At the moment of the lament, Ariadne’s
abandonment is fourfold. Two pastabandon-
ments: she abandoned her home and her-
self, for and to Theseus. Two in the present:
abandoned by him, she again abandons her-
self, this time to her feelings in song. Her
self-abandoned expression of abandonment
is a hieroglyph of all four abandonings.

Itis a fundamental part of the male West-
ern musical stage that the most large-scale,
lavish, man-made performances should foc-
us on one woman’s self-abandoned, isolat-
ed voicing of pain. Dido, Ariadne, Butter-
flyabandoned —fine. Th , Heracles, At-
tila abandoned? No: Heracles mad, Prom-
etheus bound, Don Carlos betrayed. Other
bad things happen to men. They are blind-
ed, tortured or exiled, like Philoctetes and
Coriolanus, in a political, not a sexual, un-
selving. So far, Western tragedy and opera
have preferred to express the pain of sexual
desertion through a woman’s voice.

They have also made it the voice of univer-
sal solitude. Ariadne is the symbol of*mensch-
lichen Einsamkeit’, ‘mankind in solitude’, the
Composer-figure who created her says in
Strauss’s Ariadne auf Naxos. Poulenc’s opera
LaVoix humaine, which is set to a Cocteau lib-
retto, consists of one woman on the phone
to a lover who has rejected her. She finally
strangles herself with the line that connects
her voice to his self-absenting voice, which
the audience never hears. Her throat, ‘lavoix
humaine’, where the ‘opera’ takes place, is
silenced.

The solo female expression of abandon-
ment is crucial to opera’s voicing of the
human condition. In European music, the
figure of Ariadne encapsulates this tradit-
ion. Her family, the first family of Crete—her
father, King Minos, was one of Europa’s
children by Zeus— provided the prime mater-
ial; and the first composer to use the image
on stage was Euripides in the late fifth cen-
tury BC. Euripides sent shockwaves through
Athens by changing the stage image of wom-
en along with the way female characters

IN THE 16408, every musical household

Putting the Words into
Women’s Mouths

Ruth Padel on the female role in opera

expressed themselves in music. In Aristo-
phanes’ comedy Frogs (the first documented
response to Euripides), Aeschylus complains
that Euripides ‘picked up Cretan monodies’
and dragged gamous (‘marriages, fucking’)
into tragedy. ‘Cretan monodies’, whatever
theyare, gowith sex. Neitherbelongsin trag-
edy’s music or libretti as Aeschylus bequeath-
ed them to his heirs.

That word gamous in Frogs shocks even
Dionysus:

Aeschylus: You picker-up of Cretan monodies,

bringing unholy gamous into the art of
tragedy...

Dionysus: Sssh! most honoured Aeschylus!

Aeschylus parodies Euripides’ ‘Cretan’ arias
by imitating a kitchen girl lamenting her roost-
er in a song full of sexual double entendres:

Aeschylus: I wantto show the way he does his
monodies...

‘O Mania, help! O mountain-born Nymphs:

Glyce’s gone, she’s snatched away my cock!

I, poor girl, was working within . . . He flewup

flew up to the sky on the lightest tips of his

wings

and left me laments, laments. Tears tears

fell fell from my eyes, unhappy me!

OCretans, children of1da, take your bows:

protect me!’

A good few Ariadne ingredients here, as op-
era would come to know them: sex (implic-
itly), desertion, musical extravagance (those
repetitions) and emotionalism — all tied to
Crete by the apostrophe ‘Cretans.. . . protect
me!’

This passage must parody a Euripides
play with Cretans in it. Euripides wrote at
least two, and both are now lost. Cretan
Women, which was probably written before
any of his surviving plays, featured Aer-
ope, Minos’ granddaughter, and Ariadne’s
niece. Aerope married Atreus but went to
bed with his brother Thyestes, igniting the
spectacular family curse that led to Orestes’
murder of his mother Clytemnestra. Cretan
Men probably followed Hippolytus and star-
red Ariadne’s mother Pasiphae, who had sex
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with her husband’s bull and produced the
Minotaur. Both plays spot-lit wrong female
desire. This was Athenian imagination play-
ing tigers: orientalising, making Crete a just-
far-enough-distant locus of abandoned fe-
male sexuality. In the Athenian imaginat-
ion, Crete becomes the cradle of Western
women’s ruinous sex lives. Cretan women
betray husbands, fall in love with stepsons,
brothers-in-law, bulls; abandon modesty,
fathers, natural law, self-control. Athenian
men lapped this up. Not just the stories but
the songs, in which a single voice, designer-
female, sings ofawoman’s pain in public.
European male scholars followed Athen-
ian males in believing that Euripides had
underlined a link between wrong female de-
sire and Crete. Most, however, resisted the
idea that Sophocles could have represent-
ed Cretan women in such a way. The argu-
ments here depend on several more lost plays
and a bundle of Edwardian male assumpt-
ions. Sophocles wrote a play about Ariadne’s
sister. His Phaedra (lost) was performed aft-
er Buripides’ first shot at the same story in
his play Hippolytus Kalyptomenos (also lost)
- the surviving Hippolytus, the one Racine
knew, was Euripides’ second go at the story.
The German scholar Welcker suggested that
Sophocles’ play contained a scene that is
known to have existed somewhere, in which
Phaedra made a direct approach to Hippol-
ytus and then hanged herself when seduct-
ion failed. Other scholars said this scene
must have been written by Euripides. In his
1917 edition of The Fragments of Sophocles, A.C.
Pearson concluded that in assigning Soph-
ocles’ Phaedra a ‘shameless hardness of char-
acter’ Welcker is speculating. It might well
be that Sophocles’ portrait of Phaedra was
‘free from grosser traits; and if that is so, her
infatuation may have been excused as the
consequence of her husband’s desertion,

who had abandoned her to assist his friend-

ina hopeless expedition.’ Sophocles’ Cretan
women can be ‘excused’, are not ‘gross’. So
what is or was itabout Euripides that made
19th-century European males, following Ath-
enian ones, pick on the ‘grossness’ of his
Cretan women? The reaction seems to have
been based on original Athenian reactions
to Euripides’ music. Athenian playwrights
composed the music as well as the words
of their pieces: this is why Monteverdi, Verdi
and Wagner saw themselves as re-inventing
Greek tragedy. The tragic poets also sang in
performances of theirworks. Sophocles sup-
posedly had a lovely voice and sang the title
role in his play Thamyras (lost), accompany-
ing himselfon the lyre; he later retired from
the stage because his voice was too small.
Greek musical expression had clear mor-
al dimensions. It seems that, in traditional
tragic music, melody was led by metre with,
probably, one syllable per note. Euripides
seems to have changed things, bringing
in slurs (two or three notes for a long vowel,
for instance), repetition, sensuality, all the
traffic of emotionalism. Aristophanes’ roost-
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er parody reflects what Athenians perceived
Euripides to be doing both musicallyand mor-
ally. Sex plus music, the sexiness of music, was
new to the masked and heavily robed tragic
stage, though present elsewhere in Greek cult-
ure. The Athenian view of Euripides’ revol-
ution comes outin an exchange between old-
erand younger composer in Frogs:

Aeschylus: [ didn’t make Phaedras
prostitutes. . .
No one can say I made a woman in love.
Buripides: No. You had nothing to do with
Aphrodite.

