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Abstract

Rusalka, the protagonist of Antonin Dak’s eponymous operg probably one of the most unique
operatic heroines. Rusalka’s burning desire to Imecbuman in order to be with one and have a soul
takes her on an interesting, yet tragic journeyntmwater nymph to human to will-o-the-wisp,
Rusalka goes through three different states andntetamorphoses that leave her desire unfulfilled
and cause her to suffer continuously. The two metphoses cause Rusalka to remain between the
natural and human worlds, both of which reject Aéris in turn leads to her eternal suffering. Her
tragic fate and constant agony portray her as @nviénd yet Rusalka is also a powerful character
who is in command of her own story: as the opesale protagonist, we are encouraged to identify
with her perspective. She is constantly presemutjinout the opera. Even in the scenes that do not
require her presence, she communicates with usighrabsence and through other characters that
are, like us, influenced by her presence. And wResalka is silent, she connects with us through the
language of orchestral music; her mute exteriostage eludes us and seeks our understanding and
sympathy. Thus, her powerful presence and the amxipl of her nature draw us as the
readers/listeners/spectators to experience Rusalkary through her subjective perspective.

In order to reveal the nature of the charaatet how it affects us as readers/listeners/spestdto
will use various approaches, with an emphasis grehmogical concepts that will provide a new
insight into Rusalka and the opera as a whole. &gearch will also suggest the impact of fin-de-
siecle misogyny on Rusalka and specifically heergie, which is the perhaps the most intriguing
aspect of the opera and its protagonist. The thedligollow Rusalka’s journey, from the time and
culture of its creation to modern times, as podthin some of the more recent dramatic productions
that resituate these themes in light of more carpemspectives. | will expose in turn the layers in
Rusalka:from the libretto and the music, to the use of voicel famally the playing with meaning in a
few representative stage productions. In the seemdthird chapters, focusing on the libretto and
music respectively, | discuss the ways Rusalkaddies her nature, using the Freudian structural
model of the psyche for the analysis of the nareatind repetition in the libretto and music. The
analysis of music also points toward repetitioradsey method, and | suggest connections with the
psychological concept of repetition, linked withsgle and the death drive, as observed by Slavoj
Zizek and Renata Salecl. In the fourth chaptescu$ on the voice, more specifically the cry, idesr
to explore the ways in which we experience the e/oighich | believe is the central element that
causes a painful enjoymemoiissancgin some of us, and in turn is key to our symptithempathy
with Rusalka. Finally, witlRusalkaon stage, | explore the ways in which we, as awdigrelate to
Rusalka’'s suffering, focusing mainly on her siletdte. With the addition of the layer of the gdze,
focus on the spectators’ reaction to mute Rusalid lBow, in a way, they participate in these
moments of suffering precisely through the gazeotighout the thesis, | demonstrate how Rusalka
communicates with us through the opera’s layerstad in return we respond to them, either by
sympathising or identifying with the protagonist.
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Chapter 1: Introduction — Rusalka in Context

1.1 Getting to Know Rusalka-the-Polymorph

Zenou ni vilou nemohu byt, Neither woman nor fairy can | be

nemohu zeffit, nemohu Zzit! | cannot die, | cannot livé!

With these words Rusalka, the protagonist nfoAin Dvdak’'s eponymous opera, describes her
tragic fate. Rusalka sings these words in despa#ct I, which raises a question about her story:
what caused Rusalka to be in this situation? InIA&usalka introduces herself as a water nymph
who desperately wants to leave her natural wortltstome a human. She reveals that she is in love
with a human and that she wants to have a soullittest on after death. To end her agony in the
natural world, she seeks help from JeZibaba, ahwitho tells Rusalka that she will suffer as a
human—she will be mute. As a silent human being,isot able to fulfil her desire to be with the
Prince. In silence, she watches him lose intereber and fall in love with the Foreign Princessal
brief moment as a human, or in her own words, ‘hatihan’, she regains her voice and sings the
words aboveé.What follows is the final act, which centres onsRlka’s last metamorphosis as will-o-
the-wisp, an immortal state she did not want. is thursed state, she is rejected by both the human
and natural world, destined to suffer eternally.

The opera is clearly about Rusalka'fulfiied desire (to be with the Prince and have a
human soul) and the suffering that overshadowettiiee story. In a way, her desire and sufferireg ar
almost entangled, as they describe the futile jeyirand the sacrifice of the protagonist. She goes

through three different states and two metamorp)osed in each state she suffers, as her desire

! Timothy CheekRusalka: A Performance Guide with Translation & Ruaciation(Plymouth, United
Kingdom: The Scarecrow Press, Inc., 2013), 177
2 My translation, unless specified otherwise.



remains unfulfilled. Her metamorphoses cause heenwin in between the two worlds, natural and
human, never truly belonging to any: In both of hmstamorphoses, Rusalka desires to be part of the

human/natural world, yet she suffers as she isrmmeeived as ‘one of them'.

1.1.1 The Nature of Rusalka
Because of the strong emphasis throughout the storthe suffering and desire and the two futile
metamorphoses that amplify Rusalka’'s tragic fate,automatically perceive her as a victim. ‘Oh,
poor, pale, Rusalka’, some of us might say, in exgpent with Vodnik. The poor decision to become a
human that makes her sacrifice so much, and thdgHatneither world wants to accept her certainly
help create the notion that Rusalka is a victimweleer, the word ‘victim’ does not fully explain
Rusalka’s character. She actually creates her ¢arg s she is completely in command of her own
fate, even though it leads her to an immortal skdtieh she did not desire. Rusalka does not letroth
characters decide for her or take her story away fne—Rusalka is the opera’s sole protagonist and
shetells her story fromher perspective. Through every single scene in theagplerough her voice or
silence, in her absence and through other chasctBusalka communicates with the
reader/listener/spectator. Victim or not, we cartmap being drawn to her perspective on the events.
In fact, in our various roles as listeners, readeus$ spectators, we experience the story from diet p
of view, which makes us sympathise and even identifsome extent, with Rusalka.

In the story of Rusalka, the loss @& pnotagonist’s voice becomes the most strikinguean
the opera. Her silence encourages us to sympatiitiséner, as we read the description in the lilorett
of how Rusalka feels inside her silent exteriorasmwe experience the lyrical music of the orclaestr
that represents her while mute, and finally as viteegs her silent and haunting presence on stage.
Although a short phase in the opera, silence imitielfy an element in the story that stands oug tiu
the fact that this is an opera, where the voiageiserally considered to be the most important layer
Her silence, occurring at the most crucial staggd$ to three questions: 1) how does she
communicate while mute; 2) how does it affect useaslers/listeners/spectators; and 3) what it means

to be a woman, since she is silenced in order ito fjoe patriarchal world. The questions that



Rusalka’s silence raises could shed a new lighRosalka and the opera. For that reason, this thesis
will address the issue of Rusalka’'s silence amongsty other aspects that describe the protagonist.
Before | turn to my own analysis, | would like tffes a brief overview of some of the tensions and
issues concerning women'’s rights that were prdsetarically at the time the opera was written.sThi
overview of women’s rights will follow the discussi of nationalism, an issue that affected the
opera’s reception and its discourse, which wiltléaa summary of the ongoing research that sets up

the background information on the psychologicabthes for my own research.

1.1.2Rusalk#@Rusalka and Psychology

Rusalkas an opera with a multi-layered libretto, as déxxt by Timothy Cheek, for instance, and as
such, it richly rewards analytical approach&om the 1980s onwards, its many layers, includiy
psychological, have been of interest to musicotegigho began to interpr&tusalkain different
ways. However, the psychological layer has not bdscussed in great detail. Nevertheless, a
psychological reading seems compelling becausefaisyatale operaRusalkabegs to be interpreted
in psychological terms, since fairy tales occupgp&cial role in psychology.Rusalkais, as its
librettist Jaroslav Kvapil it, an ‘absolute fairgi¢, completely moonlit*. Psychologists, including
Sigmund Freud and Karl Jung, have analysed faleg ta order to understand the human mind. Yet
Rusalka as a fin-de-siécle fairy-tale opera, has hardigrbdiscussed in psychological terms. One of
the rare examples of the psychological interpretatf Rusalkais by Dr Ludwig Haesler, which has
not been translated into English. Because it 82ach, a language that is not widely spoken, fer th
majority of the Anglo-American scholars his valuabhterpretation remains virtually unknown.
While there are secondary sources that summarisslétss interpretation, the analysis still remains

untranslated.

3 CheekRusalka 41
4 Marketa Hallova, ‘Rusalka and its Librettist,allav Kvapil: Some New Discoveries’, Rethinking Dveéak:
Views from Five Countriegdited by David R. Beveridge (Oxford: Clarendoad’, 1996), 109



In addition to this, psychological reagh of opera tend to concentrate on Austrian/German
composers, especially Richard Wagner and his f@feswWagner's musical influence is obvious in
Dvordk’'s Rusalka especially in terms of the use of leitmotifs a@ratmonic technique. Given that
Rusalkais a fin-de-siecle fairy tale, influenced by Wagmed written at a time that witnessed the
birth of psychology, this opera thus seems almm$telg to be read in psychological terms. For these
reasons, our understanding &usalka would benefit from a psychological approach. Using
psychology as one of the several tools in ordaurtderstand the nature of Rusalka, this thesis will
offer a new understanding of the opera and itsagantist.

My interpretation oRusalkawill illustrate in many ways how Rusalka expreskes nature,
how she communicates this, and how it affects ugaders/listeners/spectators. In order to do this,
will turn to Freud’s topographical model of the pkg, in which the narrative will be set, thus phaci
the story inside Rusalka’'s mind and seeing theydtmiough her eyes/mind. For the analysis of the
music, | will connect textual and musical repetitivith the understanding of the connection between
repetition, desire, and the death drive, as agtedl by Slavoj Zizek and Renata Salecl. Through the
union of these concepts | will explain Rusalka’'siceand suffering-her failure to fulfil her desire,
which causes her to suffer. Further, | considet dleaire and suffering in fact infuse the experéeot
the listeners’/spectators’: that is, that the cbimaof Rusalka triggers their own experience dirde
as well as a particular reaction to the protagtgiffering. In order to explain the experiencehud
listener/spectator, | will turn to three conceptse cry andjouissance both elaborated by Michel
Poizat, and the gaze, drawing on both early andemmgsychology. Combining these different
concepts will show how: 1) Rusalka’s desire andesirfg, which are one of the key aspects of her
complex nature, are manifested in all of the opelayers; and 2) how certain moments in the opera,
through Rusalka’s perspective, create a connectibetween the protagonist and
readers/listeners/spectators and how they affect w8l elaborate the given concepts above in this

chapter, providing background information for timalgsis.



