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Abstract

Distant Pasts Reimagined: Encountering the Political Present in 21sirCOmpera

Jane Forner

| focus onfour operagpremiered in Europe and the United Stdiesveen 2009 and 2016
in which elements of the medieval, ritual, ancient, religious, and mystic emerge through their
source materialAdam and Eve: A Divine Come@®015, Norway), by Cecilie Ore and Bibbi
Moslet;Kalila wa Dimna(2016, France), by Moneim Adwan and Fady Jorgith (2009, USA)
by Anthony Davis and Allan Havis, arfélaradise Reloaded (Lilithj2013, Austria), by Peter
Eo6tvos and Albert Ostermaiefhis dssertation argues th#ttese operas, rather than seeking a
renaissanceor rebirth of the mythicdraw inspiration and narratives fromvhat | am calling
fdistant pastdr ei magi ning universal o r thiaughraespeefis s 0 n a
contemprary lensin an explicit and deliberate interratgpn of the political presenilapping out
different modes of staginthesedistant pastsn response to cultural and political change in the
twentyfirst centuy, | suggest new modes of conceiving adagabloper at i c Anet w
comprehensiono that encompass the multiple s
contexts that shape opera tod&ach opera is presented as a case study in a single ¢hapter

balancing musical analyses witlpolitical, hisbrical, and culturalcritique Interviews with

Astakeholderso (composer s, | i b1 enducted, fosm,an si nge
integr al part of this process. My anal yses e
towardstime,naggt i ve, and drama, and in probing each

distant pasts, | chart the complex manifestations of recent political discourse in Europe and the

United States, especially concerning the intersection of feminism, rage@meand secularism.
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Introduction : Operatic Pasts and Political Presents

Operatic Pasts

Challenging boundaries ofhat opera constitutes today has opened up the genre to sounds,
narratives, and voices once considered unsuitable or unwelcome in these gilded halls of culture.
This dissertation maps out divers@des of stagingperatic dialogues witkvhat | am calling
fdistant past® in examining workswhich draw on ancient, mythic, and medieval sources to
respond to and interrogéateecultural and politicapresentl explore refractions and interrogations
of the timeless and the contemporanyfour case studies ofétoperadddam and Eve: A Divine
Comedy(2015, Norway), bycomposerCecilie Ore andibrettist Bibbi Moslet; Kalila wa Dimna
(2016, France), bRalestinian compos&oneim Adwanand a libretto bysyrian poeFady Jomar
and French author Catherine Verlagustith (2009, USA) bycomposerAnthony Davis and
librettist Allan Havis, andParadise Reloaded (Lilith)2013, Austria), bycomposePeter E6tvos
andlibrettist Albert Ostermaier

Jelena Novak <coined the term Apossanper ao
i nadequacy in continuing to apply the categor
and early twentfirst century! Covering musicians including Philip Glass, Louis Andriessen, and
Michel van der Aa, she situates the singing bodg #me multifarious notions at play in
contemporary bodyoice relationships in operatic performance today at the center of her analyses.
Yet, as withlotmeonumpestesl in the course of th
a term as a framewk. Novak uses the term as a way to establish a theoretical and philosophical

approach that works for her material, but | find it difficult to see that it could be widely applicable

1 Jelena NovakPostopera: Reinventing the VoiBady (Farnham: Ashgate, 2015).



without reproducing similar systems of classification, exclusion, anédmumding that she finds
as endemic to Aopera.o | do not, in this diss:¢
For the purposes of my four case studies, it is sufficient that the operas have been so called by their
creators. Instead, wheahe question arises, | am more interested incthans toor denials of
belonging in opera circulating around these four pieces. As | elucidate later in this introduction
and in chapters 2 and 5 in particular, how such assessments of genre identitdeareveaals
complex intersections of sound, power, and culture.

My approach to these case studies is guided by my identification of a return to distant pasts;
t hat i s, initially through the subj eThelastmat t er
century of opera has seen a surging increase in subject matter devoted to the present: pop culture,
celebrities, politicians, natural and mamrade disasters have all figured lage global operatic
stages.Adaptations of other media continue to b pul ar : Lawrence Kramer
fAmericaro opera arguedor instancethat thedefining qualitiesof he @A Amer i cano pa
genre desi gnat i o mlassicsnovelsooé thearécent plagtineteenth gnd eady
twentieth century culne (Henry James, John Steinbeck, F. Scott Eitalyl, Tennessee Williams,
Louisa May Alcott, etc,)resulting in vhat he calls théi Gr e a t A mia-the-bcl aanh kf. iol |
Col | een Re nThehGperdiisArchivecAenarican Opera as Histsimilarly examnes
both the surge in quantity of opera creation in the United States today and the intertwined concepts
of past, history, technology, and culture in the production, performance, and consumption patterns
in recent decadesClassics of modern cinenfave gually proved fertile inspiration in recent

years, such aBealhgthesWavesl2@16) i 6ased on Lars von

2Lawrence Kramer , @ ThkKingleffeg Sttetcah mearmnidc alm e JheOpem:Quaitedyn , 0
23, no. 1 (2007): 75.

3 Colleen ReniharThe Operatic Archive: American Opera as Hist@ipingdon: Routledge, 2020).
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t he same name)The Ektermimating Angedl 2 8 © 6 based on Luis
film El &ngel exterminaddy* and Ni®@o  Mu HMamié(2017, based on Al fred Hit
film of the same namerawing stories from redife events and celebritpolitical, and historical
figures has loomed large in the long operatic careelohn Adams and Philip Glasaganwhile
especially inthe United Statesoperas based on modern or recent events have also occupied
considerabl e s paceX THelite mnd AimeshobMalcolnED85), Jakes
H e g g beadMan Walkind200Q based on the 1993 novel of tt@me name by Sister Helen
Prejealpt o Dani el B e WaS$halldiNot RoMovg@0il hbased on the 1985 bombing
of the MOVE house in Philadelphi@ By no means have all these efforts been successfully
received: when dealing with events that manyh& audience know firdtand, the capacity for
disappointment and controversy is much exacerbai@d operas in the last ten years based on
the 9/11 terrorist attacks exemplify exactly this conundr@rh r i st op her Heartokao f ani d
Soldier(2011),and T a n s BetvizanWord&@15).

In counterpoint tahis concentratiorof operatic interest in recent history and political
events, this dissertation outlinesddferent emerging patterra returning once more to myths,
medievalism, and anciemarratives of humanity. While reinventions of myth in opera have
occurredat every stage of its development, this dissertation argues that in the last two decades
especially, a turn to Adistant p a sWhatanakbsa s ma't
pasts fAdistant 0? cdnaeivetohtissla chooaotbgicaltor histerioas cistance

existing between the contemporary opera and its source material: ancient, medieval, and

“0n its adaptation, see Laur a TunThe OpdragearteryBE rRat Ir mi nat i n
(2019): 6376.

5 Wayne Heisler Jr. discussée Shall Not Be Movddn A Ar e i Wo rThesOperaBnantergsh rd.d2
(2019): 135138.



mythologcal texts, traditions, or ideas. | do not draw a firne istablishing when the past ceases
to be distant; my construction of the category operates primarily in response to the patterns and
trends | observe in contemporary operas. While mythological and ancient subject matter more
easily fit under the term ofistant past, the designation is muddier in my inclusion of medieval
sourcesMy definition is basedn two further pointsfirstly, | perceive there to be a qualitative
difference in how composers and librettists relate to source material from up toiaqapedxthe
end of the sixteenth century, compared to those from the late seventeenth and eighteenth centuries.
For exampl e, B 4 ambah @@ andipordie(2088) both stage events or
narratives that do not belong to recent historyt tiere is a sea change, in my opinion, between
the world of the Occitan troubadours conjured in the former, and the eightsathy
mathematician and physicist Emilie du Chatelet in the laBecondly | observe a distinct
concentration of new operdmsed on sources from within a certain timeframe, approximately
from the eighth to the sixteenth cenas; within which the twelfth and thirteenth centuries are
particularly represented. dnparatively very few recent operasiraw on seventeenitentury
topics or materials.

Each of the operas in my case studies presents a diffeagrnh which | conceive of hat
distant pasts might constitute in the twefitgt century imaginationln E ° t Rafadis@ s
Reloaded,for example, the principal narrative soa is from the nineteenth century, with a
secondary influential seventeent@ntury textThrough its insertion of Lilith into these narratives,
however, the opera participates in a much longer and more extengihelogical tradition.
D a v iL8ith Bkewise engages with this body of source materaigng from oral traditions

dating back several millennia before the Common Edetash texts of late antiquity. Sources in



chapters 1 and 2 conform closely to my definition of medieval materials, rejgédsyDa nt e 0 s
Commediaand the Arabic version of th€alila wa Dimna

Other operas of the last two decades have engaged similar distant pasts as | have defined
them.GeorgeB e n j a Whitten®s Ski{2012) likeL 6 a mo u r, tuch®to rhedieval Frehc
poetry for inspiration, whilenachinations at the fourteentlentury English royal court provided
t he narrat i viessdnsin LoBeand]Volen(2018)s Ablending of the sixteenth
century playThe Peony Paviliolhy Tang Xianzuand the Eden ntiisformsthe basis foHuang
R u o Pasadise Interrupted(2016;° choreographer Mette Edvardsen and composer Matteo
F ar g PenelopeSleepsan opera for three performgnemiered at the Ultima Festival Oslo in
2019, presented spoken and sung monolomiesveaving elements of tii@dysseynd the myths
of Troy with modern texts bginne Boyer, Ole Robert Sunde, and Don Del ilomong otherdn
all these examples, we are presentedwitit pastiches of medieval song or cultubeit with
confrontations ath meetings between past and presenE mma D i destriptioroaf the role
of parchment inWritten on Skinshe hears in the opera @ne ncount er bet ween a
surface and c o’Theaatipns okacounteranddialogeieae at the coreptual
heart of each of my case studies: every work opens up a communicative space with its distant pasts
that is often antagonistic, subversive, and revisionist, but also inquisitive and transformative,
learning from as well as challenging what is foimthe encounter.

Juan Chat t ah édsscribesDceennnti saOpéead yik2009)as anexample

of Apostmodern ironic nostalgia [in which] bot

8 Ruo is revisitingChinese mythology in a new work in developméupk of Mountain Seasomnissioned by
Beth Morrison Project$ttps://www.bethmorrisonprojects.org/mountainsandseas. Accessed May 10 2020

"Emma Di |l |l on, # Wattereoh Skifahnidl o | hoeg i TerHwe Wpesad)oanterd3, nd. 34 (2018):
208.
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aidi st ancing from, whi Ylresonsetrasgdedts thisdion ds ireflegtedfieco r , t h
operas i n t hi sAdaiiasdsEgand thetLilith operas@lf sebvest and challenge

pasts through critical reaventions of mythology, in which sense tbest is indeed constructed

Ai nadequCatae t ah not es astekemplifiedpio Gperend @l esjeatsi they

Ai deal i z at jbatmhie the bperasi presgnahere do shy away from idealized pasts and
traditions, distant or recent, they differ from works lBpera 101in that thegy do notdisplay what
Chattah chadastietiezestas natime present®@het her e
defining distinction of the operas | have chogeaddress ithis projects that theyeflect a subset

of apatternin turningto dstant pastén contemporary operan which that turn is a catalyst for an

interrogation of the political present.

Myths and Medieval Voices

The creators of four operdsshall discusseach employ different musical, political
narrative, and aesthetitrategiesin staging their chosen sourc&orrespondinglymy analyses
establish a range of ways in whidlalogues between past and preseetconstructed. There are,
however, many common threads running throughout this dissertation: these are sheepthsay
aspects of each opera in terms of music, aesthetic, subject matter, text, narrative, dramaturgy,
staging, political ideology, and philosophy. | identify some as common to every chapter, and others

as establishing connections between two or thhegters. In turn, | consider ways in which my

8Juan Chatt alOperail(Ro sltrnoacndyer nNost al gi a, SingidginBSighisuNew at ed Nar
Semiotic Explorations of Operad. Gregory J. Decker and Matthew R. ShaRieM{ York: Oxford University
Press, 2020), 329.

9 Ibid.



chosen operas diverge from or mirror other works in the genre that similarly turn to distant pasts
for subject matter.