It would be ironic if Athenian responses
to Euripides’ music fed later European re-
sponses to his words, since we and the Ed-
wardians would probably be pretty deaf to
Euripides’ musical innovations; but it is not
odd when you think how close sex and
music have been in opera.

Euripides won few competitions but his
work was magnetic. Frogs shows Dionysus
going to Hades to fetch him back after his
death; Athenian prisoners-of-war in Sicily
are said to have got food and water from
their captors by singing his songs. Frogs sug-
gests that his magic lay, at least partly, in
emotionalism coupled with a new use of the
fictional female voice.

RONZE AGE GREECE could not es-
B cape Cretan sea-power, and classic-

al Athenians could not escape Cret-
an myth and its effect on Greece. In Eurip-
ides, the boat carrying Phaedra from Crete
‘flew ill-omened to glorious Athens’. Sinis-
ter Cretan boat, shining innocent Athens: it
is a Jamesian image of Old World and New.
In a 17th-century vision of barbaric intrus-
ion that reflects Athenian images of Crete as
bestial-cum-royal, Racine’s Hippolyte says
Greece changed when Phédre landed there:

Touta changé de face
Depuis que sur ces bords les dieux ont envoyé
La fille de Minos et de Pasiphaé.

She is daughter of Minos: think Minotaur,
the King’s name in a monster. She is daugh-
ter of Pasiphae: think bestiality, a bull in a
queen.

Ina fragment from Euripides’ Cretan Men,
Phaedra’s mother asks ironically:

Why should I have fallen for the bull?

For his dashing clothes and sexy glances?
No: Minos’s daimon was at work in me,
filling me too with destruction.

This was a family filled with sexually de-
structive daimon. In Hippolyte’s words, you
get the whole exotic Cretan package in
one girl. Phaedra is ‘gross’ because of her
inheritance.

In Greek tragedy and in Racine, the idea
of Crete crystallises the paradox of barbar-
ism at the heart of civilisation, the monster
in the bowels of a palace, cruelty in the codes
of the ruling class. Directly behind Scarpia’s
claret-and-crystal assault on Tosca is the
torture-chamber. During the rgth century,
the emphasis in opera shifted towards the
hidden cruelties of the bourgeoisie. ‘Piangi,
piangi, o misera,” Germont sings to Viol-
etta, whom he can afford to pity now he has
forced her into self-sacrifice for his own
family’s sake. Minos’ palace is a prototypic-
al place where art collaborates with power:
Knossos sums up the decorated armature of
violence incarnate in rgth-century opera.



But another reason Fin-de-Sitcle male
scholars called Euripides’ Cretan women
gross, lay in their own very different ex-
perience of hearing women's volces sing
abandonment. In the mid-18g0s, go percent
of British popular songs were written by
men. Women's songwriting grew at great
speed in the 18608 and by 1870 women were
nesponsible for most middle-class popul-
ar songs. When theywere children, Edward-
an classical scholars would have heard their
methers sing drawing-room songs compos-
ed by women, the words of which articulat-
ed the bourgeois value ofself-veiling resign-
ation through a soft-focus prism of working-
class raral life.

Claribel's ‘Mother Take the Wheel Away”
is typical. “Claribel’ was the pen-name of
Charlotte Alington Barnard, née Pye (1830-
5g), who probably mok her name from Ten-
ayson's poem. Like him, she came from Lin-
colnshire, $he began composing afier mas-
rying 4 parson while stll (probably) in love
with a barrister she was engaped o before
her father broke it up. $he began w get her
songs published in 1858 and was one of the
first British songwriters to make a royalty
deal with her publisher. The songs, like con-
temporary painting, express womanly con-
sent o abandonment:

10h mather take the wheel away and putitiout
of sight,
For lam hesvy hearved, and | cannos spin

tondght:
Come nearer, mearer yet, | have 3 sbary far pour
i,
S0 come and sit beside me, come and listen,
motherdear, ..
Mabel came among s, and her face was fairo
HI
What wonder was it, mother, that he thought
na mare of mel
‘When firss be said fairwords to her, I know the
did net hear,
Bt in the end she listen'd, could she help i,
meother dear?
And aftereards we mex, and we were friendly
all the same:
Far ne'er awaord 1 5aid o them of anger, or of
blame,
Till besth believed 1 did not care, and maybe
they were right,
Eut enother, take the wheel away, | cannot spin
tonight.

Words, mugic, flow and chyme all incamate
‘womanly’ self-restraint and resignaton.
Not abandonment of conventdon, like Pasi-
phae; notseli-abandoned delirium like Eur-
ipides' Phaedra, who is desperate to escape
to the beach and woods where the man she
wants is playing.

Women also wrote religious songs and
farewells to soldier sons, but the most pop-
ular genre was the ‘jilt song’. Sometimes
these women composers wrote their own
words; but often they used those of male
poets, especially Tennyson. These songs,
muabe text with female musse, fit a general
distinction between word as male and valce
a5 female, music as woman and poetry as
man: 3 division explored by Wagner in Opera
and Drama. These women's musical settings
served the sound of the female voice a5 it
was imagined and blueprinted by men. Azin
Euripides and Monteverdi, this was a man’s
idea ofhow a woman feels and sounds, even
though the muogic was wrirten by 2 woman.
The music gave legitimacy to the man-made
message.

Tennyson's own voicings of abandoned
women were avidly read by budding male
scholars as well as women songwriters. He
was familiarwith Greek texts and modelled
his idylls on Alexandrian poets, who had
themselves been reworking Euripides’ sol-
iloquies for female characters. His imagin-
ation lunges out to Greek poetry and Shake-
speare and heads for the unnotced woman,
abandoned by lover and mainstream narrat-
ive alile, Martana is ‘moated”. Rusty nails
Gall offwalls, latehes are unlifted. ““He com-
eth aot,” she said,” as the 'frult drops us-
seen’. The sexual symbolism could hardly
be clearer. *She said, “1 am aweary, aweary,
woubd God that I were dead.™ How seduct-
ive and authoritative the rhythm and rhyme
make this as a man's image of a woman's
feeling.

Oenone, Paris’s abandoned fancée, is also
aweary of life. She, o, appeals to mother,
to ‘mother Ida' (Aristophanes’ parody is an
appeal to Cretan not Asian 1da, but must
have crept in somewhere here):

Hear me, for Iwill speak . . . for it may be
Thatwhile | spesk ofit,  Bile while,
My heart may wander from its deepest woe.

By voicing it, Tennyson's fictional woman
eases the pain be makes her feel. Fabricat-
ing a woman's voice, making her sing (like
a torturer, you might say) of her pain for
men's pleasure, is one of the things men
have done best. Tennyson's lyric monody
lived indirectly off Euripidean monody but
expressed through it something very differ-
ent: the part-glimpsed, self-denying suffer-
ing that his age idealised. Like Euripides®
songs, these Victorian songs gave pleasure,
both o the singer and o the audience; and
in thiz gociety (unlike Athens) they gave that
pleasure towomen aswell 18 men. This enjoy-
ment did not lie specifically in the songs'
female impersonation of male ideas about
female resignation and pain, but that was
an essential part of them.