1.2 Dvdak, Rusalkaand Nationalism

Summarising the connection between opera and ratidentity, William A. Everett draws attention
to a phenomenon that finally culminated in the téeath century in the era of Romantic nationalism:

Opera and national identity come face to facénénrealm of national opera, a construct that
encompasses a complex web of issues including aityhnhation-hood, language, politics,
and music.

Due to European politics of the nineteenth centapgras of some composers were often regarded as
nationalistic manifestos. Such is the case withym@mech operas of the period which, as Alexandr
Stich points out, were considered a ‘political sqar excellence If what Stich states is true, what
are the implications for Dwék’s Rusalk&

Rusalka is a water faiya cousin of sirens, mermaids and loreleis. In theteenth century,
there was a strong association between sirens ationhalism. The appearance of the loreleis in
German literature coincides with the rise of natlem; the siren on the coat of arms of Warsaw
symbolises Polish nationalishin regards to this, there is a possibility that tudience at the time
would see Rusalka as a Czech water nymph, setstoogieethe Habsburg Empire. This nationalistic
layer of the opera no longer resonates with usytodawever, we have to remember what Stich says
about the way in which many Czech operas were paaeat the time. In fact, there is a high chance
that the issue of nationalism played an importafe in slowing down the progress BRusalkés

international success on the stage, and with #ct®larly and critical responses.

5> William A. Everett, ‘Opera and National Identity Nineteenth-Century Croatian and Czech Lands f®pe
Nacionalni Identitet u 19. Stotlja u Hrvatskim ieSkim Zemljama’,International Review of the Aesthetics
and Sociology of MusiZol. 35, No. 1 (Jun.,2004), 63

6 Alexandr Stich, ‘Kvapilova Rusalka Jako JazykoS8ighovy a Literarni FenomerEstetika29 (1992), 11

7 Linda Phyllis Austern and Inna Naroditskaya, ‘tutuction: Singing Each to Each’, Music of the Sirens
edited by Linda Phyllis Austern and Inna NaroditgkéBloomington, Indiana: Indiana University Prea306),
7



1.2.1Rusalka Mahler and Politics
In 1901, Rusalkawas premiered in Prague. The premiere was suctesigfspite a few negative
critiques, mostly regarding Kvapil's libretto. Shgrafter its premiere Gustav Mahler, then the rousi
director of the Vienna Hofoper, had wanted to haveremiere oRusalkain Vienna® After many
rehearsals and some delay, it was supposed torf@rmed in 1902. Unfortunately, due to some
production issues, the Viennese premier®asalkawas postponed until the next season, only to be
postponed agaihMahler had everything prepared fRusalkato be premiered in Vienna: he read the
libretto and began to learn the work; a German stedion was provided; there were many
rehearsald® When Dvddk passed away in 1904, his widow Anna and hisestu@®skar Nedbal
contacted Mabhler in order to discuss Rusalka’s emin Vienna! According to Dveakova and
Nedbal, Mahler gave two reasons as to why the opetdd not be performed under his baton: 1) He
did not believe in the successRiisalka and 2) Mahler wanted to avoid any chauvinistiaeks'?
In order to understand the last comment, it is iatubriefly to review the politically charged
atmosphere in Vienna, as witnessed by Mahler himgéhen Mabhler first came to the Hofoper in
1897, the first opera to be premiered was Smetddalibor. Dalibor was considered a typical Czech
nationalist opera by German nationalists in the EEn®ne month after the premiere, there were anti-
Czech protests in Vienna. It was during these ptst¢that Mahler received an anonymous letter
which condemned his choice to staBalibor in Vienna, an opera by an ‘anti-dynastic, inferior
Czech'!® As someone who was not German himself, but a dew Bohemia, it is easy to understand
why Mabhler had to be extra cautious at the time lzadl reason to be wary of being seen to provoke
further discord.

If Mahler knew he had to be extra caugiovith Czech works in Vienna, why did he want to

set up the premiere there in the first place? Matften performed works by Slavic composers and as

8 CheekRusalka 56

° lbid, 56-7

10 bid, 56

1 1bid, 57

2 |bid, 57

13350 Dalibor is back in the repertoire! - So yosist on fraternising with the anti-dynastic, inéerCzech
nation which has been carrying out acts of violesg&inst the German and Austrian states. Such self-
humiliation defies comprehension!’, Ibid, 58



Cheek observes, he was their avid suppédttier this regard, we can see why he wanted to parfor
Rusalkain the capital. However, soon after he received@eeman translation of the libretto, Mahler
changed his mind about the opera’s success. Maklarr removed the opera from his programme -
he only kept postponindRusalkés Viennese premiere, until Di@k’'s widow requested that
everything be returned. Therefore, based on trede &nd in addition to what Mahler said to Nedbal
and Dvdéakova we could conclude that: 1) Mahler likedsalkabut feared that the opera would not
be accepted by the Viennese audience; and 2) hededgying the opera’s premiere in hope that
better days would come for the work to be perforinedienna.

In this context, we can see that Czedtrapat the time were understood by Austro-German
nationalists as nationalistic manifestos. SmetaBaidered Bridewas one of the rare examples of
Czech operas to be accepted by a Viennese audigosgibly because it was a comic opera about
Czech villagers, and therefore not seen as a thoedtustro-German cultural hegemotyin the
context of the general attitude towards Czech aparad the culmination political tension, Cheek
suggests that it is possible that Mahler saw eaonalistic layer inRusalka!® Rusalka, a ‘Czech’,
wants to be with the Prince, who represents theitemper Czech father, Vodnik, warns her against
the union, claiming that it is unnatural and itlwehd in ruins. When her father's words become
reality, Rusalka’s future is ruined (as she carivetamong the ‘Czechs’ anymore) and she ends up
giving the Prince the kiss of deathCheek suggests that this interpretation of theafies behind
Mahler’s thought that the opera would not be assgén Vienna®

Because of these political tensions Btadhler's unfortunate decisiofRusalkas passage to
international waters was blocked for some time.alkiseptance outside of Czech lands progressed
slowly over the course of the twentieth centuryenfia, of course, was the capital of the Empaa
operatic success there would pave the way to iatenmal acclaim; conversely, any opera written,

especially those by a Slav, would have to go thnoGgrman doorsmore precisely, through the

14 1bid, 55
15 CheekRusalka 58
16 bid, 59
17 Ibid, 59
18 |bid, 59



doors of Vienna, in order to receive recognitiontsale the Habsburg Empit&Finally, eight years
later (in 1910) it was performed in Vienna, in aguction by a Czech group called Brno Comp#ny.
Even though the opera did not enjoy a successenné at the time, it was again performed in 1924,
this time it was more warmly received by the auden

From its premiere in 190Rusalkahas been performed every year at the Prague Nation
Theatre. Additionally, two opera films were reledse 1962 and 1975. To the CzecRsjsalkais a
fairy tale, as it was described by the librettist ecritics, such as Karel Knittl, at the time of it
premiere?! For nearly four decades after the Second World, \Raisalka remained predominantly
behind the Iron Curtain, with exceptions: produtti®f the opera were organised mostly by Czech
immigrants and Czech companies in North-West Eurspikin the United States. It was in the 1980s
that Rusalkafinally started to get more acclaim outside of €wmeslovakia, as evidenced by two
productions in particular: in 1981, a Munich protioic by Otto Schenk, and David Pountney’'s
ground-breaking production at the English NatioBakra in 1983, which | will examine in Chapter
5.

Therefore, Mahler’s decision not to perfidRusalkaaffected the opera’s path to international
success: the political situation at the turn of deatury did not ‘allow’ Mahler to help the opera
achieve the success it has today. Around the tim&usalkées premiere in 1901, the issue of
nationalism culminated in the Austro-Hungarian Empin which many nationalistic movements,
including Czech and Austro-German, were at theakp@nd were essentially threatening the power
of the central government that the Empire represknthe rise of pan-Slavism threatened to end
Austro-German hegemony. The Austro-Hungarian Emg@revhirlpool of different ethnic groups,
stood in the centre of Europe. With the rise ofiamlism amongst the Slavs, which crushed the
neighbouring Ottoman Empire, the Habsburg Empitarefé a similar fate. The nationalism of
different Slavic groups in and outside the Austnariarian Empire played an important role in 1914

as it was one of the issues that caused the FiosidMWNar.

9 |bid, 54

20 John ClaphamAntonin Dvorak: Musician and Craftsmghondon: Faber, 1966), 286

21 Karel Knittl, ‘Opera’, inDvorak and His Worldtranslated by Tatiana Firku3ny, edited by Michael
Beckerman (Princeton, N.J.: Princeton Universitgd8r 1993), 256



1.2.2 Dvdak in Vienna

In the world of music, according to Brahms’s biggrar and critic Max Kalbeck, the late nineteenth-
century was the era when ‘music became mixed ygolitics’.?? At the time in Vienna, and in the
German parts of the Habsburg Empire, it appeatsWzagner's question of ‘was ist Deutsch?’ was a
main criterion used to decide whether music wagtwigstening to or not® With the rise of German
nationalism, any other nationalism in the Austraaarian Empire was seen as both a threat and as
conveying the appeal of the exotic. In order taceed in Vienna, the capital and the cultural ceotre
the Empire, the ‘threatening’ element would havééoremoved from music. Brahms, an influential
figure in Vienna who helped Dyaék, preferred hislavonic DanceandMoravian Duetsworks that
had the ‘exotic’ element, over those that were aoseg in a German stytéDvorék’s ‘Czech’ pieces
were successful in all the major cities, such adilBéwvhere it offered an ‘exotic thrill’), Budapgs
London and New York, but not in ViendaThe reason why it was not warmly received in Vignn

the same way that Brahmd*singarian Dancesvere, is that Dvidk’s ‘exoticism’ was not the same
as that of Brahms. Brahms was a German who incatpdrthese non-German folk music elements,
making it exotic, thus it was acceptable to thenviese audience. Dkék, on the other hand, was a
Czech from Bohemia, a territory that was a thortha Austrian flesh. His ‘exoticism’ was not in any
way considered the same as Brahms'’s - it repredentareat to the Austro-German culture and its
music. Many critics at the time acknowledged tlastf Ludwig Speidel, who reviewed Dh’s
Rhapsody foNeue Freie Pressearote that:

The Slavic folk school is not loved in Vienna; whaced with it the Viennese feels himself
to be decidedly German. A rhapsody that is writbyna Czech and proclaims itself Slavic
will encounter a quiet opposition in Vientfa.