Myth, for example, is in a very general sense a frame to think through all four operas,
although none othe operas igxplicitly bas&l on a classic myth. While tHalith mythological
traditions are paramount to my analyses of Dawyv
differently in these cases than in other operas based s imythe last hal€entury. Two patterns
areevident in latetwentieth and early twentfirst century operatic approaches to mythstfithe
adoption of mythical attributes and forms, such as ritual, stasis, abstractidme@rand cyclical
forms and second,the reinvention of (normally) weknown myths, especially Greek, and
especially those that already exist within operatic history

Musical returns to mythology and pasts in the last half century have often been
distinguished by recreations dfet sounds and musical forms of those pasts. In John Tavener and
Partdés choral works of the 1980s, for instanc
pretonal harmonies merging with free dissonamaperas sucha& al vat or eLudmie ar r i n¢
traditrici (1998) reinterpret a historical era through the distortion of the nofisiat past, in that
case the sixteenttentury madrigals of Carlo Gesualdo. Klia e | Kl ein argues t |
modernism was a dialogue with thieices of the past...hdsecome for postmodernism a vast
museum of i mage &The giadoguedwith the aasttinithede éour operas, however,
while often embracing the stylistic heterogeneity of postmodernism, do not construct the past as a
vast sonic museum, to be kéd through at will. Bgagements with medieval or ancient
soundworldar e | ess often, | argue, at the forefron

characterized them.

10 Michael Klein,Music and the Crises of the Modern Subj@bomington: Indiana University Press, 2015), 145.
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I n S a alr i aanioouor sfodirestanicey aceasional flurries of mdéidaand percussion
accompaniment seem to point backwards to its source material, but on the whole, the only sonic
remnant of the past is the troubadadransoniLanqgan | i jorn. 0o The «cft
troubadour and author of tithanson sings an adapd melody at the very opening of the opera,
but subsequently only the troubaddextand narrative are significant parts of the opérahe
operas | examin@ this dissertation, the recreation or reinvention of sonic pasts is similarly less
prominend or even entirely absent. Rather, it is the philosophical, literang narrative
phenomena encompassedhe poems, myths, fables, and other source material that shape each
compositional approach.

All three of the European operiaghis dissertatiomelate in some way to Baroque and/or
medieval and Renaissance European mudsicinstance, particularly in evoking the expressive
power of the lament. Again, this is to be distinguished in a technical sense from a comprehensive
engagement with the sounds ofh e past ; i n t hes e musigaleanda s 6 re
historical/mythical pasts, the material aspects are neither fully reinvented nor ignored. That is, just
as the disruptions that each opera performs in terms of narrative and chronological time do not
consequently produce a sensargfhicaltime, neither do the musical strategies of engaging the
past reflect the appropriation of stasis, cyclicity, or ritual that is prevalent in many operatic
(re)turns to myth. IfParadiseReloaded p ar o d i ehwralavtingBra leds ésut recreating
the sound of a past and more a technique of mu
of a dialectical postmodern attitude towards pasts, wherein longing and disavowal are locked
together. A furtherconnection linking all four operas is the lack of electronic composition;

although Ore uses electronicatignerated strings in lieu of a live orchestra, this operates in a



different way to the presence of electronicen@nycontemporary operas, whereyhconstitute a

more integral and pervasive element of the op
M8r t a Gr ab - c zénsFreach antl lfakan aperagties that the suspension of

narrative linearity and interest in static dramatic forms has been a defining campboeeras

composed in the last hatentury!! Similarly, Yayoi Uno Everett 6s marvel o

myth in contemporary opera focuses especially on the use of myth in the construct@m of

normative narrative and temporal experiendesalyzing operas by Osvaldo Golijov, Tan Dun,

John Adams, and Kaija Saarialioyerett focuses ontheseor k s 6 use of myth is
political i mpul se. Each oper a,inagplowcatave ngaoners , i e
by examining the expressveange and scope of huma'AEvetett nf | i ct

makes it clear thahis emotional and psychological potential of myth is a strong factor in why
contemporary opera composers are turning again to myth.

The operas Everett analyzes demonstiabéh continuations with twentiethentury
approacheto myth and new divergences in works of the last two decduésn all cases some
adaptation of théormal properties of myth to the operatic medium appears ce@@rabocz and
Everett bothdiscussoperaghatir ei nt er pr et myt h and enact narrtr
convento n a | f or ms &the ss¢ o mysicad antl namragive ;forms based on stasis,

cyclicity, and ritual are integral to those works. In the four operas presentad digsertation, |

continue Everett ds attention to intersection
"M&8rta Grab-cz, AArchetypes of I nitiaWorksofFamas St atic T
Bernard MOche, Pascal D Musia and Nayrative sidce 19008d. Michaed Kleinam@la z zi 0 1 n

Nicholas Reyland (Bloomington: University of Indiana Press, 2013).

12'yayoi Uno EverettReconfiguring Myth and Narrative in Contgorary Opera: Osvaldo Golijov, Kaija
Saariaho, John Adams, and Tan D@oomington: Indiana University Press, 2015), 7.

13 Everett,Reconfiguring Myth and Narratiyd 2.



idiosyncratic interrogations of time and narratthat, wvn i | e cert ainly eschewi
st or ytde hdt éngage eithanythical time or forns. In chapter 1Adam and Eveejects
dramatic time and setting altoget hemnpoliical or der
engagementvith current issues. In chapter 2, an aesthetic decentering of time and place works in
service ofa political allegory, eschewing conventional time in favor of an openness that allows
many levels of meaning to coexist simultaneously. In both of the Lilith operas, the action is more
clear |l y nsedtilith in the Gawleneof Edennp and in modddew York hotels,
apartments, and parks, aRdradise Reloadeth multiple settings in Eden and outside, but with
varying degrees of specificity and symbolism.

Narrative and mp o r a | di sruptions are also present
classicmyths. In this category we find works suchrRae b e r t  MAdéakleB4),6as well as
his many mythinspired productions of canonic operas,well asPhilip G1 a Dglbes(1993)
and Harrison Birtwist /| ed sTheMagkeof @heus(®986)ihec a | 0p
Minotaur (2008),andThe Corridor(2009).JonathanCross x p| or es Birt wi st |l eds
myt h as a response to twentieth century cri ses
the modern project of enlightenmenti.Bt wi st |l eds modernist art att
through its fragmentation, i ¥ Gastiny®ipheuspas the i t vy,
fi kenated latemo der n ¥Qbhg £ d s dlsemany eipterpidtions of the Orpheus
mythcovesa large terrain of twentietbentury male artists, musicians, and authGomntributions
by women in the same fields are conspicuous.|

presented as a universal experience, but presented in thinking tloolyghale perspectives.

14 Jonathan Cross$jarrison Birtwistle: The Mask of Orpheiigarnham: Ashgate, 2009,

15 Cross,Harrison Birtwistle: The Mask of Orphel2.

10



observe the same issue in works suclRasbert Wil son and Adaemo®?2rt
Passion described by the creators asGasamtkunstwerk whi ¢ h u sexistingRaAdr t 6 s [
newly-written choral workg® Eliding man and theuman, they asserfiYou see, this story is your
story, one that questions me. And this story is my story, one that responds. f6hy®is our
common story. The story of Adam is the storyofalhnkai nd. And itY¥Csoessé@s of
analyses of Btwistle posit anction of a crumbling civilization in the face of a new millennium is,
in which returns to (especially mythical) pasts constitute a grasping at a common human identity
apparently on the verge of collapse.

| suggest these impulses arewewer, far from the kinds of dialogues with pasts,
mythological and otherwise, examined in this dissertatiohovember 2019, was fortunate to
be able to attend aMapkeOfpleuswmwitha lhettodyPet8 Zinovieffi st | e ¢
at the English National Operayhich featuredorobably the most remarkable staging | have seen
of any operaln its sheer bombast, scaknd oversaturation of everphysical senseit was
glorious, rich,anddrenched with colorwith incredible voices and bodieEhe experience also
clarified for me tle very different worlds of mytloperas that exist.hated howthe stagingused
womenos bodi es as flexible, & sametidngsn lzeatenc pup
sometimes tossed in the air like a boomerang, sometisr@saround and between other bodies
orviscerally staged by the product i odoublesfouse of
the main characterkhated that the opera reveled in their fragility and sensuwdign aphrodisiac

to their detruction.Af t er Eur i 8 but glassed sexoalassault by Aristaeus, she

®These ardd d a md s (2089)kalbuta rasa(1977), andMiserere(1989/92); the new work iSequentia.

7 Arvo Part,Ad a moé s  viebsitestip@arlamspassion.de/theperformanéecessed February 2, 2020.
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dies!®E u r i dbody eldulsle endures a passagenasmore than a pliable, rubberized doll
contorted by her attacker.

As a counterpoint, | | cavlieed and phygsad resencelagad s st |
High Priestesgsung indomitably by Claron McFaddemut hated that the only time a woman
appears in a role of strength and truly superhuman power is defined by the stripping of sense from
her voice; her voice is allosd to sound and resound in its primal, coloratura glory, but not
permitted to cross over the threshold in having perceptible meaning. Language is already flexible
in Orpheus but only Orpheus himself seems to be able to cross fluidly between comprehension
and disintegrationMany of theseaspectsiary between productions, bBti r t w mssic, lare 6 s
Zi novi ef & @assvelllas How Bitwistte has discussed his interpretation of the Orpheus
myth in interview$ invites this treatment of the idea of womang af her bodyThe Mask of
Orpheuspresents anisogynistic obsesion with themythical imard and hisinfinite capacity for
identity as a universal archetype for humanityn B i r TheiCarriidér@@@9, Euridice is
given a moe prominent placehut the opera does not significantiginterpretthe role of women
in mythology nor does it affordEurydice an empowered voice to speak bagainstthe
patriarchal structures of classical myth. She is rarely defined except as a secondary refraction of

Orpheués own conceptualization of his wife.

What kind of counterpoint to these examples can be found in contemporary dffeat?
mightfeminist opera sound and look like todali®w are contemporary opera creators addressing,

rethinking,andreclaimng theope at i ¢ st age f tni 6w onme n,Ghe exced io¢ evs ?

B¥This part of the s tGeargicsimeieh Aristakus keeps seduong Zuridicg,iarid dos
escape, she steps on a snake andlywdalkiegaround after@ein d 6s ver si
wedding when this occurs, offering two considerably contrasting dramatic catalysts for her death.

12



silentdomnaof Occitan poetry, always desired and idealized from afar, is afforded the space to

voice a critical agency, one which speaks and sings back against the way men have described her

forr centuries. Cl®mence sings Jaufr ®0s poetry i
is only permitted to sing in French, for inste
a voice, shelaimsone of the defining features oAl f r ® 6 s , his | anguage. A

Lonh (1997), a precursor to the opera based on the same troubadour chanson, Judy Lochhead

ar g u e SSaatiahcaprojedis a premodern sense of longing as mightbedivelaufré in the

twentieth century but a Jaéfembodied in the present through the fermatei ©e . 0
Rewriting myths from womends perspectives,

legends are a vital part of modern artistic feminisEysamples includdsurydice an operay

Matthew Aucoinad Sar ah Ruhl , b as e,premieredbythe AngeleOpgemr 6 s 2 0
in February 2020 Aucoin writesdddatnd®uhj wst limbvertt ot
based; it transcends that myt ho garhd&®doshiddo AEuUT
by the opera, athremont h festival of #fdAperfor makBuydice, con\y

Foundcomplementedhe premiere; the described geast h at A webyetaour vggoeo d
preconceptions and misconception about this famolaracter who gets left behind in the
underworld. This time, ?Buhayteril€ec islpicak &r d ®s fh
inversion of Dantebés Virgil as Vi rdpmonstrates a s p

a similarly revisionist approado canonic texts or narratives.

19 Judy LochheadReconceiving Structure in Contemporary Music: New Tools in Music Theory and A(ldbysis
York: Routledge, 208), 121.

2HFA Note from Matthew Aucoin,o Los Angeles Opera websi
https://www.laopera.org/discover/blogiatefrom-matthewaucoin/ Accessed February 1020.

22AEurydice Found, o L disps:/Amnglecbeeasorg/meunis/ewydifmsd. Aceessed
February 1, 2020. Further events planned for March 2020 were canceledals af ©@OVID-19.

13


https://www.laopera.org/discover/blog/a-note-from-matthew-aucoin/
https://www.laopera.org/community/eurydice-found/

| n Edvar ds e rPenalopd Sldepsreanwhalen thesr reimagination of the titular
mythical character offered not a feminist inversion of @aysseybut rather aemarkable and
very intimate space for the thougldand voice of Penelope not merely as patient wife or mother,
effectively abstracting her from the myth in order to free bgingi Pe nel opeds i nner
interior world, a mythical door?3vathepenoltime pl ace
section, a simple but extraordinarily strikingr@asure phrase featured the main female singer
repeatingi | 6 m n ot a somlrof fifty;fourrtimes which | felt as an extremely powerful
embodiment of a feminist mességé | dondt h aferemy wamanhqoas dhis i anz e
attitude that strongly emerges throughdatam and Evewhere female performers occupy the
operatic space in powerful ways.