The extent of male control over the rise
in women's songwriting is clear from the
way the publishers, then and later, rejected
orchestral soores by some of the same wom-
en. Alice Mary Smith, nine years Claribel's
jundor, was appointed Honorary Female Pro-
fessional Associare of the Royal Academy
of Music in the year of her death, 1884, She
first anracred amention with a plano quar-
et at the London Musical Soclery, but was
most famous for her duet ‘Maying’, pub-
lished in 1870 and so popular that its copy-
right sold in 1883 for £663. Her orchestral
works were cocasionally performed: a sym-
phony in 1863, a clarinet concerto in 1872.
But no one would publish her symphonies
— they may have been endistinguished, but
hundreds of deeply undistinguished orch-
estral scores by men were published at the
dme. What British publishers, unsurpeising-
Iy, expected people to want from women's
musie was exactly what men wanted in a
wife. Women were not supposed to produce
supra-domestic structures with meaning
beyond the personal.

E FIFTH-CENTURY tragic stage, like
’I‘I:puae Moh, used male actors to
sing female parts. S0, untl the mid-

1gth cenmry, did a lot of European opera,
sometimes, in some roles. The castrato -

vaice of wound and loss ("Long live the

knife," audiences would chant when they
heard a good one), ofvariance between body
and voice —wha challenged social norms of
desire, was essential 1o opera’s sexualiny.
With castrati on the wane in the later rgth
century, stage singing was the one area of
music where women might be paid higher
sums than men, because ~ apart from cas-
trati = only they could produce a woman®s
voice. Women commanded a high price as
medinm, but had little conmol over the mes-
sage. You can argue that a singer's conirol
over imterpretation, her power to ornament
a line and shift emotional impact, was and is
massive. Look at the bandes between divas
and those who ask them to sing. But the e,
plot and melodic shape the singer is con-
tracted to sing was almost abways man-
made.

Arizdne’s opening phrase in Strauss’s
opera is impossible o sing. His sopranos
told him they could not hold that long note
without 4 breath. He knew this, but he stuck
to his precisely marked tempo. He knew it
was impossible, but they had to do it. Great
interpreters of Ariadne have found different
ways of tricking a breath in inaudibly. Strauss
could have written it differendy; but thiswas
his vision of Ariadne and he wasn't going to
changeitforany singer. The composer has the
upper hand, the hot-line to the fictional wom-
an. The singer has o trail along behind.

HECRETAN MONODY that Euripides
initiated for the entertainment and fury
of the male Athenian establishment
has a fictional woman singing a man-made
song based on desire for an absent man.
That song has to remind the listener of the

physical body from which the voice comes.
Though he was nota musician, Ovid'sfables
of female love-lives were crucial to the de-
velopment of post-Renaissance *Cretan mon-
ody’. Like Tennyson, Ovid wrote about desir-
Ing and abandoned women. He introduces
Pasiphae’s story with teasing about who chats
upwhom:

Men like gtalen love: go do women.
Aman's bad a1 peetendieg. Woman hides
her wanting better. Ifit didn’t switus

to enake the first move, she'd do it

she's already won [oaptal. The heifer

lowia b the bull in seft meadows,

mares neigh to the hormy-hooved stallion.
Desire's weaker, not 8o frantic, inus males.
Our flame has 2 lowfis end,

This mocks mabe ideas of female desire. It is
nataral (preparing readers for Pasiphae, the
unnatural) for women w solicit. To prove
e, look at cows (whom Pasiphae will emvy).
The ‘male flame’ hag a ‘lawful end'’. ‘End’
blends “boundary’ and ‘purpose’ in many bing-
uzges, and here fuses the’ poal” ofapproach-
ing women with the physiological ‘end” of
men's desire.

Ovid goes on to imagine Pasiphae's
*flame’ of desire in dashing physical detail:

Omnce in the valleys of lda was 2 white bull,
glory o the herd, marked by a splash ofblsck
between his horns = his only blemish;

the rest of him white a8 milk.

Cretan heifiers longed o feel his weight
antheir backs, Pasiphae was glad

&0 be his lower: to be the adultercus mistress
of x bull. She envied the prectiest cows.

I'mn singing what everyone knows.

Crete has a bundred cities. Though a liar
she can’tdeny this ...
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Thee buall made Pasiphae pregrant,
deceived bya maple-woad cow.

Epimenides and 5t Paul said that ‘Cretans
ahways lie." But Ovid personifies Crete her-
self as the liar.

Crete, open 0 unnatural sex, expent at
covering up, like Pasiphae when she de-
ceives the bull, ks the paradigmatic decept-
ive female. From Hesiod's Pandora this has
been an image familiar in Greece: female
hesuty as deceiving mask. The Roman ward
for ‘beautiful, formesus, eomes from farma,
“form'. Images of thetoric = the most beauti-
ful linguissic form — depict it as a frame
which invites the listener to enter and be-
lisve. Locke wrote in his Essay that ‘elo-
quence, like the fir sex, has too many pre-
vailing beauties in it to suffer itself ever to be
spoken against. And it is in vain to find fBult
with those ars of deceiving wherein men
find pleasure w be deceived.’ Men enjoy be-
ing deceived about what's behind or under
the mask. In Ovid what is under the wom-
an's mask k& errant desire.

Owid interior-designs Pasiphae’s jealoas
frustration:

Her hand wasn'tused to it
but ehe'd pick the julciest grass for the ball,
Thiere she poes with the herd.
Thoughts of her hushand won't stop herl
A bull cackolding Minos! What next? Your
purple frills
are no use now, Your lover doesn’t bother
wiith desigmer labels. Wiy take 2 mirroe with
you
looking for herds on the hil P Why plait your
hair?
Believe that mirroe when it ells you you’re no
hiifest
Haow you wish for harns - oa your bead!
Ifyou mustcheat on your busband, do jrwith s
man!
She'd leave her bedroom, rush to the glens like
amaenad,
glare ata cowand say, "Why's he like he?
Laok hew ehe frigks before him on the grass!
| suppose she thinks she's attractive!’
Fhe'd get that innocent cow
cut out of the herd, foroed under a yoke,
orup o the altar in Bake sacrifice.
Then she'd bold her rival's engrails
in riamphant kands, appease gods with the
i asd
amd scream to thie liver and Bghts: ‘Now try
amd get il with my lover!" She losgs 1o be
Europa
transported by a ball, or To who tur ned into
B OOW.