22 David Brodbeck, ‘Dv#ék's Reception in Liberal Vienna: Language Ordiesn®ational Property, and the
Rhetoric of DeutschtumJournal of the American Musicological Socigtyl. 60, No. 1 (Spring 2007), 71

2 bid, 72

241bid, 76

% bid, 77

% 1bid, 81
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Dvaak was accused by Speidel of being too politicati 8peidel suggested that he should not
have presented a musical piece before the Vienaedence with the word ‘Slavic’ in the title.
Eduard Hanslick, one of Dvak's supporters in Vienna, addressed and criticeéehjations that
Dvorak had connections with the Czech National Party r@jected the claims that the composer’s

works were politicat’

1.2.3 Nationalism, Symphonies and Operas

The issue of nationalism echoed well into thentieth century. Richard Taruskin, as one of the
leading figures on nationalism in music, states$ Bhaiak’s ethnicity was a barrier in the composer’s
acceptance by Anglo-American scholars as one ofgtieatest® After the Second World War,
another political issue - communism - prolongedahinosity towards Du@k who was, as Taruskin
puts it, a ‘peripheral’ composétGermans who emigrated to America, such as musgjtldlfred
Einstein, brought German views on Czechs and théra with them, which affected American
scholarship?

Along with nationalism, another assumptaffected scholarship on D¥k’s operas, which
was the view that he was a symphonic/instrumerdaiposer. This view has been present from the
outset, with even Dudk reflecting on it towards the end of his fifesSome scholars have addressed
the issue. For example, in 1952 Otakar Sourek wrote

People are accustomed to regard ifAk&s operatic works as something of secondary
importance which only supplement his symphonic watkamber music and oratorios
without attaining their level of quality and impanice??

27 |bid, 82

28 Richard Taruskin, ‘Nationalism’ IGrove Music OnlineOxford Music OnlineOxford University Press.
<http://lwww.oxfordmusiconline.com/subscriber/agigrove/music/50846> (15 March 2013)

29 |bid (15 March 2013)

30 CheekRusalka 64

31 ‘People see in me only a writer of symphonies,foutmany years | have demonstrated my liking fiamaatic
composition’, in Otakar SoureRntonin Dv@ak: His Life and WorkéPrague: Orbis, 1952), 95

321bid, 95
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Jan Smaczny discusses the same issue in his essByak and his operas. Smaczny provides
material from nineteenth-century Czech criticsjrdpback to 1879, in which they emphasise the fact
that Dvaak was primarily perceived as an instrumental casepB David Beveridge observes that
for the majority of the twentieth century, Oréd’s opera have generally been ignotelthdeed, any
writing on Dvaak’s operas in German and Anglo-American scholarafzdis almost non-existent until
the very last two decades of the previous century.

Thus in relation to both the performahgory and critical reception, the issue of nagism
certainly affectedRusalkas path from the time of its premiere to today. Hmer, my own reading of
Rusalkawill not discuss the opera in these terms. Wikissue of nationalism and its connection to
Rusalkaare important, any nationalistic messages that avbalre been obvious to people at the time
of the opera’s premiere no longer resonate withMysresearch will instead focus on an issue that
was relevant at the end of the nineteenth centadyséll is: women'’s rights. Even in Europe, where
the situation has improved drastically since tlmedie-siécle era, women still fight discriminatian t
this day. An overview of feminism and opposition itoat the turn of the century will help us
understand: 1) the final decades before women hggit tights in the territories of former Austro-
Hungarian Empire, in which this dialogue culminat2your situation today; 3) the feminist reading
of operas from this historical era; and, most intgitty for this thesis, 4) Rusalka’s situation dreat

silence.

1.3Rusalkaand Feminism
As mentioned above, the women'’s rights movement ita rise at the same time as the rise of
nationalism. It was during this era that the Empiagv ‘first wave’ feminism. While discussing the

rise of the Austro-German supremacism and the rulbehind it, Lawrence Kramer points out that

33 Jan Smaczny ‘Du@k: The Operas’, iDvordk and His Worldedited by Michael Beckerman (Princeton, N.J.
: Princeton University Press, 1993), 104

34 David Beveridge, ‘Introduction’, ifRethinking Dvik: Views from Five Countriegdited by David R.
Beveridge (Oxford: Clarendon Press, 1996), 4
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the supremacist culture is a ‘culture of pafiitnlike the rise of Czech and German nationalism,
which caused the clash between the two ethnic growpmen’s rights affected all ethnicities. The
intention here is not to compare Czech nationalesmd women’s rights as the two movements
affected by German male dominance, nor to positghestion of Kvapil and Dvwék’s attitude

towards women'’s rights. Rather, this issue is irgurfor our understanding of the protagonist and
her striking silence - the silent exterior undericghhshe suffers and desires and also the specator’

desire to watch Rusalka suffer.

1.3.1 Women and Weininger
The issue of women’s emancipation did not bypassHabsburg Empire. Women in the Empire
argued for their inclusion into the public spherstry into the male professions, political rightsl
an improvement in their educatiéh.ln 1903, Otto Weininger, a well-known Austriansmgynist
who promoted a serious case of gynophobia, puldisBeschlecht und Charakte(Sex and
Characted, which in the words of Lawrence Kramer becaménflnential ‘misogynist manifesto’ in
Europe and in the United Staté«Kramer quotes Weininger, who states that womea faurely
material beings, mindless, sensuous, animalisticaanoral; lacking individuality, they act only &iet
behest of a “universalised, generalised, imperBosexual instinct’® Weininger sees women as a
‘complete nonentity®® Additionally, as Agatha Schwartz observes, Weiaingants women to ‘be
kept from having a share in anything that concénespublic welfare, as it is much to be feared that
the mere effect of female influence would be hatriffu

Weininger also believes in the old Mad®anvhore dichotomy. To summarise his claims in the

simplest terms, Weininger suggests that feminigtdnf the latter category, as they were often

35 L awrence Kramer, ‘Fin-de-siecle fantasiBfektra, degeneration and sexual scienc8ambridge Opera
JournalVol. 5, No. 2 (Jul., 1993), 150

36 Agatha Schwartz, ‘Austrian Fin-de-Siecle Hetersgla: the Dialogism in Misogyny, Feminism and
Viriphobia’, German Studies Revie2@/2 (2005) 348

37 Lawrence Kramer, ‘Fin-de-siécle fantasies’, 141

38 |bid, 141

39 Katherine Chandler, ‘The Ritual Sacrifice of Wombfisogyny and Art inFin-de-Siéclevienna’, Concept
Vol. XXXIV (2011)

40 Schwartz, ‘Austrian Fin-de-Siécle Heteroglossiss
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described by misogynists at the tifiédccording to him, they (the feminists) have ‘mgraldesire to
be "free" to shake off the trammels of motherhcasl;a whole the practical results show that it is
revolt from motherhood towards prostitutida’.

The writings of Weininger summarise a pecsipe on women that developed in the nineteenth
century that echoed into the twentieth centurysTdititude towards women was evident in various
ways across the art$Agatha Schwartz observes that ‘women had been asé&atojection surfaces’

for the male imagination in literature and 4rt.

1.3.2 Feminism and Musicology

The issue of gender and the role of women in opena finally addressed in the 1980s and 1990s
and have been developed since then. Feminist ssh@lse various questions, including questions
about the relationship of operas to the culturestiich they were written. One of the first to adsire
the issue of gender and culture was Catherine Gléméno wrote a book in 1979 entiti€pera, or
the Undoing of WomerClément discusses opera in relation to its Histbrand social context and
focuses on the textin her words ‘the forgotten part of opefaClément analyses the horror that lies
in the libretto, the tragic fate of women in theeogy and the social order that requires their death
submission. Other scholars soon built on this feshimpproach. Susan McClary analyses the
construction of gender and sexuality in musié¢-@minine Endings: Music, Gender and Sexuality
her ground-breaking book, McClary discusses: 1)sical constructions of gender and sexuality’; 2)
‘gendered aspects of traditional music theory’;'@dnder and sexuality in musical narrative’; 4)

‘music as a gendered discourse’ and 5) ‘discursirategies of women musiciarfs'.

4 Chandler, ‘The Ritual Sacrifice of Women’, 3

42 Schwartz, ‘Austrian Fin-de-Siecle Heteroglossgs?

43 |bid, 347

44 |bid, 347

45 Catherine Clémen©Opera, Or the Undoing of Womemanslated by Betsy Wing (London: Virago Press
Limited, 1989), 12

46 Susan McClaryfFeminine Endings: Music, Gender and Sexualtysic, Gender, and Sexuality
(Minneapolis: University of Minnesota Press, 199118
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While the contribution of both Clément ahttClary to the feminist discourse in operatic
criticism is invaluable, their analysis attractedticism. Many scholars point out that Clément’s
discussion is predominantly limited to operatictpldn Unsung VoicesCarolyn Abbate, one of the
leading scholars in operatic criticism, reflects Rewl Robinson’s critique of Clément, pointing out
that she neglects the singer’s vat€®obinson observes (and Abbate agrees) that tree \afi the
female singer is unconquerable, triumphaithis undefeated voice speaks across the crushang’p
The writings of Clément, McClary and Abbate inflaed feminist operatic criticism. The criticism
has also been enriched by the contribution of Maftitron, Suzanne Cusick, Ruth A. Solie, Mary
Ann Smart and many othefs.