The essential imperative to rewrite historylestoryis as important today as it has been
in centuies of the feminist imagination, but giving voice to women on the operatic stage is not yet
a pervasive phenomenon, nor is offering space to those women who havespeerally
underrepresented historically (e.g. women of cadod LGBTQ characters andmposers
widespread. Feminist strategies for rewriting and reimagining history have played a considerable
part i n womenb6s activi sm, feminist theory, an
this as an area that is in earlier stages of gramopera Considering works outside my sphere of
engaging with distant pasts, there are several recent examples oftbpecetcally re-stage the
guintessential Atransgressiveo woman, whose s
have for centuries led to their downfall on the sta@jicholas Stevens has explordus as a

recl amat i on-heooined?® analyzing then resurfacing of this specific stereotype in

22 programme foPenelope Sleep8lack Box Theater, 15.

2Nicholas Stevens, #fALul ué&sroifeaContemnporargOper®d, @D a8y on hDhe A
diss., Case Western Reserve University, 2017.
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contemporary opera at the turn of the twelitst century as a recapiog of 1920s and 1930s
European modernism applied to the modern cel
Powder Her Fac€1995) to the Playboy tropesbfar k A nt h o nAnZnaNigole2Glh.e 6 s

In my two chapters on Lilith operas, reclaiming anitically interrogating notion® f t he fAdar
feminine , 0 o r -herbire® fiaareeh i r al to bot h w-archktyé ofst agi
transgressive femininity.

It is the feminist potential ircritical reimaginings ofmyth that interests mén this
dissetation, andvhile they are not new, | argue they are entering a phase of revived interest in the
last decade or sdlthough threequarters of my dissertatigoresentoperas by menthese are
chosen, however, for their investigations of humanity, and gneunding in the political present
by way of critical dialogues with the pastese operas deplogvisionist modesot just to redress
historical imbalances, batlsoto highlight patriarchaland misogynist threads still weaving their

way throughour lives today

Political Presents

While feminist envoicings are central to the operas | discuss in chapters 1,5,ahdr
specific and broader political themes emerge throughout this dissertafiaat. strategies and
materials do opera creators usadaress the political in opera todayre approaches to time and
narrative in these chapters reflect in every case an aesthetics of ambiguity that, while closely linked
to the mythical or atempor al el e @mlsorforns a o f t h
particularly important part of their political projects, explicit or not. Discussing contemporary art
installations Frauke Berndt and Lutz Koepnick argue that ambiguity is a fundamental component

of political art t oday scontavitptheepoliticdd benomg¢siwa sfdecifiae n  a s
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aesthetic that invites the spect“Altoeropetamwl r ef | €
disauss ask this of audiences to differing degredstam and EvéChapter 1) and Adwan and
J o maKaldagChater 2)unequivocallyseekt he audi enceds reflection
topicspresented. Both establish clear connections between their opera and political topics or events
affecting the world today. How t hwarieq thnodglo r ma n c
the sheer emotional force of the contenAtam and Evefor exampleor through representing
allegorically current events with which the audiences are familiag€diia). Lilith andParadise
Reloaded (Lilith) (Chapters 4 and 5poth esablish aesthetiphilosophical frameworks,
characterized by satire and dark humor, ingispectators to reflect on larger questions of human
existence, but with a less overt insistence diective political obligations

The politics of feminism form an especially important part of Chapter 1. In my
discussions oAdam and Eve | draw attention to the probl en
critiques of religion, situating it within the context of Norwegian concepts of equality. While | note
the reent pushes for more intersectional feminisms in Norwegian sociology, anthropology, and
ot her areas, I suggest that there is an absen
of the majority framé@ that is, white, ethnically Norwegian or Europeaatdue, for instance, that
the visual focus on Muslim women (as well as an emphasis on cukooald topics such as
FGM, honor killings, and veiling) in the opera connects to complex and unresolved questions in
discourses on immigration, race, religiand human rights in Norway and Europe today. | connect
Oreds work in general to recent work on violerl

culture, as well as prominent movements of the last décpdearily #MeToo.In Alison

24 Frauke Berndt and Lutz Koejok, eds. Ambiguity in Contemporary Art and Thedifamburg: Felix Meiner
Verlag, 2018), 7.
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Phi pp s deokMeeNokeYou: The Trouble with Mainstream Femin{&020), she reiterates

the long legacy of feminists of color that have consistently, over at least a century, drawn attention
totheways in which fAmainstream mo v eonamiceptes uc h
the work of women of colour, while r2%2FRhppsi ng
addresses her book directly to white femini
women also sacrifice more marginalized peof achieve our aims, or even define them as

enemies when tihey get in our way. o

a ¢

t

st

bel l hooks described white womeasGafitploe y t i c

entered the movement erasing and denying difference, not playing race alongside ban
el iminating r a? &mKunoBhavhahiand MargatetuCousondsum up that

White women cannot avoid the legacy of racism within feminism. This legacy has a long
history which includes the dominance of eugenicism in both the earignarerecent

birth control movements, [and] the eager acceptance by the majority of the suffragettes of
imperialistic nationalism®

As one of the white feminists to whom Phipps writesmnl consciousf the need to confront this
legacy, and to acknowledglee absences and further work needed in my own analyses as well as
those on which I rely in the following chapters.

More specifically tahe contexts present in this dissertatithe last two decadé@s music
scholarship have seen a greater focus on $tagies of both historical and contemporary music

must address the multifarious conceptions of race in twianstycentury EuropeTopicsincluding

25 Alison PhippsMe, Not You: The Trouble with Mainstream Femin{8fanchester: Manchester University Press,
2020), 2.

26 Phipps,Me, Not You2.
27 pell hooks,Femhism is for Everybody: Passionate Politi¢®ndon: Pluto Press, 2000), 56.

2Kum-Kum Bhavnani and Margaret Coul son, ATransforming
Feminist Revie\@0 (1986): 88.
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immigration, human rights, and the refugee crisis frame my discussions in Chapters 1, 2, and 5,
for different reasons; uncoincidentally, these are the three operas of European provenance that are
centered in this dissertatiShE6tvos and Ostermaier, Paradise Reloadediraw on imagery of
migrants as part of their dystopian landscapes, as wellasinslaiefi r e of t he WAbro
the European UnigrOr e a n d AbbosahdeEvaeoisnects to discussions of religion and
immigration in Norwegian politics in recent years, and in my analygi@abla, the backgrounds
and positions odswdllasets Megiterrare@ansontext arearttriosically linked to
patterns of migration through and around Europe in this century.

These works are situated within a wider context of theatrical and operatic ¢ffflatrts
address recent decades of crigithe arts and performance worldeSh hen Wi | mer 6s r ec
of st at el es s nes siwates perfoEfnances @@at rand thyh refagees and she
dispossesseéxploring how recent stagings and adaptations of Ancient Greek dramas have sought
to connet contemporary events in Eurofmethe character of the refugese familiar to tragic
narrativesAccording to Wilmer, thoseplayjse asi |y | end t hemsel ves to
and have often been appropriated to legitimize the concept of Hospitay , a 3%Forsucta | du't
productions, including the examples of documentary, community, and immersive theater that
Wilmer analyzes, the location of performances is often especially laden with significance.-Theater
goers in Sicily, for instance, maya | k i nt o Supplisaatdhavihgmstriessed firsthand
the plight of recentharrived migrants. Similar responses in both opera and ballet include Ludovico

E i n a wvedent@psraWinter Journey2019, Teatro Massimo, Palermo), with a libretto by Colm

29 By this, | mean simply operasprerded i n Eur ope; Killnadefii nEuAdmpaadé oper a
perform the same kind of problematic categorization as
in chapter 2.

30 Stephen E. WilmeRerforming Statelessness in Eurdf@mam: Springer, 2018), 11.
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Toibin, whichsimilarly harnesses the resonance of its Sicilian et to explore the desolation

of migration. Queens of Syriabegun as drama therapy for women in Jordan and filmed as a
documentary, subsequently toured the UK as a stage producB0a6n featuring Syrian women
sharing their experiences on stage, alongside the documentary and vividly shoutéaiimes
Eur i pThe @drgj@nsWomen T he Ro yHidht PBterh (2044, @¢horeographed by
Cryst al Pite and sS®mmoryocof Sdreowful y\SkngseSoked erefugeed s
communities through the powerful juxtaposition of individual and grouped dancing bodies.
Examples also abound from across Europe, especially in Germany, of combas&ty music
projects, orchestras, rock bands, aldder musical enterprises responding to the refugee crisis
through their members or their subject matter.

According to recent data compiled by Mike Gibb, the creatd@pdrabasepatterns in
contemporary opera premieres split down national and contlnenta i ne s : Acl ear di
matter for recent #opera world premieres US vs Europe. Europe: migration, art and human
condition strong; sci/tech, environment decent; 1x Igbt; race nowhere (!) Books most popular
source./ 1éUS: r a c e standdamily ard strorig;nlithlet o@ pnvirdoromerd; o@ u
migration. Most populas o ur c e # f3%CGoi mblbidofse fA/wb.rad cloudso refl

from thousands of Thisos nibtsyet extersively procesBed aajas and the

31 Not least that the weknow mayor of Palermo, Leoluca Orlando, courted international attention when he defied

the I talian gover nmeAguadusdockin 2028 See Ratrick Wimtour, Eorenzb Tioado and a t
Stehani e Kirchgaessner fASouthern Mayors DEhe@uadianal i an Co
June 11 201&ttps://www.treguardian.com/world/2018/jun/10/itabhutsportsto-rescueboatwith-629-migrants

on-board Accessed May 3 2020.

32 Select examples includBridges an orchestra based in FrankfMiisigana a Berlinbased Syrian band; the
operaMosespremiered in 2018t the Bavarian State Opera; further afield, the Nerk basedrefugee Orchestra
Projectspearheaded by Lidiya Yankovskaya.

33 @Operadata (Mike Gibb), Twitter, posted 31 October 2019, 10:09 am.
https://twitter.com/Operadata/status/1189846859826814%tessed February 10 2019.
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categories Gibb @s can be problematicam not establishing a firm geographical divide in terms
of thematic contentaicross these four chapters, although there are elements of the political
discourse | draw on in the chapters 1, 2, and 5 chapters that are specifietopaatry Europe.

How exactly does Airaced countn the @pparentot ) i
discrepancy between a racbsessed United States and a figoerant Europewe might recall
Ronald Radano and Phil i p Bo hftheniasistérEe oflmasychats s i o n
Arace I s not Europeds probl em, but Americadsé
music undergoes a YPApaxiersst otf hel eatatce mmtt é b nii Bur
race as a semantic problemor atleastd i s ¢ ur s 1 tha Radand amdBotandan critique,
lamreni nded of J. Griffith Rollefsonbs insightf
bringsupf Eur opeds present context of per.@gdttisual cr
through this context thaiew music today must be frameédf A mi gr ati on and t he
are the strongest aspects of contemporary opera premieres in Europe, this is not subject matter in
whi ch fAr ac eThe expemeaceshok(mpmig@tiorefugees, and asylum seeker across
Europebs fractured borders, whether in the moc
on the racial and ethnic borders and boundaries that construct barriers around the self and the

Other?’

Ronald M. Radano and Philip V. Bohl man eds., Introduc
Music and the Racial Imaginatidi€hicago: Univergy of University Press, 2000), 27.

Radano and Bohl man, I ntroducti on, AMusic and Race, 0 2

36 ], Griffith Rollefson Flip the Script: European Hip Hop and the Politics of Postcolonidlitificago: University
of Chicago Press, 2017), 17.

37 In my conversabns with Gibb, he indicated that it would be extremely difficult to crefsrence the data he

collects on the basis of race/ethnicity, although he has done so in terms of a gender divide. While it is true that

certain issues with European attitudes talsssuch statistiésF r ance 6s pr ohi bi ti on on the ¢c
on race/ethnicity, for example (loi no.-18, 19789 complicates the task of the data analyst, initiatives such as the

Institute for Composer Diversity, based at the State UnivesSlew York at Fredonia have done so in their

growing database. The latter is aided by the commonplace collection of demographic data based on race in the
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Similarly, to mygreat chagrin, Brexit hovers as an inevitable specter over these three
chapters the three years since the referendum in 2017 spanning, effectively, the genesis and
completion of this dissertatiorAlthough | have made a concerted effort not to embraod th
dissertation in the political weeds of this thadngnd constanthchanging thicket, it has
unavoidably(being British, and staunchly against ghaped my thinking surrounding the topics
of immigration, refugees, multiculturalism, and race in EurémeGurminder K. Bhambra and
other authors have established recefitiyjre politics of Brexit are inextricably bound up with its
i mperial history and notions of citizenship,
of inequality in Britain erse race and the racialized histories that configure our present society
and p3Whilngne of the operas | present here were performed in Britain, my own position
inevitably directs my analyses, and | certainly see the strands of political diseogsging in
chapters 1 and 2 especially as closely linked to Bexsitnotions of identity and belonging.