From Pasiphae longing w be Europa, as
featured in Euripides® Cretan Women, Ovid
jumps to the female lead of Euripedes’ Cretan
Min:

I another Cretan woman, Aetope,

besd pulbed back from passion for Thyestes =

and is it such a big deal to do without one

mand - the sun wouldn't have stopped
miid-nan

woulde't have wrenched his chariot rousd

and turned his horses back 1 face the dawn,

If Aerope hadn't gone wo bed with Thyestes,
thiere would have been no disasteraz Mycen-
ae. ‘And is it 50 big a dezl to do without one
man® Cwid i Canullug® heir. He knows ex-
actly how hig a deal, poetically, *doing with-
out’ a particular lwe can be. Ovid sugpests
that for a woman not to act on lust is as
uAnatural as the $un un ning backwards.
Orvid prefaces his own version of the story
of Ariadne with thar of a Greek girl who
came o grief through Cretan sexual glam-
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our, One of Ariadne’s brothers was killed in
Greeoe and her father Minos attacked Astica
in revenge. He besieged a city whose king
had a purple lock of hairon his hesd. As long
as itstayed there, the cipwould be safe. The
King's daughter, Scylla, warched the siege
and fell in love with Minos. Minos Is Eur-
opa's s00: his mother was a non-Greek prin-
cess, carried off wo Crete, as this girl longs
to be; and 28 Ariadne will be carmied away
from Crete by a future lover.

‘When Minos rode his white stallion, wearing
parple,
pulling the froching bit, the giel was hardly
ane.
She longed to leap from her tower to the
Cretan camyp,
open the ciny’s gaes i the enemy, anything
Minoswasted . . .
‘Ifhe had me as hostage, he'd give wp the warl
I'd be in his compasy, a pledge of peace. ...
©Oh, if your mother Europa boolked like you,
of cowrse Zeas bumed for her!
.- May all my hopes of marriage vanish
befioee [ use treachery 1o do [d Yer many have
lifloed
He's fighting a just war
for his dead son ..
He'll certaindy beat as! Better bet i happen
with ne massacre ... I'll give myselfup,
my country as my dowry, and so end the warl
My father has the city keys, I'm ondy afraid

beimg conquered . ..

ofhien ... |wish | had nofather . .. Alll need’s
his lock of hair, more precious to me than
gold.”

She cuts off her father's lock and runs w
Minos with it:
‘Love made me do ic. I'm Nisus' daugher,
Soylla.
I deliver o you my country and my house.
1 sk pa peward wave you yowrsell? Take this
lock
as pledge of love. Not justa lock of hair.
I'm giving you my Eather’s lifer
In her sin-stained hand she offered him the
poize.
Mimos fell back in barror at the unnatarad act
“¥ou Foulness! you blot on our whole age!
May gods banish you for ever from thelr
workd!l®
Minog" mame here is enclosed by pormess
(‘she offered’) and pormecta (‘thar which is
offered”). Seylla's action and the thing she
holds enfisld him. He refugit — flees, recails,
Ovid mever says Minos takes the lock. He
implies ir, however, and then calls Minos
‘most just” when he imposes laws on the
sacked city and ‘orders’ the fleet to lesve
without Scylla. He aleo onders her not o
‘wouch’ Crete:

May land and pea be blocked to you!
1"l niot aBlow so vike 2 monster [monstrem |
o touch my world: Crete, cradle of Jove.

Minos benefies from the barbarous act he
disowns:
‘When this mostjust law-giver [iusininus
auresr]
had impoged laws an his conguered enernics,
heordered [iwist] his men to loase the hawsee

o dirbve the brosee-hulled ships on with the
CATs.

The words “order’ and ‘just’ chime. Both
have ius, ‘law’, in them. Scylla holds out her
arms o Minos ovice, Once woffer him some
thing he takes: once reaching after him, 25
he rushes back to the world he won'tlether,
whom he calls menstrum, touch,

Swrerching out her hands, furious with
streaming hair,
she shouted "Where are you Besing 1o,



leaving the auchor [auceer] of your success?

Deserted, where shall | go? Back to my

counry?

It's in nairs. Even ifitweren'tits chosed m me

by ey ereachery. Should | appeoach my father?

1 hunded him to you . . . I'm banisbed from the

warld

e Crete alone. Does myvoice reach your ears?

or do the same winds that fill your sails

Blow all mywards oo empeiness, uangracefisl

King?"

Yet Crete is true monster land: the country
of monster adultery and a monster child,
Minos callsitcradle offove’ and ‘myworkd,
Jove is Minos' Facher, divine prototype of
the pattern to which Minos and Theseus,
Ariadne’s lover and abductor, both belong:
the malewho leaves the womanwho opened
herselfand her home to him; who is abso the
guardian of law and justice. ‘Justice’ goes
with abandoning the woman who helped
you, a5 ‘piows’ Aeneas does in Virgil. Dido
does notaccompany Aeneas to his newwarld
of Rome.

Scylla becomes Cretan by longing for the
place, clinging to Minos® boat. ‘Deserted,
where shall [ go? . . . I'm banished from the
workd for Crete zlone.’ Ovid makes her his
lead-in to Arisdne, later in the same book of
Metamorphoses, Minos' daughrer will eling to
a Gireek boat sailing from Crete, and wind
up deserta, Theseus treats her much as her
father treated Seylla.

Governed Crete, with its monsters, hypo-
erisies and rejections, is, as the mabe voboe
pronoances it, ‘mine’. But the island is re-
presented, In her monstrosity and hypo-
crisy, 48 female, The island amalgamates
male rale and female desire. The tokens of
female desire in Cretan eontexts are mon-
strousness, rejection and betrayal. Political
betrayal for sexual needs on the woman's
side; sexnal berrayal for political need on the
man's.

HEX MEH write female laments,

do they explore how they would

fieel, entered and then emptied,
without saying or realising this is what they
are doing? Do they refigure an abandon-
ing which every male child in the West must
enact, and alchemise guilt at having once
abandoned their mother to the grief they
think their departure entailed for her? When
a man leaves a woman be has loved, is he
re-enacting the experience on which his
adult selfis buili?

When a boy's voice breaks, when be be-
comes a man, be abandons his mother'sway
ofspeaking and singing. Singingwas anim-
portant aspect of mothering in most West-
ern socictics until the advent of reconded
music. A man composing, for example, an
Ariadne lament, could be seen o be revoic-
ing, foravoice he once had and left, the pain
he imagines a woman felt when he left her -
pain on which he might feel his own man-
hiood to be based.

You might think that one thing men got
from usinga woman's voice as image of uni-
versal abandonment was 3 wondeful self-
image. A woman singing her desire glosses
the desired male. (*He'll be big and strong,
the man I lowe.") The woman's voice must
sing, above all, of missing him. The image
of woman abandoned depends on 3 man
who abandons, and e usually has the belp
of technology, of a vehicle — a "Knossian
beat’, for instance. Ideally, the man has

a decent supra-female purpose too, such
as founding Rome, becoming king in Ath-
ens or geverning Crete. Women don't boild
symphonies of cities. Opera demonises Senm-
iramide, the queen who built the Babylon
gardens. (There is an unfinished painting
of her by Degas with bloeprints, surveying
her site.) Dido's building project at Carth-
age is doomed: her city will be ploughed with
salt, and she herself, whom Venus makes
fall in lowe with Aeneas simply so she will
offer him suitable hospitality, ends on the
pyre. Male sexuality is palitical, architectar-
al, controdling; it is also potentially tragc,
anarchic, impulsive, unconsoled. The men
who abandon Cretan women are sexual ad-
venturers and founders of civilisation.