The historical circumstances are necessary for understanding of fin-de-siécle culture,
especially sincdrRusalkais a product of that culture. While all the giveaminist perspectives are
interesting and persuasive, | will connect Rusalit only a few select feminist approaches in my
analysis, such as her communication through mubitewnute and also her empowerment in all of
the opera’s facets and through voice. Clément'sudision inOpera, Or the Undoing of Womaeill
be loosely applied to my analysis of the narrativthe following chapter. Her view on women in the
opera will help us understand Rusalka, especialynd her mute stage when she transforms into a

human.

1.3.3 Rusalka’s Silence
As mentioned above, the silence of the protagdiistl by extension, her fate), posits a question
about what it means to be a woman. Rusalka isheofitst mute operatic character: Weber’s Silvana

is silenced for most of the opera that bears hemenéand regains her voice in the end); Auber’s

47 Carolyn AbbateUnsung Voices: Opera and Musical Narrative in tiaeteenth Century(Princeton:

Princeton University Press, 1991), ix

48 |bid, ix

49 SeeMusicology and Difference: Gender and Sexualitilimsic Scholarshigedited by Ruth A. Solie);

Marcia Citron,Gender and the Musical Cannamd ‘Feminist Approaches to Musicology’ @ecilia

Reclaimed: Feminist Perspectives on Gender anddyladi Susan C. Cook and Judy S. Tsou; SuzannekZCusic
‘Gendering Modern Music: Thoughts on the Montev&diusi Controversy’; Mary Ann Smart, ‘The Silengin

of Lucia’ and as an edit@iren Songs: Representations of Gender and Sexiraldpera
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Fenella inLa Muette de Porticis also mute. The latter opera and its protagoréstiella, a role
designed for a ballerina rather than an opera siriges been discussed recently by both Smart and
Mary Simonsort? Fenella, unlike Rusalka, is mute throughout therap Through her gestures
Fenella narrates her story. However, Rusalka, arffiénella, is denied not only the power of speech,
but also of the ability to communicate in any famrhumans, including the Prince. By contrast with
Fenella, Rusalka does not dance, that is, she mmtelsave dance music. D&k does not give this
kind of music to aquatic creatures such as Rusalktn the Polonaise, the dance scene in the opera,
he depicts Rusalka’s alienation from the human avoihile both Rusalka and Fenella have their

voice taken away from them, D&k and Auber give their heroines a voice througlimu

1.4 RusalkaResearch

In light of the limited nature of the opera’s eption internationally, it should be no surprisatth
scholars have been slow to offer any kind of dethiesearch oRusalka John Clapham, an English
musicologist, started properly to discuss EAkis operas in the late 1950s. In his discussion on
Rusalka Clapham talks about the obvious influence of Wagn this opera, such as the use of
leitmotifs, which in his view underlines most oktbpera. He discusses the transformation of motifs,
such as the one commonly associated with Rusalld@chw in his observation, reflects the
protagonist’s changes of moods, rather than hesiphlymetamorphosf8.Clapham names the motifs
and connects them with either the characters, ascRusalka, the Prince and Jezibaba or with the
tragedy of Rusalka, such as the four-note nié#fithough Clapham made a significant step in the
Rusalkacriticism, the step was small as it did not veatiar enough - he remained for some time the
only one with a keen interest in the composer'satielegacy. It was not until the early eightibatt

the opera started to be discussed more by bottpEancand American scholars.

50 See Smart'$limomania: Music and Gesture in Nineteenth-Cenfpgeraand Simonson’8ody Knowledge:
Performance, Intermediality, and American Entertaent at the Turn of the Twentieth Century

51 Clapham, ‘The Operas of Antonin Dxéd’, 66-7

52 |bid, 66-7
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1.4.1Rusalka Nationalism and Flaws
Marketa Hallova points to the interpretation of Bchlumpf, who suggests th&usalkais an
allegory for the national awakening of Slavic mities which resulted in the eventual disintegration
of the Habsburg Empir& Geoffrey Chew also suggests a similar allegorywirich the fragile,
endangered Rusalka personifies Czech culture fatiogernism in the Austro-Hungarian Empite.
Along with these interpretations, Jarmila Gabriélav her article ‘Dvéaks und Kvapils Rusalka und
das Lebensgefuhl des fin de siécle’ mentions KainkHch Worner's interpretation of Rusalka the
character as the representation of an ‘Easterrl, $oe@ typical Slavic, submissive and passive, a
tortured and suffering female form, with the typitBastern" view of the ruthless and mysterious
power of nature and the Fafe.

The connection between nationalism and &lce thatRusalkais a fairy tale was also mentioned
in 1975 by Hans W. Heinsheimer, who states:

Only a few of Dv@#dk's operas made the perilous voyage across théidrpand never with
any lasting luck. Their stories were too unappegiimot incomprehensible to audiences not
familiar or in natural sympathy with their backgnoly their characters, their spirit and
language...DviAk’'s operas resist transplantittg.

The assumption thRwsalka in particular, was too nationalistic and too Gréo appeal to
international audiences affected the attitude aippein North-West Europe and in the United States
towards the opera. Cheek summarises this attitadeddly: ‘since the Czechs like the opera so much,
it must have special qualities that only native €wecan appreciate; it must be so nationalistititha
cannot be understood outside its own courttry’.

Along with this attitude came other asstioms aboutRusalka Because it took some time for

the work to be known outside the Czech lands, geaplthe non-Czech parts of the world also

53 Hallova, ‘Rusalka and its Librettist, Jaroslav igilaSome New Discoveries’, 111

54 Geoffrey Chew, ‘The Rusalka as an Endangered 8geliodernist Aspects and Intertexts of Kvapil'slan
Dvorék’s Rusalka, Hudebni ¥da 40, no. 4 (2003), 379

55 Jarmila Gabrielova, ‘Duks und KvapilfRusalkaund das Lebensgefihl des fin de siecleAspekte der
Musik, Kunst und Religion zur Zeit der Tschechiadiederne edited by AleS Bezina and Eva Velicka (Bern:
Peter Lang, 2009), 67
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assumed that the opera must be flawed. Eitheribhetto or music was bad, or the work was ‘too
lyrical’.®®

If the opera was ‘too nationalistic’ antdd Czech’ outside the Czech borders, inside those
borders,Rusalkawas considered by some to be too German or nothCeaough. This view was
emphasised by Zdé&k Nejedly, who criticised Rusalka at the time of jpremiere, while only
reluctantly admiring its orchestrati6hChew summarises Nejedly’s negative reviets him Rusalka
is ‘insufficiently Wagnerian, insufficiently Czechyndramatic and unmoderf®. The issue of
nationalism in the Habsburg Empire and Nejedly’sigm lead to an interesting parallel between the
reception of the opera and its protagonist, as they both caught up between two worlds -
Czech/German or human/natural. In the eyes of saintleeir observers, neither of them completely

belong to either of the worlds, which leaves thesstithed to wander, trying to be understood.

1.4.2Rusalkain the 1980s
The ‘recovery’ ofRusalkahappened due to the efforts made by European oilagists, and the
work subsequently became of interest to musicalegisross the Atlantic also. This critical recovery
coincides with the opera’s long-awaited internaiarecognition and success in the 1980s. The opera
had to go through German doors in order to be @edepnd researched elsewhere. Jiurgen Schlader
published an article in 1981, in which he discugselalternatives in interpreting/stagingRfisalka
either as a fairy tale or a symbolist drafha.

This relatively new interest led to mamyeresting approaches Rusalka which has shown
itself to be richly responsive to a range of apphes. One of these aspects is nature, which is

essential tdRusalka since most of the opera is set in the naturaldvédena VaSubova stresses that

%8 |bid, 60

%9 |bid, 63

60 Chew, ‘The Rusalka as an Endangered Species’, 372

61 Jurgen Schlader, ‘Marchenoper oder symbolistisdhesikdrama? Zum Interpretationsrahmen der Tittgrol
in Dvoréks ,Rusalka'Die Musikforschung4. Jahrg., H. 1 (Januar—-Marz 1981), 27
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Rusalka is ‘musically conceived as a drama of maand its element§2Jiti B&lohlavek, a Czech
conductor writes:

Two worlds, the natural and the human, exist frowm ages beside one another; one is not
better and the other worse, each is just differ€herefore they are mutually contradictory,
and each offense of certain laws is punistied.

Scholars such as Clapham, Smaczny andoWikischl, have focused on researching the
background of the opera, discussing the collabmratietween Kvapil and Dyak, and the work’s
influences and inspiration. The usual discourseeigtred on various stories that influenced Kvapil,
such as Andersentsittle Mermaid La Motte Fouqué'€)ndine and Erben’s Czech folk stories and
how his story fits with all the other stories ont&ranymphs. In contrast to this discourse, Alexandr
Stich focuses solely on the libretto, as he analyte unique literary aspects, such as the use of

repetition, interconnections, and homophones, astangny others.

1.4.3 The Music

Discussion of the music typically emphasises iakts use of leitmotifs-in other words, Wagner's
influence on the composer. Clapham, as discussedealialks about the Wagnerian musical
construction oRusalka Although Wagner’s influence is obvious in the @penany scholars, such as
David Beveridge, Jarmila Gabrielova and even Clapliave acknowledged a sense of ambiguity
when it comes to the meaning of the motifs. Bexgidnd Michael Beckerman also analyse various
motifs and a particular harmonic progression in @&k While this kind of research is
unquestionably valuable, it is ultimately quite iied because the authors seem to repeat each other,

hardly providing any significantly new informatiam interpretations of the work.

62 CheekRusalka 44
63 |bid, 45



19

1.4.4 The Underlying Themes

Scholars, such as Fischl, emphasise the underlygrges irRusalka such as the central character’'s
metamorphosis to womanhood. Similarly, Brett Cofikeuses on Rusalka’s sexual constraint in a
highly patriarchal world, while discussing the syftibm in Kvapil's libretto (in which the moon is
the ancient symbol of sexuality) and the settingtér, forest and swamp). And Gabrielov4, as one of
the main Czech authorities on O¥é& in general, approach®usalkaas an opera about woman’s
emancipation, which is presented as a painful attomplete freedom as a human being. Gabrielova
focuses solely on the heroine and the last achéndpera, discussing the connection between the
libretto and the music (especially in Rusalka’s.a®h the horror!’) and the drama that connects the
two elements. In ‘Rusalka aneb Marnost Pozemskiy §&Rusalka, or the Vanity of Earthly Love’),

Haesler looks at the structure of the plot, therditic and musical development of characters.