In chapters 2 and 4, | assess the ways in which the discourses around the performances of
Kalila wa DimnaandLilith (and in the latter case, Anthpn Davi s6s wi der wor k)
terms of style and genre in ways that work to exclude elements perceivedBgropean or non
operatic. In those analyses, | critique those discursive strategies as forms of operatic gatekeeping

despite being coueld in positive, nominally accepting languégihat positions certain sounds,

United States, but it is possible in Europe. The questiohswfo do so and how to treat such data extremely
important, but from my discussions with Gibb as well as other European colleagues, it is seen as a less pressing
endeavor.

%See e.g. Kathy Burrell eEnvimdmentand MBanning C: PoliticaadcSpada nd Mi gr
no.1 (2019): 340.

®Gur minder K. Bhambra, fALocating Brexit Bmxitthe Pragmat
Sociological Responsesd. William Outhwaite (London: Anthem Press, 2017)|19%. fAiBr exi t, Tr ump, ar

OMet hodol ogi cale Whisrecregsdt i OmhetBlitishRarnat of BonialoBh& haals s, 0
(2017): 214232, Bhambra further argues convincingly that discussions of class have been used as a way to sideline
the racist underpinnings of both the Brexit campaign ancesgbs e nt di scour se, and in Trum
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voices, and bodies as inherently Other to opera prbopboth those cases, it is not simply thix

of genres or stylistic eclecticism that is under scrutiny, but, especiatigpping out the discourse

surrounding these works, the articulation of racial and social identities through genre pluralism or

hybridity. In A d w a Kalila, both the 1image of an AEast me e

juxtaposition and the category ofpéraarabec i r cul at e i n the operads r

gatekeeping strategies that attempt to define dviaaid wh@® o per a fAi s 0 @dhisds sound

particularly prominent in the designation Kilila as an @ o,pad i the braadee

discoure of jazz and/in/as opera in which Davisos
Theorizing the different kinds of reical encounters presentKalila, | position it within

wider discourses in musicology and music theory in the last two decades or so that havedexamin

musical and cultural appr anpngEusope, NorihsAmerioagdandi b o r r ¢

East Asia in particular. W. Anthony Sheppard, for instance, discusses the operas of BaraDun

example of whah e t erosscsiturd@l operatic experimentian,6*°in which the blurring of

clear musical and cultur al boun dexereitlasasderett we e n

the importance of intercultural approaches to music analysis in opera scholarship, noting the

idiosyncrasies of individualaanposers: ol a n 6 s Marqgp ®€olog1996),she describestyles

ficckaml essly woven into a fl ui d,asrppoesetihgio ;de mm wme b
system of hybridization?*1 n D d.Mith,s 6tshe i dea of what &a&s®o or i
emerges in the context of the Icomprosiedérs tehmdr

position in a network embroiling the evapparentlyantithetical jazz and opera, situatingjth in

the context of Davi s 6 sallafthese cased differrinathe icantextsefu v r e .

OW. AnthonyBlShepipagdt hé BoTintedndThe Frst Empdrgr ®he IDwrmaldfs
Musicology 26, no. 3 (2009)319.

41 Everett,Reconfiguring Myth and Narrative in Contemporary Opdriz5.
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musical mixings and encounters, | see the pattern of new opera turning to distant pasts inflected
by the politics of the present agpening a crucial space for suéhc r-aubusal operatic
experimentations. 0

In the discourse surroundimgdam and EvandParadise Reloadedhe inversesituation
is found:it is not my understanding that Ore faced any need to validate her place in the genre of
opera,; this is certainly not the case for E6tvds, and neither isiticalareception of these works
framed through a nationali zemne 30 r @rc infleltsusm@ @ r i
In both these cases,he composersd race is effectively co
empty, neutral, or even neexistent. In the recent volumRelating Worlds of Racism:
Dehumanisation, Belonging, and tNermativity of European Whitengss t he aut hor sd s
t oimpiicate European Whitenesswhether attempting to reflect, negate, or obtairrtsocial
structures that facilitate and normalise rac@8T he noti on of fAnor mati vit
each case study exemplifies that the issues Radano and Bohlman addressed at the turn of the

twenty-irst century are still of vital significance to any schol@sh Europe today.

Methodology

The methodology structuring this dissertation is guided first and foremost by the material
chosen to study. While the overall framewor k ¢
dialogue with distant pasts grounelsch case study in a common space, it is not my intention to
develop a unifying theory that can then be applied to different works sharing similar themes. For

example, all these works disrupt normative understandings of time and narrative, eschewing

42 Philomena Essed, Karen Farquharson, Kathryn Pillay, and Elisa Joy WhitRedeing Worlds of Racism:
Dehumanisation, Belonging, and the Normativity of European Whité@bhasn: Palgrave Macmillan, 2019), vii.
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linearity, and embracing multiplicity and ambiguity. Yet each has done so in ways that, while often
overlapping technically, aesthetically, or conceptually, are guided in response to the unique set of
socio-cultural and musical phenomena present in each opgraoal, then, is to map out the
patterns, convergences, and divergences that these operas demonstrate around similar themes. |
have chosen to present case studies rather than structure analyses around these themes, while at
the same time teasing out th@mamon threads as well as contrasts between the four pieces.

Each chapter is structured similarly: | give overviews of the sources and genesis of each
work, outlining the central topichat are manifest in the operas: these are identified as both
intentinally present hr ough t he candcaddrgerrtrereshat &rae araven foyt.

These sections also function to map out the kinds of distant pasig engagedand the
relationship between time, narrative, space, and history that each opdesiess. The bulk of

each chapter then focuses on my primary analyses of the opera, grounded in a combination of
musictheoretical work and culturgdolitical arguments. Thedeeatmentsare based in analgs of

scores, libretti, audio and video recordingnd my interviews with the composers and librettists,

as well as other published interviews with the singers, and directors. Given that there exists little
or no scholarly writing on these operas, | also incorporate reviews and the material for
performances provided by the venue or creators as constitutive of an emergrawurde
surrounding each workn the latter part of each chapter, | focu®msituating each opera in its

wider contexts, involvindocal specificities of the performance context® backgrounds of the
performers and institutions involved di scour se and reviews in the
political themes emerging.

In every chapter | emphasize the importance of comtegendent phenomehdor

example the specific singey; performance venues, production aesthetics, and local and national
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political issues. | acknowledge that all these components are subject to variance, but argue that in
writing about contemporary opera, they are less contingent than in canonic works. Even
Acont emporaryo operas that are several decade
repertoire or canon to match the traditional operatic gaaamn agertain composers have become

the heawhitters of the genre, their works commissioned egpeated with more regularity and
attention. On the whole, however, repeat performances are both scarce in number and less likely,
overall, to change substantially from the #fAo
demanded by practical consmtions in the new performance space.

Paradise Reloaders the only opera of the four to have had multghféerent productions
in major opea houses. The other three hiamited rurs of performancesjn some cases in
secondary locations soon after gremiere.This pattern mirrors the typical procedsnew opera
today: the threshold that those feary successful new operaave crossis extraordinarily high
New opera can seem from the outside as a rather narrow field dominated by a fdwowel
names, a perception at odds with the sheer quantity of material being prodocedmic and
institutional limitations also proscribe productions at major opera houses, meaning that
contemporary works are often conceived for smaller vernfipsoduced aga in a substantially
different format, the way these elents change or remain the sawit only enrich a smalkcale
canon of knowledge about t$eopera.

The dissociations and continuities between opera in its somewhat fixed, material forms,
and itsexistence primarily in live, physical performance, is an issue with ramifications in each of
my case studies. First and foremost, | should acknowledgéd thdtnot view any of the four
operas | discuss livezachl engaged with in video form, along wittudio recordings. Fokdam

and Eve | viewed a video of the performance in
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broadcast, with no manipulation of camera angles, etc.), and used a CD audio recording. Neither
are publicly available but provided me by the composer. Fialila, | viewed the recorded HD
broadcast of the performance. Rdlith, | viewed the video recording of the concert premiere, and

of the workshop version; both are publicly available via the University of San Diego Television
service, but netiher qualify as HD broadcasts, such as those transmitted from opera houses. For
Paradise Reloadedhe composer provided me with a video recording of the premiere, which
similarly was not made publicly available; | relied on short extracasiadble online to view the

other subsequent productions.

Everettdos application of the concept of mu
on film, whether on a HD broadcast, l i vestrea
flmicdevices (e. g., camera angle, shot sequence) th

in an entirely different wa#%Evdrettaoas notipmducerag 0 p €
hierarchy between these modes of experience, but establishes analytisatiopatiplore their

differences and nuances. Similarly, | do not believe that experiencing opera through film is
inherently lesser than being physically present in a theater; this is a question as contingent on
circumrstance as anything else. Teachomerato my undergraduatstudents at Columbia, they

all, as mostly firstime opera goers, were disappointed when we eventually went to the
Metropolitan Opera. Sitting far in the upper r
out the facial expresons or the action, even in the typically grand and visually overloaded

Zeffirelli productions we witnessed, and even as | passed around binoculars. When | had to acquire

BEverett, fAOpera asatAiviem:a nMu | EnekDebod adedhdbl odMusicnand the
Body, ed. Youn Kim and Sander L. Gilman (New York: Oxford University Press, 2019), 400.
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separate tickets for two students, and they were lucky enough to sit in thélstgltgished to me
at intermission at howuch better it was than being in the gods.

We might say this is an integral part of opera spectatorship: some opt to stand for hours,
barely with a view; others sequester themselves almost in the foyer tofolo@ o per a wi t h
onl vy, 0 i-providep sare dedkd. Whether or not any of these experiences is more valid
than another is entirely subjective. Nineteetgimtury ballet is typically conceived in very strong
tableau form, even more so than aperet | have never been quite so moved as when sitting
almost on the stage, in the very far side of the stalls circle, from where not only could | see the
bodies and faces in great detail, | colmghrthe satisfying rip of th&elcro as des Grieux toreffo
Manonds bracelet. My experience of the ballet
by anunusial level ofphysical proximity, but hazardhat | would rather have be&ratching my

DVD at homethan cloistered at the back of the upperleirty students, similarly, gained a great

deal f r ecnh otslreed fewxpper i ence of watching the Met
up as |l oud as possible, even in a dim, carpet e
Abbate and RogerPagkr 6 s di smi ssal of musical analysis i

as fAevento rather than Atext, 0 he points out
det ai l are only possible as a rescu(scowrfed,helir
historical documentstc.), as well as considerable spectating experiéfittais possible to write

about opera purely as live performance, as experienced event. But | agree with Graham that opera

Aconstant | y n e dfatbetavdertieseawotpaen: & is text and event, drastic and

“Mi chael Graham, AShakespeare and Modern Britysh Opera
University of London (2017), 229. Graham is referring to Carolyn Abbate and Roger Paikefistory of Opera
(New York: W.W. Norton & Co., 2015).
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g n o s*tIimake o apology for the dry formalism of musieoretical analysis that eschews or
dismisses felt experience, emotion, and the myriad athaingencies of performed music,tbu
believe thereisarichut ur e for opera scholarship that, a
to embrace the many modes of consuming opera through techriélogy.

In Erika Fischeik i c&t enbot i on of Aculture as perfo
i per foesamgenerated and determined by the actions and behavior of all participants, no
matter whether they are performers or spectators. All participants act-asators of the

performance which, in many respects, remains unpredictable amaspous tca certain

degrtderFischel i cht e, a performance can never be 0
these unforeseeable elements that are contingent and spontaneous. Thisaigideselaspect of

opera performance, and a key part of dismantlinly-@ervasive notions of authenticity in

historical performancethat it is possible to recreate or approximate a set of fixed circumstances.

To translate this to writing about opera, or performance in general, the barrier | come up against

as a scholar ishat of rendering a performance as understood as contingent upon the physical
moment of production in words, thereby fixing something that is by its nature unfiedlel

Levin, meanwhil e, suggests the nothngagainsioah @t e x
fiinsistence on |ivé&nesso in opera scholarship

For the purposes of this dissertation, | suggest two seemingly contradictory approaches to

thinking through this question in writing about contemporary opera. On the one hand, | argue that

“Graham, AnShakespeare and Modern British Opera, o 29.