These carly Western myths of female
desire depend on men ordering the world.
Minos i both senzally promiscwous (in may
myths other than Scylla’s) and the archeryp-
al judge, author of the first Greek Low code.
These men and their ships are ‘birds on the
wring', lile Bonnie Prince Charlie's boatescap-
ing t Skye, or Aristophanes” rooster. They
have important things to do, The ability o
enter and leave cities, islands, Labyrinths or
women expresses male political power.

The Olympia Press produced 2 pomo-
graphic Odyssey with women on every is-
land. The Odyssey was perfect for this, since
male seoual mobility has been summed ap
fior cenmuries by sailors. In 18th-century Brit-
ish pornography limen, *harbour®, mean: vag-
ina'. Calypso, on whose island Homer's
readers first see Odysseus, means ‘coverer.
Oudysseus is in 2 sexual paradise that nets
him hack from his true home, his govern-
ment. The gods must free him for *his workd',
as they free Aeneas from Dido for Rome.
Men must free themselves from ‘covering’,
from the Eolate place of women's desire,
and get away from Calypso or Circe to an-
other ‘harbour’. The woman sometimes
travele some way on the boat before being
lefi, like Ariadne, or gets home and is Later
dumnped, like Medea, Or she stays at home
watching the sail disappear, 1ike Dido.

In an essay on Greek perception of space,
the French scholar hean-Pierre Vermant sug-
gests that Western culare has always di-
wvided space by gender, so that interiority,
inner fixedness, is female: it is summed
up by Hestia, goddess of the hearth. Mob-
ility is male, incarnated by Hermes, the ord
of messages and roads. This division flick-
ers through endless Western love scenes.
Om the balcomy in Remeo and Juliet ar West Side
Stony, forinstance; orin Jane Austen.

There are not many love scenes in Greek
tragedy, but the most fimous one suppons
Vernant. Inabout 450 BC, Sophocles staged
an Andromeda (lost) which showed Andro-
meda thed up on stage. Perseus, winging his
way back on sandals borrowed from Her-
mes after killing the Gorgon, sees, falls in
lowe with and rescues her by killing the sea-
monster, Contemporary vase paintings of
the play show Andromeda, arms owtstretch-
ed, wtally still, available, valnerable, fet-
tered, Perseus free to look at and rescue
her. Bettered woman, mobile man: this fifth-
cenmry image reflects economis and social
reality in male-female relations in countless
societies. Remissance paintings of Ariadne
put Theseus' sail on the horizon: its move-
ment counterpoints her prone position on
the beach. In Titan she is surrounded by

15

male mevement, visited by a now maleas the
old ¢ne goes: Dionysus, all motion, swirl
and leopards.

Woman is good, Ovid says, at hiding
desire in tillness and self-veiling. In the
Ariadne story, the woman helps the man by
tethering his thread o a fived point outside
the labyrinth, Using this he can enter and
leave: as he will enter and leave ber. Her
maove awsy from home is made on his boat:
he immehbilises her when he leaves her on
Maxos. Shefacilitates his mobility, thenshe's
left stranded onan island, a deserted coast.

This distinction underpins the irony of
the seducer's song in Rigoleto: ‘La donna
& mobile/qual piume al venw." Winds side
with men, norwomen. ‘Does my voice reach
your ears? Scylla shouts w Minos. “Or do
the same winds that fill your sails{blow all
my words to emptiness? Women are voices
cn islands. Odysseus, finding Circe and Cal-
ypso on their islinds, hears them singing
befiore he sees them. Female sland voices
are dangeraus, as the Sirens show, for un-
less you know how o handle them, they
keep you there. The nuan has w enter, en-
jow and leave; begin and end; like the Duke,
sinper of thatsong, in Rigeletio,

Sophocles” use of mobility and stillness
must have been potentenough in his Andso-
‘meda, but Euripides” version thirty years lat-
er contained antiquity's most powerful love
scene, Fragments survive of his Andromeda,
which opered with the girl already chain-
ed, waiting for the sea-monster. She is im-
mobile but ber voice moves (in one of Eur-
ipides’ innevative monodies) and is answer-
ed, brillianty, by Echo in a cave behind her.

‘A dclight. ..

Cross \(@
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This is probably Bcho's first appeatance in
the abandoned woman trope, but the con-
nection was soon established and much re-
peated: Bcho is one of Aradne's compan-
jons on Maxos in Strauss's opera. Echo re-
minds lisseners theta woman on stagecan be
an echo-chamber to the male imagination,
to male ideas of longing, solivade, irternal
emptiness. Echo could have had any story but
Greek imagination chose to mythologise her
15 3 woman forever voicing unfulfillable de-
sire fora man.

Greek paintings of Furipides’ Andromeda
show Perseus arriving with Gorgon-killing
equipment (head in a bag, gickle in hand,
winged cap), and fallingin lowre writh Andro-
meda, They mark the love by personificat-
jons. Either ofium, the Greek love-charmin
which a bird was tied, beak and wings, to a
whel and spun (which itself combines feath-
ered mobility fettered, whired into movement
by that prime fcon of male technology, the
wheel), or of erotes, fying humanoid soons of
degire. They personify his desire for her as
hie sees her immobile.

Perseus thinks she's a stanse:

What is this cliff1 see?

Acliff washed round by sea-foam.
There's the image of a girl

carved from the very rock,
poulpture of an expert hand.

She seems an image, yet her musical mob-
iliry began the opera. 1t is as if physical im-
mability were 2 condition of musical mob-
ility, as if female figures sing most “mov-
ingly’ of pain when unable t move, when
the only movement left o them is their

'|:'|.:|:. ful...

hannel
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woice. Poulenc’s La Voix humaire, in the end,
deprives its solo female voice even of this.

turn to grief it turns, like Scylla’s, o

rage. Medea's story begins in a similar
way o Ariadne’s. In Apollonius of Rhodes'
Argonautica, Jason seduces Medea by telling
her how Arizdne helped Theseus. In Racine,
when Ariadne’s sister Phidre leams that
Hippolyte loves somieone else, she is suffus-
edwith Medea-like ‘Jalouse rage’, Shewants
revenge, and calls on the destructive ex-
emplars of male power in her ancestry, those
sexual adventurers-cum-upholders of jus-
tice, Minos and Zeus.

Rage and man-killing revenge have al-
most as much musical mileage in them
as lament. Opera asks women to raise their
voices, over large orchestras, in rage and
pain. The woman's voice, hurt by brutality
within convention, can be vehicle as well as
sign of thar brutality. Sopranos can be heard
above an orchestra more easily than any oth-
ervaioe, But male literary tradition interacts
Fruitfully with acoustics. In the male imag-
ination, women are pood for signifying and
expressing pain of rage.

From Greek tragedy onwands the pain is
specifically tharofattachment. The Nurse in
Euripides' Hippolytus, suffering for Phaedra,
says that

We cught to be bound to each other

Iy medium-strength ics,

not to the soul’s marrow, the extreme edge.