1.4.5 Psychological Approach
As mentioned above, some psychological analysisalas been undertaken. Haesler, for instance,
offers a rare example, seeiRgsalkaas:

an allegory expressing the problems of a persoo gdnnot successfully separate from a
primordial, mother-defined infancy and become aumatndividual, in this case because of
the inability to speak and communicate represselhfgs®*

Hallova also briefly points towards a psychologidaterpretation of the opera. In her essay on
Kvapil's libretto, HallovA mentions the presenceaofpsychological essence’ Rusalka® She also
mentions the fact that the productionsRafsalka such as David Pountney’s 1983 production at the
English National Opera, emphasise Rusalka’s pspgical level. However, Hallova does not expand
on this: she merely mentions these psychologieashehts along with many others.

The connection between psychology Rndalkais more emphasised in contemporary Central

and Northern European productions, since they ofgine the opera a psychological

64 Cheek Rusalka48
65 Hallova, Rusalkaand its Librettist, Jaroslav Kvapil’, 110
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(Freudian/Jungian) framework. The psychoanaly@ggdroach in opera productions is quite common
in Central and Northern Europe, as they are tryimgexplore various settings, offer different
interpretations of operas and step away from a n@ditional approach. Although some of the
productions can be quite extreme in their retelfighe story, they all seem to have one element in
common: to convey and emphasise Rusalka’'s psyglwalotrauma, which a psychological reading

of the libretto inevitably points towards.

1.4.6 Interpreting Rusalka’s Silence

The various approachesRusalkaare interesting and persuasive if one looks cloatethe story and
the development of the protagonist. However, schoteardly discuss Rusalka’'s silence, either in
terms of her voice or the staging of thpera. And yet her silence is possibly the mostiSaant
element in the opera. She loses her voice, oneeafnbst important layers in the opera and the &ey t
an operatic character’s quest for meaning and cargation with the audience.

Scholars who do address Rusalka'snallesuggest that the orchestra represents mute
Rusalka. While the idea is interesting, the faat the protagonist isilenced-a high price she has to
pay so that she could become hum& more than what some scholars suggest; it is ritae
orchestral representation. The orchestra has alesmglationship with Rusalka while she is mute - i
expresses her unconscious desires and it helpsoh@nunicate with the listeners, yet at the same
time it silences her with diegetic music. We hawadmember also that the silenced character is a
female - Rusalka is silenced in order to be ableitation in the patriarchal world. Yet she disceve

that even silenced she does not belong there.

1.5 Psychological Concepts

With my research omRusalka | will expand on the ongoing research on the opesajgucertain
concepts from psychology. By taking these termarnalyse not just the libretto, but also the music,

the voice and specific productions can provide fraaneworks for interpreting Rusalka’s behaviour.
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Using theories from the field of psychology coulehyde a model for interpreting Rusalka’s desire
and suffering in ways that reveal the protagonistiture. Psychological concepts could also explain
the eternal conflict that is Rusalka’s tragic fate,she remains caught up between two worlds. With
concepts from psychology, all of its layerthe libretto/the narrative, the music, the voice éme
stagingwill be explored.

My readings of the opera will draw onamge of historical perspectives. Some aspects of a
psychological reading, in relation to the ideasrfolated by Freud, play on aspectsRafsalkathat
stem from the time of its inception. Concepts laid by Jacques Lacan, Michel Poizat, Slavoj Zizek,
and other Lacanian commentators, on the other haffetl, a current perspective. Their ideas have
been successfully applied to other operas and dmulaeneficial for the analysis Biisalka® Certain
concepts from Lacan and his followers could effedyi explainRusalkés many facets and more
importantly desire and suffering by focusing ontaier elements in the opera such as silence,

repetition, the cryjouissanceand the gaze.

1.5.1 Overview of the Analysis

My second chapter will focus on an analysis oflibeetto, which will be divided into two sections:
one will focus on the overall narrative interpretat and the other on repetition, as a key featdire
the text. The issue of repetition is crucial, a®ehnique that creates a central point of connectio
between the libretto and the music. Repetition & an important concept in psychology, and
connected specifically to trauma, especially inyepsychology. However, | will connect repetition
with modern psychology, which unites repetitionside and the death drive, in order to explain
Rusalka’s desire and suffering. In Chapter Foudistuss the vocal cry, which becomes central in
consideration of both the music and of a varietpéra productions. Finally, in Chapter Five, htur
my consideration to the opera in production, whlmings in another crucial element to our

consideration of the opera: the notion of the gdmemy conclusion, | bring all these concepts

8 See Slavoj Zizek and Mladen DolaBpera’s Second Deatind Michel Poizat'The Angel’'s Cry: Beyond
the Pleasure Principle in Opera
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together and explain their significance in our ustinding of RusalkRusalkaand our relationship

that we develop with the protagonist.

1.5.2 Freud’s Model of the Psyche

| apply Freud’s model of the psyche to narratiexduse Kvapil's setting specifically offers an
analogy with Freud’'s model of the psyche, knowthasiceberg model: Rusalka moves from the edge
of the lake to the actual surface where humansdivé then to the depths of the lake. With this
setting, it feels as if the story of Rusalka evokhe iceberg model that is used in Freudian
psychology, as she moves through different realfnth® human mind. In the iceberg model, the
unconscious part of the mind is represented byéneof the iceberg that is under water, whereas th
conscious mind is the iceberg part above the serf8eeing the setting &usalkain these terms
suggests a somewhat different interpretation ofnidneative. Considering that this opera is theystor
of Rusalka and having in mind the ‘iceberg’ settinty analysis of the narrative posits the idea that
the story actually takes place in Rusalka’s minithall the characters as elements of Rusalka’'simin
rather than independent identitféS his psychological interpretation actually consesith some of
the previous research étusalka such as those that focus on metamorphosis to nooaea (Fischl)
and sexual constraint (Cooke).

Freud divides the human psyche intedlstates: the Id, the Ego and the Super-Ego. &sker
the parts of the Super-Ego and the Ego are abevsuiiace so to speak, the Id, as an entity, tisdn
unconscious, completely below the surface. Thes lithé impulsive part of the psyche and it seeks to
react immediately, controlled by the drives namedsEand Thanatos (Freud actually uses
Lebenstriebdor the former and odestriebdor the latter). According to Freud, Eros combiadsf
the self-preservation instincts, such as hungésttithe impulses of the ego and species presernvat
drive, which is the sex drive. Thanatos, or thetlueave, is all about self-destruction, aggressaod

destruction in general.

67 David Pountney’s production at the English Natldbpera in 1983 deals with this idea. See p. 101fore
information
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The easiest way to explain the Eg®ilietwo words: common sen¥eAlthough it is ruled by
reason (unlike the Id), Freud suggests that theig€got completely separated from the Id because th
below-the-surface portion merges into the®ltle also states that the Ego, because of its positi
absorbs influences from the external world, becafises above-the-surface portiéhThe Ego then,
bears the external influence upon the Id and itdeacies! With the external influence and reason,
which reins over the Ego, the Ego tries to subtstithe reality principle for the pleasure princifle
Freud uses an interesting metaphor to describeethtonship between the Id and the Ego - a man on
horseback, in which the man must use reason arttbtt@he superior strength of the horgé’.

The Super-Ego is an entity in thenhn mind where the ‘essential personal traits’ertad
from parents, are situatétiits main role is to prevent and prohibit the Ildiats tendencies, in order
words, to control the impulsive Id. The drives lre tid, mostly its sexual and aggressive tendencies,
do not comply with social mores. Therefore, the étlpgo suppresses these tendencies so that they
cannot reach the conscieuthey must remain below the surface, in the uncomsci Because of
their different natures and contrasting functiarmflicts often arise between the Id, the Ego dred t

Super-Ego.

1.5.3 Repetition

Repetition is an important aspect in both the tiorend music, which in my view is also used to
illustrate Rusalka’s desire and suffering. In thettthe repetition of certain verbs, words anddvor
units on the behalf of Rusalka emphasise her danilesuffering - this is especially evident in bse

of vocatives and imperatives, which are used foeadiaddress. With them, Rusalka expresses her

58 Sigmund FreudThe Ego and The Jdranslated by Joan Riviere (London: Hogarth Paggkthe Institute of
Psycho-Analysis, 1947), 15

59 bid, 14
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74 Philippe JulienJacques Lacan Return to Freuchnslated by Devra Beck Sim{New York: New York
University Press, 1994), 22
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desires. However, since she achieves nothing Wiir use, as she becomes silenced and later on
cursed, they also depict her suffering. In muspetition of certain musical motifs depicts Rusaka
desire and suffering as she circles around hercbbfedesire (the Prince) and in Act lll she cigcle
around death.

In psychology, the discourse on repmtifis quite broad because of the constant developme
of the concept. Therefore, | will bring up the aétfon of repetition in relation to desire and tfeath
drive (which essentially is every drive, according.acan and his followers), as discussed by Zizek
and Salecl. The way in which they connect repetitidth desire and the death drive could explain
repetition in the music.

As one of the predominant features irhlibe libretto and music, repetition follows Rusatin
her journey and through all the metamorphoses. Duthe nature of the story and two different
objects that Rusalka desires, the Prince and dedtte final act, Rusalka’'s use of repetition vié
divided into two parts, with one focusing on Acrid Il and the other one focusing on Act Ill. e th
first part, | see repetition functioning to aid Rla in her quest of trying to satisfy her desinethe
second part, repetition is connected with the ddetle, a new cycle in which Rusalka is trapped in
compulsion to repeat, circling around death.

Zizek elaborates the connection betwherdtive and the repetition: the drive is satisfidce
it is ‘achieved in the repeated failure to reach dibject, in repeatedly circling around the objétt’
Salecl further explains the difference betweenrdesnd the drive as follows:

The logic of desire would be: ‘It is prohibiteddo this, but for that very reason, | will do it.’
Drive, in contrast, does not care about prohibitibis not concerned about overcoming the
law. Drive's logic is: ‘I do not want to do thisytol am nonetheless doing it.” Thus, we have
an opposing logic in drive, where the subject dusswant to do something, but nonetheless
enjoys doing just thaf.