%0On the fimediatizati ommdwifaokeemzendafOpesrat iat sGof i gu
The Opera Quarterlgs, no. 12 (2019): 136134.

4TErikaFischeiLi cht e, A Cul t uMasermAsistriRnelitefaindn@on3g2009) 3.

48 David Levin Unsettling Opera: Staging Mozaierdi, Wagner, and Zemlinskghicago: University of Chicago
Press, 2007), 3; 7.
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the® operas must be examined in the full context in which they were performed; that is, | accord
i mportance t o adlHscherlhiec Htse Gask adhand td lecal amd regional
geographies as significant f aaningsmars genenated ®mapi ng
the other hand, precisdbgcausehe operas | discudswith the exception dParadise Reloadell
had limited or even single performance runs, | believe it is also possible to approach them as, if
not fixed, perhaps tied to particuldmes and places. | cannot discover the unpredictable and
unplanned elements of the performancekalfla wa Dimnaover eight different evenings in Aix,
with eight differentsets of spectators, but | can accord special meaning to its premiere in Aix in
July 2016, as well as the further meanings | draw from the opera through my subsequent
engagements with its recorded forfinally, although it cannot be any replacement for the
performance itself, during the process of interviews, | attended other messsrds in two of the
four premiere locations (the Kulturkirken Jacob in Oslo, and the Théatre Jeu de Paume in Aix). As
a result, because the productions were conceived for those very specific places, | have been able
to feel the space and its quirks, aaoh, at least, use some imagination to aid my analysis.

My interviews withthe creators of these four opehawve formed one of the most inmpant
features of this projecErom the outset it is my intention to involve the perspectives of all operatic
Aeatk ehol der spossibld composels, librettists, singers, directors, audiences. In this |
develop the model established in recent volumes of operatic scholarship: the collections of essays

in Opera Indigené? Blackness in Oper& and Opera in a Mulicultural World>! for instance,

4% pamela Karantonis and Dylan Robinson, edpgra Indigene: Re/presenting First Nations and Indigenous
Culture (New York: Routledge, 2011).

50 Naomi André, Karen M. Bryamal Eric Saylor, edsBlackness and Oper@rbana: University of lllinois Press,
2012).

51 Mary Ingraham, Joseph K. So, and Roy Moodley, édgera in a Multicultural World: Coloniality, Culture,
PerformancegNew York: Routledge, 2016).
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historical, theoretical, and sociological analyses are complemented by interviews with relevant
stakeholders, either integrated into an essay or as standalone additions. Perhaps unsurprisingly,
each of these collections dealwith questions of race, ethnicity, marginalization, and
representation in opera, both historical and contemporary. With social formations of power and
identity as central, these scholars pay naitention to the voices often left out of conventional
naratives of opera today. | would argugwever, that bringing these perspectives is always
imperativein opera scholarship, not something that only becomes relevant when specifically
seeking to bring unheard voices to the fore.

For many, mostly practicaleasons, the bulk ofy own interview material in the
dissertationcomes fromcomposers; in future worla comprehensive approach would engage
many more stakehold@opulatiors. While it was not feasible to conduct interviearmongevery
population | have endeavored to seek oprspectives from other published interviews and
communicationsand include material from singers, librettists, directors, and musicians drawn
from these sources wherever possible such, especially in theorizing the affectiesponses to
music and narrative in each case study, there are inevitable overlaps and slippages between my
voice as listenetheorists c ho | ar |, the voices of the operasbo
audiences. A holistic approach based on fulleegtigations of the perspectivesaofarger set of
stakeholders would offex more nuanceflamework for analysis of contemporary opera. | aim to
navigate mywn place within these many subject positions.

Dealing with works by living composers is fraughith a contradictory impulse: on the
one hand, | know better than to place an overriding emphasis on what a composer thinks about
their work, to the detriment of a holistic perspective that encompaligbsse stakeholders. On

the other hand;omposesdviewsare a primary source of information; they have an access that
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with little written about either these works or, in some cases, about the composers irdgeneral
would not benot forthcoming elsewhere. This leaves me as a scholar with the task of tiegjotia
these contradictions, gleaning every piece of information | can, while allowing my analysis to take
its own course.

In each chapter, this is faced in different ways, contingent upon many faotdusling
the alignment of my opinions with those oétbreators about both the operas and larger political
or cultural topics, and the extent to which the composers and librettists were actively interested in
thinking about their works with the same level of scruisymy ownThere is a choice to be faced
when writing about music by living composgasd Iposition my analyses at a midpoint between
the two extremes odisregardandd ei f i cat i on of i Innhe eonrseiobmydo and
interviews, rarely did disagreements emerge; in those cases, IWlagh not always brought into
my discussions for a number of reasons, conflict tendesfietm fromlarger politicalquestions
rather than points of operatic interpretatidhe typical scenario | encountered throughout these
conversationsvas that of apmraching the same material frorary different anglesmy impulse
to excavatehe nooks and crannies of the opera was not always shared. Regaapssin the
following chaptersiotto overprivilege the word of the composer fagal, avoiding a regrgsion
to an archaic veneration o fAs & Bnaltcdmment oncthet y 0 v
negotiation of composeriyith scholarly minds, | believe that | established collaborative dialogues
with all four composersl felt that we were decipheringnd investigating togetherather than
constructing hi erarchy of knowledge around At he wor

Absent from my discussions in the following chapters are the especially private details of
each individual life and personaliigto which | gained insights, however fleeting, during the

course of my research. That is, while historical work may comb over every intimate details of a
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composeros |ife with relative impunity, doing
that | have established for myself during this project. None of what | have kept back is
groundbreaking, but elements that offer a fuller understanding of the person in question; with the
passing of time and the receding into history of those involvedapsisuch details will establish

more connections between the artist and their art. That | am able to sift through what | have
observed and cordon off ongpmeaspects in itself raises philosophical questions about how to
conceive of the relationships begen all that constitutes an individual identity and their creative

work. Part of my reticence is also based on the difficulties of subjectivity: during an interview, |

read body language, facial expressions, turns of phrases, as well as what ihasaene goes

for other interviews or biographical descriptions | have read of the individual. Yet what | perceive,

and consequent connections | might draw with an aspect of their music, for instance, may be
entirely wrong.This is not unique to writing abouving subjects:tsidying historical works, there

is often an impulse to climb inside a mind no\
onto the music we heatit is always subjective and, to a degree, speculative. In my view and
experience, drawig connections between musical creators and my interpretations as a listener and
scholar presents greater ethical challenges, as well as the fact that changes are still ongoing in how

the music | write about exists in the world.

Operatic Networks

My methodological approach, then, combines a set of domains external to the operatic
Aitext, 0o as housed in score and | ibretto, na me
consumption of opera as performance. Although this dissertation has not enashtpassnge

of perspectives in detail that would ideally form a holistic mode of opera analysis, | aim for my
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work here to be the foundations of a future, robust appraabiie scholarly approaches to the
articulation of social meaning through and asimas ar e numer ous, I take C
on the fAmaterializationod o fmydiszussioadinmydercase t i es
studiesSpecifically, Born conceptualizes musical gearsthe iprimary mechanism for the mutual
articulationof musically imagined communities and social identitie®mmunities that are often
takento derivd r om t hos e s°Shd had alsa coreeptuadlied e sr O pl anes of
me d i atemarging both from musimaking and impact it from externaystems. The latter
t wo planes are especi alubigis tawrses byauwdéer socia dentity i n t
formationso and the #fAhierarchical and stratif
gender a n @ Insthe Xfouwrth] Bri gstaldishes econdenand social (re)production:
Amusic Is bound up in the social and institutdi
reproduction a>d transformation. 0

Bui | di ng notian of Genne tekes us further to commeetmon the racialization
and socialization of musical production and percepéismanifest in and through these planes.
These are addressed for instance in tracing historical and contemporary understaddimgseir

Lynn Stoever 6s i mascn auditoriphenomends® aonnd rNaicnea Ei ds he

analyses of the racialization of vocal tmBf8or nds wor k | ays a foundat

2GeorginaBornfiMsi ¢ and t he Mat e douradl of Matetial Qulturel6, ho. 4 (8081):883.t i es, 0

SBor n, i Me di a fThe ®Routledige Beaderyin tlie Sociology of Mueic John Shepherd and Kyle
Devine (New York: Routledge, 2015), 360.

54 1bid.
%5 1bid.

56 Jennifer Lynn Stoeveihe Sonic Color Line: Race and the Cultural Politics of Listefiiew York: New York
University Press, 2016).

57 Nina Sun EidsheiniThe Race of Sound: Listening, Timbre, and Vocality in African American Kusicam,
NC: Duke Uhiversity Press, 2018).
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the challenging of genre boundaries and the various encounters between different musical styles
in the opera# chapters 2 and 5, for instance.

Everett os anal ysis of interculturalism ir
communicat i on S&tmatd esriogrsit friad eetsi oircco mmuni cating a
production and reception of art musicas anénr act i ®®Thad doemxcdepdt s of @A mul
and Amul timedialityo ar e centered by Ever et t
overlapping levels of signification that contemporary operas and opera productions operate on. In
her visual represertian of this network, three domains exist around the central object (the
composition)t he composer s poetics, cul tur al i ndust
performers, and scholarshTese are | inked by transofeasd of
Aresponse, 0 bet weedwhate Hweredtst otfercmse afte menod
( i de c o®YEverety bajalso morerecently articulated that attention to productions and the
specificities of performance contexts are equally importantatyaimg opera. Adapting Carolyn
Abbatebds drastic/gnostic distinction to conte
moment of per f or nfdmccantext of vieavingfiopemaesa bt i é f ondament
dismnnected from the operatioted® That is, there ought not to be an inhergistarchybetween
a live and recorded performance, but instead opera scholars can attune to the many different modes

of experiencing opera in the twerfigst century. In my four case studies, | apply thigking in

Everett, Al ntercul tur al S y miLdcaingiEast Aisiain Westerh AvtaMusidWe st er n
Everett and Frederick Lau (Middletown, CT: Wesleyan University, 2004), 12.

®Everett, Alntercwdrnr uWasdt &Srymt Aretsi Musinc Pos11.

®Everett, Alntercultural Synthesis in Postwar Western

51 Everett,i J o h n  AdeaDeeghdfKlinghoffer St r addl i ng t he FenceSingieginween My
Signs: New Semiotic Explorations@pera ed. Gregory J. Decker and Matthew R. Shaftel (New York: Oxford
University Press, 2020), 362.
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paying attention to the creation, performance, and consumption of opera that in various ways
diverge from taditional institutionabtructures.

To prefacethe operas in this dissertation, dropose an expansion dciver et t 0s
conceptualization itwo ways: firstly,the addition of more domains and types of connections, and
secondly, a related network of geaoltural contexts that illustrate ttzeldtion of more relevant
domains andthirdly, altering or doubling the directionality of the connectiisgues.This is not
designed to act as a framework that can fully describe or contain the operas | discuss (or any
others); rather, my purpose is to articulate some theoretical possibilities for interpreting
contemporary operasat emerge directly fronthe material under consideration. | suggest that
operatic networks of comprehensioreed t o take into account the
involved Ever et t 69 asiveekkas spdcéiaitissmf local performance contexts that shape
understanding oeach operaFollowing the approach in the collection of ess&@ysera in a
Multicultural World, my proposednetwork of contexts is aimed to illuminat@ possi bl e
connections between lived, penieed, and theorized behavig to work towards a holistic form
of opera analysis that tHiemocec tls btrlroaagde nt lErveeag e
account for a greatéidirectionalityb et ween t he composition fAobject
following my assertion that the audiences and performers fonvdperas are written today often
(though not always) condition the constitutioit hat obj ect , or thod Aperf
illustrates my proposed network: lines indicate transfers of ideas, responses, influence, and power
between the different deains.Arrows leading in only one directiozn a connecting line indicate
that the flow of these transfers is typically unidirectidnalg., the strategy of an institution in

presenting a work to an audience is often defined, whereas that does notamaeio in reverse.

62 Ingraham, So, and Moodley, ed®pera in a Multicultural World 7.
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In the same relationship of strategy between the institutions and industries and the opera creators,
however, both set of subjects are more equally involved in its shaping; the same is true for
connections between language and placeowsrattached to thendof lines indicate a process of
creation or shaping an object or event; i.e., elements which all shape the creation of the opera both
in its material forms and its performance. The large empty arrows on the lower right indicate a

shift to fig. 0.2, where the notion of place is expanded.