Chur lowes should be easily boosed from our
mind,

IF FEMALE ABANDONMENT does not

wany w0 push off, cavy to tighten,
Amachment, according to tradition, fetters
the woman as securely as Andromeda’s
fatherchained ber to the rock; and most trag-
ic opera deals with the implications of im-
mobility and fettering. In Antigone, Creon's
wife kills herself when she hears her son is
dead. In Qedipus Rex, before killing herself,
Jocasta tries for Oedipus’ sake to stop him
seeing what she's already seen:

For the gods® sake, Oedipus,

don't go an with this search

ifyou care for your own life.

Enowgh that I'm suffering.

Few men in Greek tragedy try to siop somse-
ane else suffering or say anything quite like
‘Enough that I'm suffering.’ In the male
tragic radition, those who try o earth pain
and limit itto themselves are mostly women:
hurt because they are ‘amached'.

Asong attributed to the one really Bmous
Greek woman poet sums up the way the fe-
male voice, when it speaks out ("Buat | say"),
is expected to favour attachment:

Some say the loveliest thing

om black earth is a cavalry squad,

«ochers an infantry troop,
ochers & naval fleet. But 1 say
it's whatevera person loves.
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Male scholars preserved this fragment of
Sappho. They decided what survived. Sap-
pho's work plays into the horizon of male
expectations, Women's voices were expect-
ed to express a blas towards the singular,
o domestic attachment as against public,
political, regimented male values serviced
by the technology of mobility. The army,
navy, barrack-room, gambling game (Guys
and Dwlls), crime (Carcae) and politics.

Verdi and Mozart, like Shakespeare, put
pain caused by attachment to others at the
heart of the female inwardness they voice
so convincingly. Some of the world's best
mizsic was written by men imagining the pain
women feel because of them. When women
sang these parts, men directed them, told
them how o do it. Verdi created the role of
Desdemona for Romilda Pantaleoni, buat in
one letter he calls hervoice ‘a bittoo harsh’.
His fictional Desdemona is “unconscious of
her own ego, made to suffer for others®, He
tells the real woman how to portray the fict-
ional one, and refers w Antigone, who (15
he read her) suffered for others.

In Mozart the Dramatist, Brigid Brophy de-
scribes opera as the explodeation of female
pain, and Mozart, too, findswomen his best
vehicle for grief. Itis true that Doa Ostavio in
Don Giovanni embodies other-related attach-
ment and its pain, butalthough he has some
lovely songs they ofien seem o be like the
least passionate parts of a passionate operd.
The music of Rigoleno searching for Gilda
in the Duke's palace and kughed at by court-
iers who know where she is, or finding her
dying body in the sack, is heart-rending, al-
mast unbearable, But is he moving because
of his own feeling rather than his feel-
ings for her? She dies, like Alcestis, for he
laver. .

is the Countess"s pain, expressed in

her central aria ‘Dove Sono’, Desen-
ed and spied on, trapped in the double-bind
of the Count's jealousy and infidelity, she
st borrow her servant's clothes o meet
her own husband as a lower. At this point,
other people’s lives (with the exception of
the Count’s) are sorted out. Figaro's parent-
age and his parents’ marriage make his se-
cure, Rarbarina is taking care of Cherabino.
They all echo (*Tol [o') Susanna's rapmrous
cry: "Who's as happy as me? But the Count-
es5 is alone. In recitative she wonders why
her servant Susanna has mot come. She is
worried about what she's doing, butwhat's
wrong with changing clothes with Susanna?
Hew “low" her 'cruel consort” has brought
her. He loved, then ignored, now betrays
her, wants sex with her servant The final
phrase of recitative stresses her humiliating
dependence on thatvery servant, whose sex-
ual initiation is the opera’s ostensible sub-
ject, whose marriage bed is measured in the
opening scene.

The soprano’s opening mne is a gilded
cage, pinning the voice to the note on which
it begins: C, Doh in Sol-fa, which asks,
‘Dove? “Where? Her key-word and key-
note. Where should she go in melody, actor
feeling? From the orchestra the woodwind
angwer: up. She follows their lead once but
refases the second time, avoiding their bead
to top G and descending briefly instead be-
fore rising to top F and then swinging back
to her original Doh.

TH: HEART of The Marriage of Figaro

In analytic terms, it does not mean any-
thing that she goes down after the initial
phrase. Technically, she goes down so she
can kaunch the florid stuffin the same tonal-
ity. Butifyou listen from the point of view of
where things are in her voice, you get a dif-
ferent picture: a sense of imprisonment, a
voice that cannot escape its starting-note.

When she repeats her opening melody
again the path up to F ks more remualous: her
husband's lips lie (‘labbro menzogner'). But
verbal repetition beads her formally back to
Doh. The rise to wp G is soon suggested
again by the woodwind. Itis 2 formally con-
ventional escape route, 2 note and a tonal-
ity abave her captivity, a window to beyond.
But she will not dare it. The sugpestion of
G provokes her, verbally, to 2 new question,
‘perche? and, musically, into pointing out
that the orchestra’s key can modulate to min-
o Its way of looking and hearing may also
lead o sorrow. She turns the offer of G major
G minor, by bringing in G minor's minor
third, B flac. In reply, the orchestra shifis her
tonality, C, to the minor. Now for the frst
time she touches the top G itasked for, but
only in 2 semi-quaver, then drops to low F
for ‘tuttosi cangio', “all so changed". ‘Change’
can mean bad to good a5 well as good o
bad. As she goes down, the harmony sug-
gests that she (or the music) can ‘change’
miner b major, wave away the darkness.
O the first syllable of “cangio’ the orchestra
introduces the new major key of B fat. It
holds the change with the triad of B flat maj-
or. Butshe, and it, cannot stay there.

Warking through the conventional, form-
al imperative of returning to the tonie, Moz-
art hines that the Countess cannot forget
the Doh-'Dover, the note of entrapment
where she began. When she repeats ‘per me
tutto si cangio’ the orchestral response uses
B flaragain. The second half of the bar that
berings her in starts on low G, the dominant,
whose key it offered her, whose top note
they invited her to rise to, Butits upper notes
make this G minor: the key the Countess
earlier used.

Tvweas usual wo begin in the same key you
ended in and to have 2 eiddle section which
escaped into the dominant. There is a case
for saying that in this aria at least (especial-
ly in this opera, with its images of culnre-
specific hierarchy and convention, whepe let-
ters of sexual intrigue are pricked by ping at
a public celebration of the ending of droit du
seigneurintrigue, and where nothing is said
openly shoutwhat the man at thetop gets up
to) Mozart is using this musical convention
o sugpest personal entrapment within social
convention.

The orchestra accompanies the Countess
im a series of small suggestions for rehar-
monising her line, as if rying to re-resettle
her in a major key, ending up (at ‘cangio’
again) with an enticing major triad of . She
has top D, and obeys the orchestral cue, as in
the plot she obeys cues from Susanna and
Figaro, Her D on the last syllable of ‘cangio®
becomes the dominant, the fifth, to their G
major: the key the orchestra has been sug-
gesting to her. It has pulled her into the
dominant at last.