75 Slavoj ZizekLess than Nothing: Hegel and the Shadow of Diatattlaterialism(London, New York:
Verso Books, 2012), 367

6 Renata Salecl, ‘The Silence of Feminilmiissance in Cogito and the Unconsciouedited by Slavoj Zizek
(Durham: Durham University Press, 1998), 180
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The drive is, as Salecl explains, a constant pressehich causepuissanceas it forces the subject

to circle around an objett

1.5.4Jouissanceand the Cry

In the section above, | briefly mention Lacan's\oept ofjouissance an important idea that will
come up in all the chapters. The English languagss ciot have an adequate wordjfoissancelt is
often translated as ‘enjoyment’, ‘desire’ or ‘plaes, with sexual connotations. Lacan used the word
‘pleasure’, as Freud didouissanceled by the subject, tends to transgress the lifngnjoyment, in
other words, to go beyond the pleasure princfpléhe transgression causes pain, which led Lacan to
refer tojouissanceas suffering?

The concept gbuissancehas also been discussed by Michel Poizat in oglatb opera-
specifically to the voice as an object of an ogarés jouissanceé® In his Lacanian approach to opera,
Poizat puts music and words in a relationship tixas$ revolutionary in 1986. Iifhe Angel’'s Cry
Poizat argues that female characters in opera dfeerbut not entirely because the plot demands the
death— rather, it has to do with their voice. Before thig, they are ‘allowed’ to cry, which is the
moment when the ‘voice is at its pedkWhile Poizat uses a range of Lacan’s conceptepera
criticism, the concept gbuissancenas become rather important.

The cry, which Poizat discusses iragdetail in the aforementioned book, is the cohtiegt
will be the focus of my chapter on the voice. Thperience of the cry is subjective: some opera fans
will experience jouissance the painful enjoyment at certain moments in thegera. The

listener/spectator is ‘swept away’ by the ascendigodic line that leads to a climax, which ends

" 1bid, 180

8 Jacques LacaiThe Seminar of Jacques Lacan. Book XI: The Foudamental Concepts of Psychoanalysis
edited by Jacques-Alain Miller, translated by Aimeridan (London and New York, NY: W.W. Norton &
Company, 1998), 184

 Lorenzo Chiesa, ‘Lacan with Artaud: jouis-semalig-sens, jouis-sans’, lmcan: the Silent Partneyedited
by Slavoj Zizek (London and New York, NY, 2006),135

80 Michel Poizat,The Angel'SCry: Beyond the Pleasure Principle in Opeteans. by Arthur Denner (Ithaca:
Cornell University Press, 1992), 35

81 Salecl, ‘The Silence of Feminideuissance 181
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with the cry of an opera sing&The cry is the moment in which everythinthe music, the stage,
the words and the body of the singer become auxilithe focus is solely on the voice. The voice
becomes ‘an autonomous object detached from thg Bb@ihe cry inRusalkais interesting since it
emerges from the protagonist’s silereshe ‘hides’ the voice from us, which we desireydnl cause

jouissanceto suffer,in sensitive operaphiles the moment we hear hexevagain.

1.5.5 The Gaze

The gaze is the final concept will be introducedhe very last chapter that will focus on the sthg
Rusalka The gaze is an interesting feature when it colmédusalkaon stage, especially during her
silent state: when she is reduced to silence, sherhes like a painting, an exhibit in a museum that
everyone observes, both the audience and charamtestage. The concept of the gaze will be
discussed using concepts from classical psycholagyexplained by Elisabeth Bronfen and also

drawing on the visual arts and film theories, astinaed by Mladen Dolar and Zizek.

1.6 Conclusion

By analysingRusalka layer by layer and using various approaches,shwd analyse the ways the
protagonist expresses herself through the text,ntbeic, the voice and performance. All of the
opera’s layers, using various concepts, will revRasalka’'s complex nature. They will help us not
only understand Rusalka and her story, but alschaidin expressing her subjectivity that in return
will have an effect on us, as readers/listenerstapars. Rusalka takes us on an unforgettable gyurn

through all of the opera’s facets, which will cieean unbreakable bond.

82 Poizat,The Angel's Cry38
83 |bid, 35
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Chapter Two: The Libretto

2.1 Introduction

Kvapil's libretto has many layers that support @iéint interpretations of the opera. In order tdysea
the way in which the libretto reveals Rusalka'sunat it is helpful to look at some of the artistic
ideals of the nineteenth century and works thatified the young librettist. Accordingly, | begin my
study by explaining the sisterhood of the wateatnees and more specifically rusalkas, and exgorin
their function in stories that inspired the libigtttsuch as La Motte Fouqué&ndineand Andersen’s
The Little Mermaid In the second section, | turn to consider twochswgnalytical approaches to
Andersen'’s fairy tale by Sabrina Soracco and Ddwelthston. Soracco connects the loss of voice with
castration as something that is ‘essential’ forlitte mermaid to undergo in order to be humarmin
patriarchal world, which | will connect with thegwalent misogyny of the fin-de-siécle era. Johnston
discusses the two worlds Trhe Little Mermaidn terms of unconscious (mer-world) and conscious
(human), which links directly to my analysis of tharrative.

Following these introductory sections, ill then provide my own analysis of the opera’stfex
using some of the psychological terms and condaptsduced. My analysis will initially concentrate
on the first two acts, since they set up a patRusalka’s damnation that shapes the entire firial ac
my final section then focuses on all three act® majority of headings in the first part of the lsais
contain the names of the characters, as | destidza each in terms of their characteristics, their
relation to Rusalka and their psychoanalyticalrimietation. The chapter will then conclude with a
final section on the repetition of words and wordtsiin the libretto and how they convey Rusalka’s

desire and suffering.
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2.2 Inspiration and Adaptation: Sisterhood of Afgu@treatures

Rusalkas and their sisters with more familiar neimeé~Nestern culture, such as mermaids and sirens,

are complex creatures that are neither fish, faavlmammaP* The stories about these water-beings
can be found in a variety of folklores and mythadsg from ancient times to today. Their ‘natural
habitat’ stretches from the basin of Amazon, actbhssAfrican and the European continents, all the
way to the Far East. Regardless of the name theyt adl different cultural and geographical settings
their stories have the tendency to resemble edutr.oHowever, for Dviak's Rusalka,the most
relevant focus for discussion will be on the nieeth-century stories about water nymphs of Central
and Northern Europe, which inspired his librettistpil.

The powers of these creatures who iriiabiwaters have been discussed for centurigbeln
nineteenth century, as both Kramer and Inna Natskinja observe, the sirens epitomised the love-
death idea, which was popular during the era of &uitism® The popularity of sirens at the turn of
the century is evident in all forms of the artsisual, musical and literary. Sirens resurfaced into
public consciousness in the nineteenth centuryeratbeing ‘banned’ during the era of
Enlightenment® Seductiveness, as their main attribute, creatgigignin men - as Lawrence Kramer
explains:

The more women want, the more they demand acceasotic spheres and private pleasures,
the more men worry about being lured by them infiatal immersior’

The role of sirens in the nineteenth-century ais wot only to efface masculinity; as Kramer points
out, sirens not only aided people to cope with réeand modern identity, but with modernity in

general, as they represent ‘an alternative totdredard modern forms of world constructihWhile

84 Linda Phyllis Austern and Inna Naroditskalysic of the Sirensed. Linda Phyllis Austern and Inna
Naroditskaya (Bloomington: Indiana University Pre&306), 1

8 |bid, 9

86 Lawrence Kramer, ‘Longindyingcall: Of Music, Modéty, and the Sirens’ iMusic of the Sirensed. Linda
Phyllis Austern and Inna Naroditskaya (Bloomingtbmiana University Press, 2006), 195

8 1bid, 195

8 |bid, 197
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discussing these watery creatures, Dijkstra pontisthe difference between sirens/mermaids and
ondines. In terms of their sexuality, sirens weoasidered aggressive, whereas the ondines were

passive?®

2.2.1 Rusalkas
The variations in storytelling in the territoriehere the West Slavs (Czechs, Slovaks and Poles) and
the East Slavs (Russians, Byelorussians and Ukrahiive make it difficult to reduce the rusalka t
a single set of defining characteristics. Rusalkase nocturnal creatures, half-fish and half-woman,
often described as ghosts, water nymphs or dreaditér/mermaid demons, who lived in either a
river or in a forest. Inna Naroditskaya adds thesatkas were once women ‘inflamed by love and
burned by betrayaf? In their afterlife these women, now rusalkas, wlobecome vengeful and
would enchant men with their singing and dancind me them into deattt.Kvapil’'s Rusalka in a
way corresponds to this idea, as she is also bumpdzkbtrayal after her desire to be with the Prince
was not satisfied. However, Rusalka is far fromgeful—she constantly suffers, even in her final
metamorphosis into a will-o-the-wisp, luring mertteir death.

Dijkstra gives an interesting example from Prospirimée’s story ‘Lokis’, in which a
character called loulka tells us what rusalkageady like:

A russalka is a water nymph. There is one in ed¢heopools of black water which adorn our
forests. Never go near them! The russalka comesewah lovelier than I, if that is possible;
she drags you down to the bottom, where in all gidlty she gobbles you uf!

To this the narrator of the story says ‘A real sir&

8 Bram Dijkstraldols of Perversity: Fantasies of Feminine EviFim-de-Siecle CulturéNew York: Oxford
University Press, 1986), 258

% Inna Naroditskaya, ‘Russidusalkasand Nationalism: Water, Power and WomenMausic of the Sirensd.
Linda Phyllis Austern and Inna Naroditskaya (Bloogton: Indiana University Press, 2006), 219
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2.2.2 Kvapil's Inspiration

If we take all this into account, Kvapil as a littig was thus working within a clearly established
nineteenth-century tradition, drawing inspiratialorh many literary works of his time. He was
certainly influenced by well-known Czech fairy-talgiters Karel Erben and BoZena&iNcova, who
collected many legends and folk tales from the 64aads. One of Erben’s well-known stories is
entitled ‘Vodnik’ (‘The Water Sprite’), to which Dvak set a symphonic poem in 1896. Vodnik later
became a character iRusalka.In his memoirs, Kvapil mentions the moment of thighbst
inspiration:

In the homeland of Andersen, on the Danish islanhBaynholm, where | spent the year in
1899 vacationing, | was reminded of my childhoddAndersen’s fairy tale of the mermaid,
in which because of her love for a human she enldtive suffering of muteness and even a
cursed oath if her sweetheart abandoned her, uslesgesolved to redeem her freedom
through his blood. | began from this theme to desig opera text with the tone of Eridén.