N STRATEGY
CULTURAL - S~——
INDUSTRIES AUDIENCE
PATRONS
INSTITUTIONS SCHOLARS
STRATEGY
COMPOSER COMPOSITION
LIBRETTIST (OBJECT) PERFORMERS
"POETICS" DRAMATURGY

(SCORE)

LANGUAGE

G
7 ™~

Fig. 0.1. Visual representation of an operatic network of comprehension.

Following this, | conceive of a network of gealtural contexts of each performance as the
domain | abel ell. FgW.R @avides @ visualization. Ajthough there is an implied
hierarchy or gradation from local to transnational, | emphasize that connections between them can
be made that cut across that structure. Not everscgltioral context is equally impontato every
chapter: in chapter 1, for instance, the local level is significant in a contrast between audience
reception in Oslo and Bergen, but there is no relevant regional context. The national and

transnational levels, howeveaare significant inshagig t he operads discour s
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religious critique. In chapter 2, the local and regional contexts of the southern French regions
surrounding the Aix premiere are much more relevant to the potential impact of the opera and how

its meaning is shaped a Mediterranean framework of musical and cultural encounter.

o (PROVENCE / (MEDITERRANEAN)
LE MIDI) (FRANCE) (EUROPE)
(WORLD)
L P P |
TRANS-
NATIONAL
| |
Fig.02. Fourgeec ul t ur al contexts and connekKalld& ons, examples shiq

| separate @nnections between each gadtural contexinto two dimensionsfirstly, thetypesof

potential linkages: flows, exchanges, encounters, contacts, transfers, and representations.
Secondly, intovhatis flowing, exchanging, and so on, between these contextual nodes: history,
culture, sounds, information, politics, and peoplée meaning<irculating tiroughout these
domainsmay be audible or inaudible, visible or invisible, sensed or unsensed; some may be latent
and unperceived until material is combed through with a scholarly eye, some will strike
immediately, some will emerge through sauent reflection. | conceive of these layers therefore

as floating nodes on a network, flexibly positioned and definitely multidimensional, rather than
hierarchical. This allows for the myriad interconnections arising from node to node. Some nodes
will always be more prominent than others, and some will rise to prominence only occasionally;

neither is every node equally weighted in terms of its value and significance.
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Chapter Summaries

Chapter 1 examinesdam and Eve: A Divine Come(®015), created bgomposer Cecilie
Ore and librettist Bibbi Moslet. Presented as a critique of the complicity of monotheistic religion
in violence against womerthe operaa d a pt s Chranmediatod stage a blistering and
emotionally raw expositnsenooTheseennmbdeéenghnd
topics including domestic violence, FGM, trafficking, and controversial topics such as veiling. |
situate the opera first as the mo-gearprejectoft ant i
politically-ergaged vocal works, covering the decade 2083Each of these pieces establishes
similar musical and textual techniques that serve a purposbaifshe call§i s o c i a | critigq
which the audience is entreated directly to reflect on their own acti®id in analyzinghdam
and Eveon two key points: its emphasis on patriarchal forms of physical, emotional, and economic
violence, and on womends resistance. | examine
through texts integrating humaights perspectives with scriptural quotations, paraphrased Dante
and Shakespeare, and original material, and through a musical fabric constructed around sonic
discomfort. Finally, | examine how the cultural politics of religion and violence against wiamen
the opera can be read throuih specifically local Norwegian cuexts, reflecting patterns in
European political discourse today.

Chapter 2 discusses the bilingual Arabirench operaKalila wa Dimna (2016), by
Palestinian composer Moneim Adwan anitima libretto by Syrian poet Fady Jomar. Based on
animal fables in Arabic with origins in Indianartraditions, it constructs, | argue, a political
allegory of corrupt power and human suffering, galvanized by the overlapping layers of meaning
between fitional characters, symbolic archetypes, and events and people drawn from real life.

Concentrating on the operads multiple express
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and narrative strategies employedKalila that work towards the goal diighlighting injustice

and oppression in humanity today. Finally, focusing on the intersection between genre/musical

style and cultur al identity, I of fer a criti

performances. | contrast restrictive nosathat cast it as an exotic novelty,apéraarabethatis

an outsider to opera proper, with a spirit of openness and diversity that characterized its creation.
Chapter 3 serves as a short introduction to the two following case studies of operas about

Lilth. As t he archetypal Adark feminine, o Lilith i

and operatic culture, despite operatds Thenchan-

chapteroutlines the principal elements of her mythologidattory, tracing her manifestations

throughout history including nineteentitentury painting and twentiettentury feminist

movements.Chapt ers 4 and 5 then present Ldithdl yses

exploret h e ofpranistarénabi at i on of the dark feminine th

whoreo and 0 aspired byl tefemmest fatadesf Hollywood and literature as

much as mythology, the opera offers a humorous look at narratives of human origins. A dual

timeframebetween a Garden of Eden divorce court and prassmntNew York distorts a secure

sense of time and self, examining how archetypal identities continue to manifest in modern

consciousness. Mixing genre influences from Cuban jazz to video game musicabdgecatic

styles, in the last part of the chapter | sitdatth wi t hi n Davi sdés work and

in America generally, tracing some of the ways in which his career is marked, similarly to

Adwanos, by confl i ct i ngnusical denre andhidestityiinteigectn ot i ons

63 Siegmund Hurwitz, trans. Gela Jacobskilith - The First EveHistorical and Psychlogical Aspects of the Dark
Feminine(Einsiedeln, Switzerland: Daimon Verlag, 1992), 229.

39



Chapter 5, f i nafPalagiseReloadedkilgh) @013) with & Nofetso oy
Ger man playwright Al bert Ostermaier. Al t houg
contrast to Davis and Havis, | argtieatthe opergperforms a similar reconception of the dark
feminine. Based on sourc#sat reflect a long literary lineage stretching from classical epics to
nineteentkcentury Hungarian dram&aradise Reloadedatirizes and subvertbe paradigmatic
Am#&®il g u &mowledgefinglacing Lilith as the disrupt®eébut empowering center of the
narrative. | exploret h e o pa@amaa dstween Lilith as a utopian ideal and dystopian
| andscapes in Lucifer, Adam, and Bweomsusjiacuwarr
techniques combine a number of approaches to satire and parody, employing pastiche alongside
elements of the absurd, uncanny and grotesque, emphasizing the darkly distorted humor upon
which dystopia is predicateBinally,in e x p | o r inegptiatibf df tae’palitical in his wider
oeuvre, | argue in the latter part of the chapter that this is shaped strongly by his personal and

professional history, reflecting on the current state of opera in Hungaryl e r Vi kt or Or

government as wellsahis ColdWar career.
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Chapter 1: iFeminism is Humanisn®: Confronting Religion and Gendered
Violence inCe c i | i Adan®Dane Eve:. A Divine Comedy2015)

Even before the first notes sounddthseattendingAdam and Eve: A Divine Comedaty
2015 wereprimed for a night of arresting political oper&anners projected slogans such as
fiFeminism is HumanismafWomen Unitepif Equ al Pay f andiWeAreiShé (fgWor k, 0O
1.1);? the setting of the Kulturkirken Jacobfiehurch of culturey? promised ueasy resonances
between the sacred walls and a work taking poiaiedat religion. With music by Cecilie Ore
and a libretto written jointly withtdramaturg Bibbi Moslet, the opera presents a challepging
visceral, anduncomfortable interrogation of violeeagainst womerfFocusing on Christianity,
Judaism, andIslam it <critiques both religionds cul pahb
including domestic violence, sex trafficking, rapand female genital mutilation. As its title
suggests, the opecambines religious mythology with medieval sources: Ore and Moslet establish
a dialogue with these distant pasts that S
Commedig130820) as a framework alongside quotatidram the Old and New Testeens and
the Quian paraphrased Shakespeare, human rights law, and original material. Through engaging

with this difficult content, | argue that the opera aims taoshock its audienclut to generate

1 The opera received its world premiere at the Bergen International Festival in May 2015 with a second performance
at the Ultima Festival in Oslo in September 20Mhe productions were identical save for the different arrangements
possible in each performance space.

2Potentially a reference to the slogans fAJe suis Charl|
in demonstrations and online soamadia platforms as a hashtag after the tragic attack on the staff of French
magazineCharlie Hebdoin January 2015, only a few months before the premiefelam and Eve

3 Built in 1880, the church served the local area until 1985, when it was left;eétnpag reopened officially in

2000 as a fAchurch of culture, o hosting a regular progr
as continuing to provide liturgical services.
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critical conversations about the influence of religin modern sociefyand collectivefailures to

protect womeds human rights.

Fig. 11. Slogans in Norwegian and English decorating performance space in Bergen. Photo: Jan MUk#ébg.
with permission.

Putting religion on trial, the mission of tlepera is described dso | | o ws : AWith a
eye and burlesque humour, we aim to show how religious and holy texts, which are alive and well,
have fostered and stil]l f o st €Adamtahdi Evdayb batet a |l i t y
systematic violai ons of womends autonomy that consti
Amnesty Internationalfthe greatest human rights scandal of our @&hrough a lens that
examines sociefg perceived inability to curb religi@nfifostering of violence againstvomen,

Ore and Moslet consequently implicate their worla imetwork of intersecting theméscatedat
the forefront of European politics today: religisecularism, multiculturalism, andgender
equality. This chapter argues, firstly, that the opera enarfist intervention that resonates with

the work of artists, academics, activists and teachers throughout the world who interrogate violence

40r ebs websit e, httpiwdvaanilieare.rth/coBtene/adamvedivine-comedy2015 All English
translations from Orebs website are by Roger Martin.

5 Interview with the author, September 16, 2019. The interviewtook pldce t he composer 6s home i
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against women. Secondly,i t uat i ng Oreds operatic techniques
the last two deades, | examine the approachesed-setting, narrative, and musical structure

Adam andEve that are developed in service of a politicabygaged artistic moddesigned

viscerally to discomfort its audiencBased on this| analyze the affective a@nperfamative

dimensions of the opera, particularly concerning Ore Modlets juxtaposition & humor and

parodywith extremely harrowing content, and subsequeéhtiyugh consideration of the positions

of the audience and performefanally, in the lasg part of this chapter | map out the extent to which

the difficult subjects broachemh Adam and Eveeflect the frustrating theoretical and practical
tensionsendemic to Europeapolitical discoursein the 2010s. These closing discussions are

shaped esp@lly by my conversations with the composer and with wider literature on the cultural

politics of human rights, religion, and gender equality.

1.10Opera and Gendered Violence: Critical and Practical Responses

Ore and Moslés indictment of religionin Adam anl Eveis driven, principally, by
frustration that violence against womestidl allowed to continueAt a panel discussion preceding
the premiere production in Bergen, she made their goals clear

We started research, and through that research, we [(VaoslleOre] were all the time

t hrown towards religion because we had to

treated this way, and why doesndét it stop?
a lot of research, religion just came inte ffroject, whether we wanted it or not...this opera

i's about the elephant in the room...itds
everywhere, which is also inherent in thes
against women stops.

Panel discussion, fAViolence Against Women in the Name
https://www.youtube.com/watch?v=TVzZ|9tX558ccessed Julg, 2018.
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In arguing that challenging patriarchal ideologies in order to create humanistic, equal societies
requires sustained resistance and critiques, &d Moslet are allied with activists and scholars
working towards similar goal$rom a European perspective,ithetervention is timely:n 2014,
the biggest survey to date was conducted by the European Union Agency for Fundamental Rights
(FRA), covering over 4P00 respondentis faceto-face interviewsn all 28 EU member states.
Prior to the interviews, the rearchers estimated thegpproximately 13 million women in the EU
had experienced physical violence in the course of 12 months before the survey inteolews
place and 3.7 million women reporting having experienced sexual viol&€wentingphysical
andpsychological violence as well as sexual harassment and other specific issues, thefresults
the interviews with the sample of 42,006re overwhelmingone in three women had experienced
physical and/or sexual violence since she was 15 years old tanthef interview’ As this and
other agencies and scholars of gerlokesed violence attest, there are still widespread issues
concerning the collection of such data: among many problems, there is the reporting and accurate
recording of crimes, and the la®f attention to and difficulties with collecting data from
vulnerable and mobile population grolfgBhat is to say, the true scale of all violence based on
sex and gender is presumed to be far greater than the available data shows.

My goal here istoist uat e Or eb6s work alongside Mosl et
activists, teachers, rights advocates, and musiewnsare, with increasing mainstream visibility
and recognition, critically engaging with these issues of gendered violence. In eanbiolimod

operatic culturd performance, composition, stagings, criticism, pedadoggnversations

" European Agency for Fundamental Rights (FRARlence Against Women: An BlNide Survey2014)
(Luxembourg: Publications Office of the European Union, 2015).