In this maode of taking suppestions, she
does what it has been asking and soars up
to top G, displaying the full power of her
voice for a controlled first half of a new
word, ‘memoria’. A new word, but notanew

16 LONDON REVIEW OF BOOKS 23 JANUARY 1997

thought. ‘Memoria' was behind her open-
ing question: ‘Dove sono | bei momentiy
ing about the memory of ‘good', not good
itself. After several key changes she ends her
statement that she cannot ‘rapassare’, “go
beyond", almost self-refutingly in the key it
has offered all along, G major, but this is
4 false ending, incomplete. One pause, and
she reverts to ‘Dove’ on her Doh. All the
‘wheres' and key changes have brought her
back, a5 the audience's ears expect, to her

i

The orchestra and the Countess now re-
pear the opening of the aria, with a dif-
ference. Mozart uses the convention that
the voice will sing its note unchanged, but
reharmonises that note, making it express
something new, which containg within irall
she has thoughtand sung in the aria so far.
There is a sadder, softer tonality on the sec-
ond half of ‘Dove?* with the orchestra in D
minor. The opening is repeated according to
convention up to the mouvements passage
{‘labbro menzogner') where she breaks off
on the brink, ontop E.

In the faster passage the noun is not
‘memoria’ but ‘costanza’: not hackward but
forward-locking. But what will ‘costanza’
consist in? ‘Languire amando ognor’, Lan-
guishing in love, for ever. Spelling this out
tips her finally into what was hinted az ear-
lier, that which is always present within the
tonic, the minor within the tonic itself In
this case, C minor.

This is an unuseal move. Mozart works
through the conventional; his surprises ex-
press what ks latent. The Countess accepts
the E flat, C minor's signarure, the sadness
of her constancy, The orchestra reminds her
of another possibility: again, G major, the
escape to the dominznt they have suggest-
ed all along. The possibility encourages her,
not to accept G major, but to press on with
her own view of things in the mnality she
started from: C major. She shakes offE flat,
staking her faith and identity (*mi') on re-
peated E mamural. Everything is suddenly an
excited, resolute C major. She's leading up
0 2 new noun o mirmor ‘costanza’: ‘sper-
anza’. From memory through constancy to
bope. Her own line flows now, fexibly and
strong, leading up, down and up on a rising
fourth fior ‘speranza’.

As if encouraged by the sound she gen-
erates, she repeats her magical E natorals,
but changing their words, self-referentially,
o “cangiar’; again Mozart reharmonises a
note inan already heard melody. He gives the
orchestra B flac. So far, B flac has suppested
G minor and C minor, the minors of dom-
inane and tonke, shadow versions of the
keys preferred by orchestra and soprano.
But this B flat darkens the tonic C towards
the subdominant F, an entirely new key and
a far less straightforward sccompaniment
to those optimistic repeated Es, The orch-
estra’s reharmonisation seems to question
these optimistic Es and the Countess's “sper-
anza'. The phrase on which we first heard
those Es was ‘perhaps [ have a hope.' Now
the same musical phrase is accompanied
by the words, ‘of changing an ungrateful
heant'. In reharmonising the Es the orch-
esird, 4 pragmatic servant, is being realiste
= like Figaro and Susanna, This hope will
end in tears: signalled here by B flat. But the
Countess brushes darkness aside, soars up



o the G italways asked ofher. The onchestra
gives her tranquil quavers in C major. Is this
sympathy, oris it mockingly in control of her
tonality just as the servants are in control in
the phot? Her ‘costanza’ and ‘speranza’ end
in the tonie, the major key of her opening
guestion.

50 where has ‘Dowe? led? Has the emot-
jonal journey of her song truly ‘changed”
that ‘ingratocor’, and returned hersocure o
Db, still in the major? The orchestra now
seems sympathetic to her project: there are
no flats, no hint of minor, while she works
her thought calmly round her Doh, end-
ing, as always, on C. Together she and they
repeat this vision of calm control achieved
through ‘costanza’.

But darkness closes in second time
round. $he has C's minor third, E flat, on
the words that upset things last tme: *nel
languire amando ognor’, but she wrests her
thought oat of the miner, fses in a slur o
E natural, her previous note of optimism.
Her calm flowing line ends in ber original
C major. Calm, the absence of change, is
part of the Countess's predicament. Could
Mozart be ironising that? The Countess does
not have the Doh at the end of this phrase:
her orchestral servant has it instead. Her
phrase ends incompletely: on the top of the
triad, the G it always offered her, but in her
tonic key of C. There is 2 sense of deject-
ion which denies the hopeful words about
changing ungrateful hearts. Here the music
seems to work against rather than with the
text, challenging the overt message.

The Countess, hawever, rises again twice,
on both occasions on the word ‘portasse’,
‘pechaps’ things will get better. These moves
are encouraged by the orchestra, Again, re-
membering the concepts and contracts of
service highlighted in the opera, you could
ask here whether ber orchestral servant
is mirroring her optimism or mocking it
Eitherway, she rises up again on ‘speranza’,
The oechestra echioes her again., Stll bolder,
she soars up further to top A, a tone above
the escape note itoffered. She sustains this
note, held back so long, for more than a
bar. But she’s chosen ‘cangiar®, the darkness
word, for her moment of light, and comes
down chromatically, touching Doh and then
rising, laddering up, to her hope-and-escape
note, A, again holding it for more than a
bar, These As are her longest notes in the
piece. But she falls away again, down to the
cage-key, Doh: first on the middle syllable
of 'ingram’, then on *cor’”.

This ‘cor’ answers her ‘Doved” Its note s
her teap, her marriage. Her end is her begin-
ning. ‘Change', modulation, happens only
circumseribedly, within her formal jourmney
from ‘where’ to ‘ungrateful heart’, She ping
her hope to ‘change’, sinking to lower G,
and rising to upper G, beating her wings
round the cage-note of C. But the top note is
no longercangiar’, Now the even worse ‘in-
grato’ rises above it. Theseare the twowords
that win out, repeated, in the end. ‘Ingrato
cor’. Not ‘change’.

The Countwith his ‘ingrato cor’ will head
into the dark (You don't need a candle’)
with the woman he thinks is Susanna. He
praises her soft hand. The Countess and the
real Susanna comment, *Blind bias deludes
his reasom,” for this is his own wife's hand,
which he knows a5 well 35 his own. When
lee thinks the Countess has a lover, cvery-

one asks him (‘Perdono!’) to pardon ber.
Rhythmically and morally isolated, he re-
fuses, taking only one syllable of what they
offer. ‘Not* he answers. “Nol Mol No! Nol Nol®
When he realises that the woman with a
lawer really was Susanna (whom he thought
he'd been making bove to); when he under-
stands who he was with, the Countess asks
his pardon for that illusory wife. Her words
at this point, ‘perdono otbero’, soften and
cover his earlier ‘no’. A few bars Later, he's
asking ‘perdono’ for himself. The Countess
saves him: ‘Pii docile sono e dico disi'.