Although Rusalkais connected in name with a creature from Slavithwipgy, Kvapil's treatment of
the story is similar to the stories of loreleis,rmaids and undines, Rusalka’s sisters from the West
Kvapil unites the tragic fate of these women whméd into rusalkas with the tragic fate of mermaids
and undines. Kvapil's Rusalka, as with mermaids andines in Western traditions, is willing to
sacrifice herself and lose a significant part of igkentity in order to be with a human. Indeed, her
desire to be with a human is so strong that Rusalkalling to suffer if it will help her be withhte
Prince and therefore satisfy her desire. Thismmeat of mermaids and undines is precisely where the
main influences in Kvapil's writing oRusalkalie: in particular, with Friedrich de la Motte Fougjs
Undine (1811) and Hans Christian Anderser’stle Mermaid (1837). In his letter to his friend
Foerster, Kvapil writes about his fairytale libmettwhich he suggests contains only (‘only’ is

emphasised in the letter) elements from Anderdéittle Mermaidand La Motte Fouqué¥ndine®

9 CheekRusalka 7-8
9 Hallova, Rusalkaand its Librettist, Jaroslav Kvapil’, 109
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2.2.3 La Motte Fouqué¥ndine

La Motte Fouqué’'sUnding a fairytale novella, attracted many composers HEmettists before
Kvapil. Operatic treatments include works by E.THoffmann (1814), Albert Lortzing (1845) and
Tchaikovsky (1869)Undineis based on a medieval French folk-tale atMelusine a female water
spirit who marries a knight on condition that heseresees her on Saturdays, which is when she
resumes her mermaid form. La Motte Fouqué’s Undinan adopted child of an old fisherman and
his wife. She is actually a daughter of a powerfiagter-prince, who wished for his daughter to
possess a soul. Undine was brought to the fisheemdrhis wife by an uncle. In order to gain a soul,
shemarries Huldbrand, a knight, who would come toftekerman’s house. After their wedding, she
reveals that she is a maid of the sea. Huldbraeglngs towards her change after she tells him the
truth about her and he falls in love with Bertaldahuman, who is Undine’s adoptive parents’ long
lost daughter. Undine feels that she is losingake of her husband and warns him that if he bstray
her love and marries Bertalda, he will have to die¢ording to the laws of the water world.
Huldbrand ignores this threat and marries Bertdltfedine, hurt from her husband’s betrayal, comes
and kills him with a kiss, which also is her owskiof death. She becomes a spring that encirdes hi

grave.

2.2.4 Andersen’She Little Mermaid

La Motte Fouqué’tUndinewas Andersen’s main literary source fidre Little Mermaid®® Andersen
updated the tale and made it differ frdiundine with the endindgoeing the most obvious alteration.
Andersen did not agree with the nature of La M&weiqué’s ending of the story. In a letter to his
colleague and a friend, Bernhard Ingemann, Andevag@es that he will not allow his mermaid to
depend on an ‘alien creature, upon the love ofradrubeing’ in order to gain a sdtilHowever, the

main difference between the two stories is, as Zao&s points out, that ifihe Little Mermaidthe

% Boria Sax;The Serpent and the Swan: The Animal Bride in Botkand Literature (Blacksburg, VA:
McDonald and Woodward, 1998), 156
9 lbid, 157
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emphasis is othe suffering of his protagonist, both physical @miotionaP® In Andersen’s tale the
little mermaid, at the age of fifteen, is allowedexplore the world where humans live. One stormy
night, she saves a prince from nearly drowningfatigl in love with him. Because of his unconscious
state, he does not see the little mermaid leavimy &n a shore. After finding out from her
grandmother that when humans die they gain anatsoul in the afterlife, the little mermaid wishes
to become a human, so she can be with the prirdcéave an eternal soul, instead of turning into sea
foam upon her death. She asks the Sea Witch themidThe Sea Witch gives her a potion that will
give the little mermaid legs in exchange for hergiee; she warns her that she once she takes the
potion she cannot return to the sea. The littlenmagal’s transformation into a human results in a
horrendous pain in her feet, as if she is constavdlking on sharp knives. As a human, she meets th
prince she loves and he becomes enchanted by laettyband dancing. However, her love is
unrequited, as he is in love with a princess whiaisssoon-to-be wife. Her suffering becomes greater
after the wedding of the prince and princess. Bedeer suffering, her sisters bring her a knifkilto

the prince-if his blood drips on her feet, she will be tramgfioback into a mermaid. Unable to
commit such a horrendous act, she throws herdelitie sea and becomes a daughter of the air. She

will gain an eternal soul if she decides to helpeotpeople and ease their suffering.

2.2.5 Kvapil'sRusalka

The two stories by La Motte Fouqué and Andersentheeclear foundation on which Kvapil's
Rusalkais basedIn Andersen’s fairy-tale, the emphasis, as statmave, is on the suffering, which
echoes in Kvapil'sRusalka Additionally, Kvapil continues the pattern presém both La Motte
Fouqué and Andersen’s talesaccentuating the inability of the two worlds townect. Because of the
failure of the two worlds to communicate, througbside and sacrificial metamorphosis of the

protagonists, the little mermaid and Rusalka (@ansbime extent, Undine) constantly suffer.

98 Jack Zipes, ‘Hans Christian Andersen and the Dissmof the Dominated’, iRairy Tales and the Art of
Subersion: The Classical Genre for Children andPhecess of CivilizatiofNew York: Methuen, 1983), 84
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Rusalka is a daughter of Vodnik, a wat®ite. One night, she tells her father that ishie

love with a human and wants to become mortal amdam, so that she can be with him and gain a
soul. Vodnik warns her that she will be doomedrimrtetheless tells her to seek help from JezZibaba, a
witch who lives near the lake. JeZibaba warns beutthe consequences of her actions: that if a
human betrays her love they will both be doomed, thiat she will be mute as a human. However,
Rusalka is determined to become human and be WwéhPrince at all costs. When she becomes
human, she meets the prince, who is besotted witlahd decides to marry her. Two characters, the
Gamekeeper and the Turnspit, discuss the situdfitey see Rusalka as an evil enchantress, who will
soon marry the Prince. However, according to thestagossip, the Prince has already lost interest i
the mute Rusalka and is courting a foreign princéee Foreign Princess does not care about the
Prince. Infuriated, she becomes determined to bieakinion between the Prince and Rusalka. The
seductive Foreign Princess steals the Prince avaay Rusalka. Betrayed by the Prince, Rusalka
becomesbludicka, a will-o-the-wisp, a spirit who lives in the dbptof the lake, luring humans to
their deaths. Rusalka seeks help from JeZibaba,teltsoher that she must kill the Prince. Rusalka
refuses to kill him, stating that she prefers ttfesu The Gamekeeper and the Turnspit come to the
woods to seek for JeZibaba to help the Prince whgravely ill, cursed by the mute enchantress.
Vodnik hears their accusatory remarks, rises fioendepths of the water telling the Gamekeeper and
the Turnspit that it was the Prince who betrayeddia and swearing vengeance. The Prince comes
near the lake and senses Rusalka’s presence. I&nsecursed, just like Rusalka, he asks her ® kis

him, knowing that it is the kiss of death. Rusadtisses the prince and he dies in her arms.

2.2.6 The Connection and the Meaning

The influence of La Motte Fouquéindineand Andersen'$he Little Mermaidn Kvapil's writing is
quite obvious. However, as Kvapil wrote in a lettanly elements of these stories are present. Kvapi
preserved the tragic essence of the protagehist suffering before and after the metamorphosis,

which is similar to Andersen’s protagonist. Theethstories are connected by the Romantic intarest i
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the union of humanity and natu#®eAll three protagonists are described as superalatueatures who
wish for a human soul since they do not possess lonkis commentary on La Motte Fouqué’s
Undine W.J. Lillyman has pointed out that the elemegtits manipulate the humans until they get
what they want® The most obvious example of this is Undine heyselfo takes everything from
poor Bertalda, who is always perceived as Undia@tgonist. Undine, with the help of her uncle,
takes Bertalda’s place in her family; she stealklbhand from her and when Undine gains a soul, she
even takes that from Bertalda. In a way, she comlylevertakes her existent® This is not the case
with the little mermaid and Rusalka. Even thoughceied by humans as creatures without a soul,
ironically, through their actions, the little menaand Rusalka show the human side more than all
the other characters. It is precisely because isf gsimpathetic perspective that we connect and
sympathise with Rusalka: she reveals her soulss@ngial part of her nature, which speaks dirgotly
us. This is where the little mermaid and Rusalkéedifrom their predecessor (Undine). The little
mermaid wants a soul, just like the one the Priveee Rusalka, on the other hand, wants to become a
human so that she can be with the prince. In tlaysais of La Motte Fouqué’eindine Lillyman
points out thato have a soul means to be a victim, which, at lieethe terms of these three stories, is
accurateé® Finally, critics emphasise the fact that throughse supernatural creatures, each writer
poses the question ‘what it is to be a huniéh’.

The question of what it is to be a human leadanmther question: what it is to be a woman.
As explained in the Introduction, the fin-de-siéelabsburg Empire saw the rise of panic within the
Austro-German cultural hegemony, as many nationdlv@omen'’s rights movements were seen as a
threat to the cultural status quo. The presencearhen in the public spheres was not welcomed.
Both the little mermaid and Rusalka desperatelytw@become part of the human, patriarchal world,

even if it means to suffer in silence in order &omg there. The literal silence of the little maich

% Linda and Michael Hutcheo@pera: The Art of DyingCambridge, Massachusetts: Harvard University
Press, 2004), 151

100 As suggested in W. J. Lillyman, ‘Fouqué’s “UndiheStudies in Romanticisiiol. 10, No. 2 (Spring, 1971),
p 94-104
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and Rusalka could be interpreted as a metaphoitesicgrg of women in the era from which they
emerge. Their silence in the patriarchal world dsass a reminder of their place in the societytaad
struggle that many women had to face in the firsidele Habsburg Empire.