8For an overview, see Martin D. Schwbatafa Measulitgantt odol ogi «
Characterizing Vi oviolentcecAgainst yvanmeh reot8 (2000)M8-B38. 0

44



surrounding the genreds hi st or yolende agamaskaveng a |
evolved in many different directiomsser the past few decaddsargue that her works, including
but not limited toAdam and Eveaugmenthe newest (but expanding) of these dimensions, that of
new operas addressing the topf#ex and violence are endemic to odestereotypical, even
clichéd but rethinking the operaticanon from feminist perspectives has provided a vital
injection into musical scholarship in recent years, participating in broader discourses in feminist
theory and gender studi¢sati nt err ogat e societyds addressing
violence. Since the publicatond@ at h e r i n einfl@nti@l (@ared mucbdebatedOpera, or
the Undoing of Womefi979),it has become i mperative to enga(
of making a living through misogyny and gendevedence, through histical and analytical case
studies, pedagogy, and performance practereadings of familiar works, as well as new
perspectives on less wédhown repertoire, have also often adoptéatical lenses emerging from
postcolonial, queer, and ermance stdies, among othefs.

Historical case studies haveadcanonic opera narrativesyainst the grainThey have
reconsidered o mposer sd i de ndnddeveloeped new theorpticahframewarks $or
these critiquesespecially in response to evolvipgrceptions of gender and sexuality in wider
society!® For instance, although these conversations have been ongoing for many decades, the

eruption of the #MeToo movement on social media in 2017 has been a powerful catalyst for

9 Classic grounsbreaking contributions include Corinne E. Blackmer and Patricia Juliana SmittEedsgvesti:
Women, Gender Subversiorpdéda (New York: Columbia University Press, 1995); Mary Ann Smart, 8iden
Songs: Representations of Gender and Sexuality in Gpereceton: Princeton University Press, 2000); and parts
of Philip Brett, Elizabeth Wood, and Gary C. Thomas, &€giseerirg the Pitch: The New Gay and Lesbian
Musicology(New York: Routledge, 2006). More recently, volumes such as Philip PadviMasculinity in Opera
(Abingdon: Routledge, 2013) have explored alternative perspectives to gender in opera.

OArecentexample s Laura Watsonbsrabnakcesisrgf pr wiianeg¢tBatbes of Pa

Bleuei n the context of current di scussions arApaneed sexual
BarbeBleuein the TwentyF i r st  QweniétruGenturydusicl5, no. 3 (2018): 39438.
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sustaining this work, opergnup important avenues for opera to be considered in a more holistic
vision of how society addresses sex and violence. Althddgm and Everedates the social
media emergence of #MeTooststill firmly a part of the ensuinmternational recalibrationf
womenods rigldwhamovdmerrctosmposer herself referre
rebel ion. o

In a similar wayyre-evaluating pedagogical practices surrounding opera has also come to
occupy an essential place in feminist academic discoursle,many evaluatingow to teach
musi® music | love, and | want my students to I6v a way that adequately addresses how
opera has long been sustained by the systematic violation of the female (singinghrbodg.
many examples, Lian€urtisd s  ens2608 was one of the earlier efforts to call for addressing
sexual violence in opera head in the college classroom, especially in the context of discussions
over fAr ape c uldppymngtibe wealth ot fenrmmstiheaysin the second half of the
twentieth century to pedagodyKassandra Hartford has outlined a number of teaching strategies
to address operatic Arape cultureo in higher
education as well as feminist musicologyarking a notable point idecades of suctesearch,
the 2018 colloquyiSexual Violence in Opera: Scholarship, Pedagogy, and Production as
Resistance, 0 with essays spanning all five ce

need to firesist opeapaod siDedpipedhe lintigtions and reaessarya i n

I Interview with the author, September 16, 2019.

2Liane Curtis, AThe Sexual Pol i NWSAsloumdl2, foela2000): ity Moz ar t
42.

BKassandra L. Hartfwadni i@eydedchhegTOpggesdoundiadt Depic
Music History Pedagogy/, no. 1 (2016): 1B4.

“Suzanne Cusick and Monica A. Hershberger, Introductio
Pedagogy, and Production as Resésn doernabof the American Musicological Society, no. 1 (2018): 217.
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criticisms of#MeToo, work on pedagogical practice has centered discussions of the core themes

of the movemerdt the intersection of power, gender, and violénaeplaces where it is especially

needed.tlhas forced areval uati on of operads ethical and

modern media that encompasses not just critical readings of texts, but conversations that

acknowledge the relevance of tm®@Ee iIissues to
This fAduty of careo is especially palpabl

productions. Vidat does one do with an opera where the narrative arc is centered on an act of sexual

violence, when it is not merely ancillary to the plot, or a gatdbr action, but the driving force

of the drama®irectors have soughd examine critically problematic elements and reframe them

for a feminist modern age: two prominent examples among many @om Giovannt® and

Benj ami n THerRagde tofeLuddes® This is complemented by new operas in which

composers are actively seeking to tackle these same ttEtkpropose as an important fourth

dimension to the above three. Less work exists on examining how contemporary comgositions

As well as Lianne Curtisés article already cited, Ric
t hi sbonGiomanmand t he ResilienktkbogiyRABexCalt¥Vielen€e in Og
Pedagogy, and Pr o dournat of tbemPAmerisan Rusisological &atielyg, nod 1 (2018): 218

222. An excellent consideration of sexual Gassvamhitdds hr

o}
perspective is in Kristi BromiMontesanoUn der st andi ng t he W(Berkeley: Wniverskoz ar t 6 s C
California Press, 2007).

1610 2009 J.P.E. HarpeBcott expressed dismay at an apparently-tieed Danish Royal Opera productionhich
ithe rape was portrayed as an act of deepe-Swmtt,| ove at t
ABrittends Opambadged®emiotrnalR2a, ma 1 (2009). The tides changed considerably in a few

years, with many productons tackling the operadés issues explicitly;
(e.g. 2013, Girton College, Cambridge; Julliard, 2015; Trinity Laban, 2018), highlighting the central position of
universities in conved shltliiomsHiag ®amademphaoei zad ttuhaet a

clear that the rape scene is not to be viewed as a seduction in which the woman secretly desires the rapist, one that
Vi ewers can enjoy because Oaftiest a$tl agisiiige RapafBreidt i ¢ n ®®

Lucretiaz, 6 Col |l oqguy fASexual Violence in Opera: Jauamadlofl ar shi p,
the American Musicological Society7, no. 1 (2018): 239. Based on research by Paul Kildea, some productio
have previoushc ensored | ines to the | ibrett o BerjamihBritempAl i ed Luc

Life in the Twentieth Centufondon: Penguin, 2013), 27Z¥1. Though destabilizing the notion of pure female

virtue, the ambiguity intrduced is problematic; a Glyndebourne Opera production in 2013, though acknowledging

that inner moral conflict is always ambivalent, made i
Lucretiabds potential att rexliitconmections@®t#leloo sqandalsgjauchtts ons hav
MYOperads 2016 Toronto staging.
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notjustoperdareaddr essing the multitude of ways in wt

because of their newnegSew operas addressing sexual violence from a critical perspective

includeKa mal a S aThumbprira(200843;Mi s sy Ma8reakioglthe sveand Du

Yun®rsg el 0 bothPremiexed in 2016 arwbth with libretti by Royce Vavrekand Ellen

Rei d and RoPxismg201B)e In intermiesvé with Suzanne Cusick published in the

aformentioned 2018 colloquy, Sanakaram and Mazzoli both express diffgpproaches to

staging sexual violence; Mazzoli, furthermore, emphasizes that this is not the only theme of the

work, a sentiment she reiterated in a recent conference in May!'282@attention to what we

mi ght <call t he nA#MeTo inedasegiicid viial thah isachpkethese c o nt |

dimensions of operatic cultuescholarship, pedagogy, performance practice, and compdsition

nuanced approaches are developeabidress the ethics of gendered and sexual violemsgage
Adam and Eves Or e and Mosl et 6s i ntervenspaceooh | nt o

protest challenge, and reinvention, based emphatically on a principle of responsibility: that opera,

and art in general, has a duty to tackle these questions directh-THexsd. e h m aseninal

study of postdramatitheatef® suggests he concept-pofi tiheali@tthocde

fiaesthetic ofesponsibility ¥ In discussing the affective dimensions of the opera later in the

chapter, | apply this idea to how Ore mediates the oglshiip between performance and audience,

i n which -ptohlei tfAectahlioc or e s p o ns i Adarh antl ivés distributede t o p i

among all involved.

17Y Opera Studies Today Conference, May 8, 2020, hosted by Yale University, held over Zoom.

18| am especially grateful to James Robert Carson for bringing postdramatar tioeay attention. Novak also
establishes strong connectiosn between her concept of

1% HansThies Lehmann, trans. Karen JiMsinby, PostdramaticTheatre(Abingdon: Routledge, 2006), 186
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Adam and Evés also, however, part of a decadeg project of politicallycritical vocal
works. During the period from 206@018, moving on from predominantly chamber and
electroacoustic works, Ore turned her attention almost exclusively itmgvfor the voice,
developingtechniques that would serve this political godhving studied as a piasti and
composer in Navay, the Netherlands, and Pé&righe latter includingwith Tristan Murail at
IRCAM@ through the 1980s and 1990s Gestablished a career as a composer primarily of
electroacoustic, electronic, and chamber works. Hilde HolHaetssen chacterized Ore in that
period asfia hardhitting, avantgarde composer...belong[ing] to what may be described as the
archetypal newnusic scen@,distinguished fronfia distinct group of Norwegian composers with
a more tonal focu¢?® Orels workseemstofye a t hird way bet ween the
described hecompositios of the latetwentieth centuryo measfivery hardcory ma ki ng a c |
division between these earlier works and her later turn to opera and vocal compositions. In the
latter, her gflistic palette has a distinctive, characteristic sound emerging from her treatment of
text,thati s neit her a totadarrdegoecnomnamf ed dlee wianvge
harmonies.

While she is by no means alone in thmiddle ground) Ore peceives herself as being
outside the mainstream of contemporary music in Norway, despisaibeessful career

|l think the problem of modern music today

have enough to say... | feel more and more alienabedthe milieu... | wish people would

dare to go out of the contemporary music clichés a bit. And if you try, because | have tried,
youdre almost | odéked upon |ike a traitor.

20Hilde HolbeekH a n s s eemtyF ifivfev Year s of the Nor we dgon@shrtisMusicaec | nf or 1
51, No. 2 (2004): 233.

2! Interview with the author, September 16, 2019.
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This perceived alienatioemerges frona disjunction between artistic and pightl practices: Ore
sees herself as outside tlizilieuc due t o a f unbebveen thigaalsoflei f f er e
musicmakingandthose of her contemporaries.
In A: A Shadow Oper§2001) Ore explored themes of warfare and violence through a
narrativeloosely centered on theythological figure of Agamemnoithoughsignificant for being
her first opera, | sed Shadow Operas more atiched to her earlier compositional practices,
despiteits thematic focuslt investigates thédisintegration of text andoice, especially abstract
notionsof the voice, the body, and self
The voice as the acoustic shadow of the body, a tracing of the shadow pattern of human
actions...The wordless body as a shadow play and a surface on which to project the
movements of thedisembodied voicésreflections, echoes, repetitions, remnants,
fragments, retakes, transformations, openings and possibilities, or interruption and closure:
a tentativeransport of potential meanirfg
Focusing on tis fracturing of the voice and idenjjtits abstraction and surrealigeflect elements
that Jonathan Croskas identified as important fate-modernist music and opera. Specifically
tracing thelasting influence of the French spectralists, Cross explores similar notions of
timelessnessstasis, and fracturén discussing Gérard Grisé&y/Quatre Chants pour franchir le
seuil(Four Songs for Crossing the Thresholti996-8). Hedescribes the music asften fleeting,
fragmentary; there is a sil ence carticulateh@lath e ar t
modern sense of loggOr e6s turn to opera in the early 20

the spectral tradition in mind, are more aligned with this approach to vocal writing than the

grounded social critiques in later works

22 paatHelge Hagen and Cecilie Ok, A Shadow Opera (Ein Skuggeopem)y composer 6s websit e,
http://www.cecilieore.no/content/egskuggeoperaAccessed September 18, 2019.