The only change the Countess produces
in the Count is a verbal one. From *Nol' o
‘perdono’: adding to ‘no’ the two syllables
‘perdo’ with their tang in Italian of logs and
treachery. She ends ‘pid docile’. There will
always be imbalance here. Her ‘hope’ lies
in temporary victories, like ber temporary
triumph in retaining C major in the aria,
in ‘constancy’ tw one tonality, one love. In
the aria the question ‘Dovel” takes her oaly
to ‘ingrato cor’. The mne incarnates her
captivity inside the Count’s desire and his
projection of his own infidelities. In Beau-
marchais, the source, she is unfaithful. Da
Ponte and Mozart deny it

A director can make the Count's ‘per-
dono’ at the end a real change of heart, but
that plays against the text, against the spir-
it of the whole. The whole thing, oatward
calm and inward pain, hope despite the
minor modulations, will recur. Despite all
the rules and conventions of form, Mozart
did not have to make the Countess return to
Doh with quite the frequency be does. He
is suggesting passion and resignation, cap-
tivity and inner grief, in the whaole shape of
the aria she sings; his music locks her voice
within the castle-like security of the most

Thesong-shape, a snakewithits tail inits
mouth, tours the emotionally pinned pos-
ition identified in Western drama first by
Euripides' Medea. A man ean lookoutside; a
woman can only ‘look to' her husband's cor
(in Da Ponte) or psuche (in Buripides):

1 a worman warks well at being married,

ifher hissband doesn't resent his yoke,

co-habiting: then that's a life worth envying.

Ifnot, the oaly help is death,

The man, when he can‘tbhear things

a they are Indooes, goes out.

Eases his heast. Sees a friend. Finds company.

Butwe must look to one soul ondy - his.

In comemporary performances, Mozart's
singer would have omamented his line, bat
only within a secure set of conventions: the
modulations and shape, the formal mes-
sage="costanza’ to Doh, and to her hushand’s
heart—are Mozart's. This opera uses public-
ity and comvention to trap individuals and
frustrate their desires. All a singer can really
dowith the Countess's entrapment is celeb-
rate the rules that convention uses bo &x-
press pain by covering itap.

Many formal and sexual relationships
underlie the relation of music and words,
vocal line and voice, in opera. On my read-
ing, melody and harmony contradict the
Countess's hope for change. You might ar-
gue that the authority of musical perform-
ance tilts the balance of power wowards the
singer. 5tll, Mozart makes her first deny,
then accept the orchestra's minor modulat-
jons. How convincing s the denkal on which
sheends?

i ovE soM0" displays contained

Dabmdnmt. like Claribel's song,

though voice and words do try,

unlike Cluribel’s, to escape hurt. Even Eur-
ipidean ‘Cretan monody' can express this
emotion as well as self-abandonment. Eur-
ipides shows the delirious Phaedra taking
herimagination where her body longs o be,
to the wild places where the man she longs
for exercises his:

May I drink deep of clearwaters ...

and lie on the soft-ctgrass . ...

But Euripides also shows her trying, when
not delirious, to contain desire. In the sur-
viving Hippolytus, Phaedra's aim is to con-
ceal her passion:

When mo wounded me

1 ehught how bestro bear myself

and hide the painin silence,

Both rypes of song - one displaying self-
abandonment tw fecling, and the other the
sbandonment whose expressson contains
that feeling — were male creations in whose
formation Euripides led the way, Both be-
came staples of male opera. In ‘Dove Sono’
Mozart uses sensual grammar which West-
ern composers had used since at lease the
FRenalssance, but which was ploneered, if
we can trust Frogs, by Euripides. Male com-
posers use the musical possibilities of the
day (in Europe, melodic shape and harmony,
inancient Greece, pitch, metre and respons-
jon) and socio-cultural resonances o create
a specific male sound for what a woman
does with sexual grief.

*Cretan monodies' isolate a female char-
acteronstage, Putting Echo herselfthers, as
Euripides does for Andromeda, 25 Strauss
does for Ariadne, spells out the aim: o loc-
ate the woman in a speaking silence, a place
where she cannot look to or hear anyone but
herself. The Cretan monody gives sexual
grief voice and body in front of the silence
and immaobility ofthe audience.

The multiple echoes of sbandonment
{of home for a man, to 2 man, by a man, of
self to passion, of self and voice o song)
have been a basic operatic wal for men to
use — 3 way of thinking, primarily, about
themselves, Male dramatists and composers
could explore how theywould feel, desiring,
enzered, lefi; could form their own Imag-
inings of emptiness and isolation, of be-
ing out of sexual and musieal control. They
could use their own experience of desire, re-
jection and loss, without saying this was
what they were doing, and project them into
an alien body, throatand sensibility.

From this comes the intense eroticenergy
of opera, expressed in its frequent cross-
gendering: a male-female account of de-
sire and loss is macked into a story which
isoften focused on a woman's experience,
feelings and voice, but is scripted, compos-
ed for, choreographed, designed, financial-
Iy backed and conventionally directed uneil
o by men.

“Women' on the tragic and operatic stage
stand for women, of course. But they also
stand for men. Strauss's Composer (a “trous-
er role’, a male character sung by a woman)
says that Arisdne stands for “human solit-
ude’, Poalenc's woman hanging on to her
lover's last lies on the phone is ‘the’ human
voice as male Western culture decided, two

millennia ago, to represent it. o
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reasons 1o hibernate this winier

THE OLD TESTAMENT
Introduction by Gearpe Stesner — £20000

Inteoduction by Eugesso
42 illustrations by Seadeo Bosticelli - £14.99

DOSTOEVEKY: THE BROTHERS
EARAMAZOY

A new irunelation by Richasd Pevear snd Larissa
Volokhansky
Tntroduction by Malcolm . Jones - [11.99

FITZGERALL: THIS SIDE OF PARADISE
Introdhaction by Craig Raise - £8.99
HERODOTUS: THE HISTORIES
hhylnﬂhlm £i199

ROTH: THE RADETSKY MARCH

A sew trunslation by Joachim Meugroachel
Introduction by Alan Banee — £5.59

SHAKESFEARE: ROMANCES
Introduction b,-:u-jlﬁlu -£i1549

the: B-volume
e - aeiute n owed st for 199

UPDIKE: RABRIT ANGETROM
Cormecied edition of all four Rabbit sovels im s

wodume
d;nhhdi-h}-lﬁtlpih—m

VASARI: LIVES OF THE PAINTERS,
SCULPTORS AND ARCHITECTS
Translated by Gasios de Vere
Introduction by David Elserdjisn

Two volume box sel £30 or £15 per volesne

WHARTON: THE REEF
latroduction by Julian Barses - £9.99

New and forthooming publications from the

ASHMOLEAN MUSEUM, OXFORD

Dirawings by the Carrscci from
Britich Collects

Clirre Roberteon and Catbertae Whistler
(wer 100 colowr and black and white
illustrarions.

1 85444 002 6

Ministures
Richrard Wialker
oo mindatares, fully illustraed in
colour, from the Ashmolean's
collecrion.

1 85444 077 2

E 17.50

£ oo3

Modem Chinese Paintings from
the Reyes Collection
Stelayh Vainker
1 B5qq4 079 9

Anthonis Van Den Wyngaerde's
Panorama of London, ©.1544
Editory Sir Howard Colvim and
Snarm Forster
ogoaol 7371

E 1100

£ 35.00

The Cresswell Photographic
Archive of Islamic Architecture

on CD-ROM

Orver B 000 black and whine images,
mainly froen Egypt and the Levant.

1 Bggq4 opo X £ 7500
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