2Jonathan Crossl 6é@spmsitlent 6petempJweatiethCenupMusials,dmo.1
(2019: 111.
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With this in mind, | argue that it is in 2008 that @resocidly-critical vocal writing
commencesjnitiating a decade of work predominantly in collaboration with the writer and
dramaturg Bibbi Moslet. Their core mission is to focus on humanity, transfgrihé abstract
existentialism latent in Oée earlier vocal works into more concretely defined political projects,
less interested in deconstructing the self than asking direct questions of both society and the
audience in the room. The impetus behinddhamber oper®ead Beat Escapeme(®008), at
the beginning of this politicalocal turn, framed questiotisatwould then be explored in different
contexts in subsequent works, in this case discussing capital punishment:

What does it mean to be civilized¥hen lives are taken in the name of the state, is it

execution or is it murder? What becomes of the citizens in a society where the government

kills? Can violence cure violence when we know that brutality invariably provokes more
brutality? Can revenge geust ? | s it at all possible to
civilized manner?

Dead Beat Escapemeestablishedhe unambiguous political positidha historically and in the

present, humans continue to abrogate fellow citi@éasic rights?® Later works continued to

explore this perspective in tackling freedom of spe€cdme to the Edg@013) centeringon the

trial of themembers of Pussy Riot in MoscéfvandWho Do You Think You Ar¢2014), a short

monologue for solo soprano alternating spokerd commentarjuxtaposingsung excerpts of

violently misogynistic threats posted to women on the intewigi quotes from thel814

24Dead Beat Escapemept,a g e o n O rhipd/swwwexibesre.iofeantent/deddatescapemenidccessed
November 2, 2018.

25 Dead Beat Escapementmpiles fragments of téxfrom condemned prisoners on Death Row, books written by
cooks serving their last meals, by executioners, prison guards, and judges, and by family members of the prisoners
and of the victim, as well as other literary and newhtten material. Omittingn orchestra, solo and chorus

writing is accompanied by a variety of precorded sound: human noises such as breathing and chewing, sampled
songs, and other sound effects.

26 performed by the BBC Singers, it uses a wide range of quotations from GeorgagimsiAlexander Hamilton,

St Catherine of Siena, Lenny Bruce and several others,
Christopher Logue, alongside courtroom statements form the trial.
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Constitution of NorwayTaken together, these two works provide an interesting counterbalance
that both fiercely defendsee speech and shifts the focus to its use for hate.

Finally, one year afteAdam and Eviea new thregart series of vocal or operatic works
titled The Vatican Trilogyb e g a n , continuing Ore and Mosl et 6.
society. The chabrer operdead Pope on Trial{San Francisco, 2016) presetiis obscure story
of the ninthcenturyiiCadaver Synod the repeated exhumation and trial of a deceased Pope.
Parts 1l and Il of theTrilogy subsequenthpoth premiered at the 2018 Bergen Imtational
Festival: Part lIFig Leaf Campaign!explores another curious episode in Catholic Church history,
the covering up of private parts of statues in the Vatican with fig leaves and similar censoring
feature?® Part 1Il, Pregnant Popeglexplores thdalmostd e f i ni t el y) apocryphal
Joan, 0 said to have masqueraded as a man to |
pregnant and be discover€dA | | commi ssioned by Nordic Voice:

Amu=liramat i cacte lightly staged, for small spaces and not intended for conventional

270r e, guoted in Joshua Kosamady dfNeswodd ofr rdamirnaacisakr aim eflair ¢
Gate,March 1, 2016,

https://www.sfgate.com/music/article/Neskoratwork-unearthsbloody-episodefrom-6863345.phpAccessed
October 29, 2018.

2%Subject to much popular media attention today but wit

begun with several c ar di nrhaelLasbJudgmesaadagken onerefficial mrim withi c hel ang
the Council of Trentds decree in 1563 prohibiting Al as
sporadically until at least the second half of the eighteenth century. Leo Steiftm&@gxuality of Christ in

Renaissance Aand in Modern ObliviorfChicago: University of Chicago Press, [1983] 2014), esp-1B35 and

John W. O6Mall ey, fi Toh6e3 ) C cainndc iMi cdchfe | Tarnggretl o(Pssetdingsst Judgr
of the American Philosophical Sociefyp6, No. 4 (2012)388397.

2% Despite considerable interastthe legend, it is evidently not taken seriously enough by most historians to warrant
considerable discussion in and of itself; one exception, Craig M. RustiAfterlife of Pope Joan: Deploying the
Popesd.egend in Early Modern Englar@dnn Arbor: University of Michigan Press, 2006). More attention has been
focused on the use of Pope Joan as a feminist figure r
Caryl Chur chioplGri§se d 9OBeb e@da@agy Cameron, fAFrom Great Women
Sisterhood i n Br iCompardtivdbranad3 mo. & (2009):H 4266t er , 0
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operatic theaters, achieving intimate performance contexts that serve the political critiques in this

decadedong project.

1.2 Adam and Eve Sources, Genesis, Structure
Adam and Eveccupies a significant place in thigoeravocal project: it idonger and more
musically substantial, employingix singers, a soloist, electronics, and an extremely large
percussion ensemb(see later discussion of Table1.1 Among Or eds igoo,itks t ac
is alsoweightier in topic than the historical oddities presented indter Vatican Trilogy.The
libretto integrates newdwritten material with a range of historical and contemporary sources; as
well as the religious and literary texts alrgadentioned, it also uses documentary material drawn
from reallife sources® One element that seems surprising initially in its absence is the identifiable
presence of Areal o womends narratives or expel
on them for inspiration in crafting the text, as a listener, | have no framework with which to
evaluate the womends voices heard offstage as
This lack of real characters as such is, however, a crucial partohQteaMo s | et 6 s c o
of drama: nothing happens in aplaceor to anypersonin the opera. Only Virgilia is given a
name, a play on Danteds guide t haledbgthisrdrad | . N
in the operaonly from the program wouldn audience know who she represents. God is present
in (prerecorded) voice only. There is no setting for the opera except that it is staged in a
Acourtroom, 0 als2, butlinlnmgvéenrloaation.dEven thoudhiViggilia is dressed in

j u d dlack rebes, this settirng symbolicrather than indicative of plac&his production design

30 From my understanding this constitutes anecdotes and similar material gathered from informahdritine a
person sources, which are neither catalogued nor attributed, nor identifiedin the libretto or program.

31 This practice was establishedbead Beat Escapemernd inWho Do You Think You Aré?Pwhich the words
of real prisoners, online abusers dheir victims were usei similarly from unattributed sources.
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was replicated identically between Bergen and Qsiih direction by Susanne @glsend, set design
by Carle Lange, costumes by Signe Becker, lighting by SverreliRaand sound by Cato

Langnes.

Fig. 1.2 Courtroom setting il\dam and EveDslo dress rehearsal. Photo: Signe Beddsed with permission.
Mor eover, it is unclear what the chorusodé rol e
In Scene 1the soloists sing from the perspective of victim; on other occasions, the singers face
and seem to accusg the audience; at other times, they simply seem to be court clerks, recording
faithfully events of each scenéirgilia changes attire several timenot always presenting in black
robes. Yet lhe bloody chair remains for most of the scenes (althougbneoever sits in it),
providing a constant visual reminder of the violence described.

Scenes are togal, not linked by a narrative, instead presgninteractions between the
performersvarying in style from debate, trial, protest, oration, and cabaret. The structure of the
operaisshowninfigl3: it | oosely r e€pmmedainteracsandtPhradisoasf Da n

a Prologue and Epilogue, @Purgatorio as seven central scenes each pairing one of the deadly
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sins with a modern form of violence against women. Eight instrumental string interludes separate

the scenes, and it is designed symmetrically
Adam and Eve Literary Sources
Scenes Harmonic Structure Dante’s Commedia
INFERNO INFERNO
Prologue Cantos [-I11
rologue A 9 Circles of Hell
Interlude 1
PURGATORIO e W
Scene 1: Anger (Domestic Violence) Ante- _u.rgalm)l
Interlude 11 Seven Terraces of Purgatory:
Scene 2: Lust (FGM)
Interlude 1T ( Pride
Scene 3: Greed (Economic Violence) Envy
Interiude IV A g
Wi
Scene 4: Gluttony (Rape) s
Interlude V A B (
Sloth
Scene 5: Envy (Veiling) )
Interiude VI ( Avarice
Scene 6: Sloth (Trafficking/Prostitution) Gluttony
Interlude VII A
Lust
Scene 7: Pride (Honour Killings) B
fnertuac VU (PARADISO: Nine Spheres of Heaven/
PARADISO Empyrean)
Epilogue A S s The Merch Venice
¢ Shylock’s speech, Act 11T scene i.
(A): Diminished & (B): Perfect fourths (¢'): Minor and major

Augmented Triads and fifths seconds
Fig. 1.3 Chart showing the symmetrical structurédofam and Eveompared with Dants original in theCommedia
anddesignatedypes AC of musical materialfn each scene.

The symmetricastructure indicated by the arrows articulated througthe presence of
gpecific musical processdbat constitute the primary soundworld for each scene. In fig. 3 |
designatéhree sets afnusicalmaterialsjabeled A, B, and C respectively each scene, one type
tends to prevaidl the cental position of Scene 4 is thus alseinforced by combining all three.

Although other musical material is notpreclded in theopera the content in eachcer is

dominated heavily by one souitype. | describe the three types according to their intervallic
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content, which is employed both lodically and harmonicallyTo illustrate this, gs.1.1ac show

three excerpts that correspond to each typa. e x . 1. 1a, I extract Vircg
Prologue aria; here, arpeggiated diminished seventh chords constitute the entire melody;
elsewhere, augmented triads will also be used. In ex. 1.1b, the melodic prevalence of perfect fifths
(type B) is shown. Ex. 1.1c shows a harmonic example in the upper voife&Sineed 6 t ha-
combines types C and A: stacked seconds alternate with augmerdedHkigl.2 furthershows

how similar techniques are employed in the instrumental intertudbs strings alternate
augmented and diminished chords, both melodically and harmonically in eacAmaee=nt also

from these examples is a similar approacthighm and duration: certain patterns are established

locally (e.g. alternating triplet and straight eigimibtes), or repeated quarter notes, and while these

do not persist in the same way that the three musical types do in each scene, Ore tends to vary
rhythm and duration at regular intervals. She is guided, primarily, by the rhythms of the text (e.qg.

Aemperoro assigned to shorter values and At he

: C— - . - " " -
Dlmlm/sh ed sevenths: Type ""A (B°")
3 3 +4r
Virgilia %EM
b4 _J) o & . ! : L F 7
Since 1 am oneof the re-bels a - gainst hislaw, theem-pe-ror, theem-pe-ror,  the
b
(E7) - 7

em-pe-ror, who reignsupthere, whoreignsup there!

EXx. 1.1a. Type # A ochdrds):iharealhdinmsnished chadsogstiteteVirgdials first aria
Prologue, mm. 2123232

32 All excerpts from the full score are taken from Cecilie @mam and Eve: A Divine Come(@slo: NB noter,
2015). Used with permission.
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T}vpe IIBH

I real-ly don't know, but Ithink it wasthe sight, the sight, of

clea-ning  up, clea-ning  up, cleaning  up my own blo - od
Ex. 11b. TypefiBo (perfectfourths/fifths) inflAnger (Domestic Violence),mm. 539 555.
T\pe C T} pe A (A.ugmented Type C
I i triads) | p ———
"P 3 r 3 | s = = — __‘__.-‘
sopne [ = e s s e e
. < RO = g
ome-tlfing is rot - ten in thestate  of I-jta-ly, Austra-li-a, A-me-ri-ca! And ev-ry-where
"p 3 r 3 ] f 3 £ ?
v [ 2 M N T  T S e ]
e = = - © - © = > =
Some-thing is rot - fen in thestate of. state  of I-fta-ly, Austra-li -a, A-me-ri-ca! And ev-ry-where
A mp 3 —3 f 3 PiI——
Alto o h h | | | | ii B = T !%7 T |
4 e LA I L L4 '. L4 [ : ddb—g—iiiszj e 5
Some-thing is rot - ten in thestate of, state of, state of T-ta-ly, Australi -a, A-me-ri-ca! And ev-ry-where

Ex. 1.1c. TypeC (stackedminor/major secondsfombined withType A here augmentetiads.iiGreed (Economic
Violence mm. 13941396.

Ex.1.2. TypefAdreplicated in instrumental interludié alternating diminished and augmented chords used as melody
and harmowg, mm. 12234 and mm. 12230.

Ore also deliberately matched the sonic design to what we might call the tempesdment
the sins:referring to $enes 3/iGreed (Economic Violence)ard 5,fEnvy ( Vei |l i ng) 0O
interview, shedescribedfiThatts a kind offiyoude my propertyg a stingy way of wanting to own

things, soth@ mimr and maj or s¥(Dywes Sifi@dnpshe satdi n g o

33 Interview with the author, September 16, 2019.
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