Kvapil adds something new with Rusalka’'s mutenegsch makes Rusalka’s silent presence
in the human world somewhat different to that & kittle mermaid. He adds charactetbat is, the
humans:-who observe and discuss mute Rusalka, emphasisatgher presence disturbs and/or
frustrates them. As we shall see below in my amalgEAct Il, the tension in the real world will be
further explored when conscious Rusalka experiedifisulties with the human characters, notably
the Prince, the Gamekeeper and the Turnspit. Elemced, Rusalka’s mere presence awakens both

male anxiety and desire.

2.3. Psychological Interpretations: The CastratibRusalka

What separates Rusalka and the little mermaid fdoine is the inability to speak. The loss of the
protagonist’s voice is the common element in RtisalkaandThe Little Mermaidhat is impossible

to ignore. The voice, which would aid these misugstb®d creatures in their quest for love and
human soul, is taken away from them. And it is [z@y this silence of the female protagonist and
inability to communicate that intrigues us and makesympathise with them. In Andersen’s fairy
tale, the way the little mermaid loses her voicehiswn in a radically brutal fashion: the Sea Witch
cuts off the little mermaid’s tongue. Kvapil soféehthis brutal representation. Instead, with her
magic, JeZibaba turns Rusalka’'s tongue into woakimg her unable to speak to humans.

The issue and symbolism of losing the voice leadgsychoanalytic terms, to the question of
castration. In her psychoanalytical approacfiihe Little Mermaid Sabrina Soracco argues that the
journey of the adolescent protagonist could be rstded as an attempt to work through the Oedipal
crisis.’®* The mermaid wishes to leave the matriarch, mée-fobrid and replace it with the

patriarchal (human) world. In order to live in thatriarchal world, the mermaid must sacrifice her

104 pjl Dahlerup, Ula Thomsen, Sabrina L. Soracco|Niggwersen, Faith Ingwersen, Gregory Nybo, ‘Splas
Six Views of “The Little Mermaid” Scandinavian Studiegol. 63, No. 2 (Spring 1991), 145
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voice. As Soracco observes, the mermaid’'s castratioFreudian terms is a ‘prerequisite for the
phallic desire that she directs towards the priffeShe adds that in Lacaninan terms, the castration
prevents the mermaid from completely joining thenBglic order, in which she should be able to
express herself®

Freud's theory of female castratiesuggesting that all females are born castratedstill
considered highly controversial and is often disdutThe castrated female, according to Freud,
blames the mother for her conditith. Both Andersen and Kvapil place a female in tHe of the
castrator (the Sea-Witch and JeZibaba), who agtlztls’ these water creatures to become human. In
both stories, the birth mother figure is absenis Tiegative image of female as a castrator coa®lat
to Freud’s notion of the mother as a castratora&mw states that the Sea-Witch, because of heinrole
the fairy tale, could be seen as an ‘ambivalentherdt®® The Sea-Witch ‘helps’ the mermaid to
become human and supports her separation from #rewarld. At the same time, as Soracco
observes, the Sea-Witch prevents the mermaid fraroeeding in her quest for a human soul, so she
could return to the matriarchal mer-wottfThe Sea-Witch later offers the mermaid a knifekitb
the prince, an act that would enable the mermarétiarn to the mer-world, which is something that
the mermaid rejects. Therefore, in order for thteelimermaid and Rusalka to fulfil their desire dred

part of the patriarchal world, they must lose tiweice, even if it causes them to suffer.

2.3.1 Natural/Unconscious and Human/Conscious

In his article on the little mermaid and the repegk elemental anima, David Johnston observes a
distinction between the two worlds of the storye thorld of the mermaids and the world of the
humans. Relying on Jungian theory of the colleatimeonscious/conscious and the concept of anima,

Johnston sees the sea-world as the repressed gimmswhereas the human world represents the
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conscious. The mermaid’s sisters lure men intohdeaid ‘the sweetness of unconsciousné$s’.
However, the little mermaid does not want to pgéte in the destruction of men, but rather waats t
become human/conscious. For the little mermaidelcome human/conscious, there needs to be ‘a
full cooperation between the unconscious and tmsaous ego'!! In other words, for a human to
function properly in the real world, the two paofsthe mind must communicate and inner conflicts
between the wishes of the unconscious and egolmeustsolved'.

Johnston points out that the little mermaid’'s edffg is ‘virtually instinctual and
unconscious’, but when she becomes human, shersuffnsciousl\!? The Little Mermaid’'s
suffering, Johnston observes, is ‘that of Eros, f&eting at a natural and elemental level, esplgcial
when such values are rejected by the collectivedrainarge and not understood by the prift&n
this discussion between the two worlds of the elitthermaid (sea-world/unconscious and
human/conscious), we can see the connection witapKs Rusalka Her suffering, just like
Andersen’s little mermaid, is both on the uncongsi@nd conscious level, since the cooperation
between the two worlds, natural/unconscious andamiconscious, is never accomplished. This inner
conflict between unconscious and conscious is cestential taRusalka It is due to the lack of
understanding/communication between the two wdHds Rusalka ends up not belonging to either of
them, stuck forever in between. This inner confliotl what it does to Rusalka will be observed in my

analysis.

2.4. Inside Rusalka’s Mind: Rusalkd’sbenstriebe

Andersen’s little mermaid wishes, more than anghio become human. To become a human means

to gain a soul, something the little mermaid dostshave. The human soul is immortal; therefore, she

110 David Johnston, ‘Hans Christian Andersonte Little Mermaicand the Repressed Elemental Anima’,
http://www.davidbear.ca/content/hans-christian-asoie% E2%80%99s-little-mermaid-and-repressed-
elemental-anim#3 April 2013), 6
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wants to possess, like the Prince, ‘an immortal’ SétiRusalka also wishes to become human in
order to gain a soul and be with the Prince. Infinst aria ‘Seméasto gichazi’ (‘Often He Comes’),

Rusalka tells her father Vodnik that she longsaaviith the human who often comes and bathes in the

lake:
Semcasto gichazi Often he comes here
a v objeti mé stoupa; and in my embrace he runs up;
Sat shodi na hrazi he slips off his clothes on the pier
Le¢ pouhou vinou jsem and bathes in my arms.
a v loktech mych se koupa But | am a naked wave
mou bytost nesmiii he may not behold my essence.
O vim, zeglovékem div musela bych Oh, | know that first | have to be
byti, human

jak ja jej objimam a vinu ja jej v ruce, so that when | embrace him and
entwine him in my arms
by on mne objal sdm a zulibal mne  he himself would embrace me and

prudce kiss me passionately

by on mne objal sdm, sdm, on sam, oille himself would embrace me, he
sam himself, he himself

a zulibal mne prudce! And kiss me passionatel?

The aria is Rusalka’'s lament. What is striking ier hlament is the overtly erotic charge, as she
describes her body as a naked wave and its connegtih the prince, who bathes in her arms. Cheek
notices the various verbs that Kvapil uses, whiehadl translated into English as the verb ‘to ki$%
The verb ‘zulibat’, which is in the last line ofetlaria, has a very erotic connotation. Cheek explai
that this verb in Czech denotes ‘free, unbridleskikig all over the body'’ Therefore, it is obvious
that Rusalka wishes to be intimate with the prindth the erotic sentiment explicit, | propose that
the ‘unconscious’ Rusalka is the embodiment of Etbe instinct of libidinal energy and self-
preservation.

The drives, according to Freud, must react immeljiaFrom the dialogue with Vodnik, it is

evident that Rusalka is determined to be with thece at all costs. In the dialogue, Rusalka resiain

14 Hans Christian Andersen, ‘The Little Mermaid’,Tihe Classic Fairy Tales: Texts, Criticisedited by
Maria Tatar (New York : Norton, 1999), 224
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11¢1bid, 13

17 bid, 13



39

deaf to her father's words, who upon hearing thatdaughter is in love with a human, becomes
worried and tries to warn her that she will be dedmHer deafness ends when Vodnik tells her to
seek JezZibaba's help. Therefore, Rusalka’s Erogmhé&r act like an impulsive child; her desiredo b
with the Prince is so strong that she will ‘cry'tiishe gets what she wants.

The erotic charge of the aria and the presenteiofather make Rusalka feel guilty. The line
‘jak j& jej objimam a vinu ja jej v ruce’ contaitise word ‘vinu’, which is the first-person singular
form of the verb ‘to entwine’ (‘vinout’ in Czech)® The word sounds exactly like the accusative form
of the noun ‘vina’, which means ‘guil? In psychology, the feeling of guilt is consciolmjt is
connected with the unconscious need for punishrfetording to Freud and Lacan, the punishment
must come from a ‘parental authority’, in this cdsem Vodnik!? Interestingly, the return to
Vodnik's realm, after the failure in the human wipris Rusalka’'s punishment. Therefore, it is
possible to interpret Rusalka’'s aria and the diadoghat follows as her unconscious need for

punishment, as she wants to disobey her fathehanaorld.

2.4.1 Vodnik

Rusalka'’s father Vodnik (the Water Sprite), like Haughter, has connections with both Western and
Eastern Slavic folklore. Vodnik’'s character is,elilRusalka’s, mutable. Both characters can be
portrayed as good or bad, with human features afwtsh Although Kvapil named this character
Vodnik, there is a contrast in the libretto betwben‘given’ name Vodnik and Hastrman (how he is
referred to inRusalka.

Vodnik is present in all three acts. Heference to ‘ubohd Rusalko bledd’ (‘poor, pale
Rusalka’), the words he says when he hears ofahightter’s plans, resonate throughout the opera and
direct the storyline while prophesying and emphagithe tragic end and Rusalka’s doom. Vodnik is
bound to his water realm. Thus, in my Freudianrprtation of the libretto, he belongs to the

unconscious mind. His words that signal Rusalka&ésmwlation from the beginning could be

18 pid, 17
19 |pid, 17
120 Julien,Jacques Lacan's Return to Fre2
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interpreted as the death drive, which is alwaysegmein the protagonist’s head. Although the idea i
quite tempting, we must acknowledge two facts: Mkda not the character that dooms Rusalka -
Rusalka brings a curse upon herself; and he vge ifvant to stay true to the literal sense of toeyst
her father. Therefore it would perhaps be more ateuo think of Vodnik, in Freudian terms, in
terms of the unconscious Superegm internalised father figure.

If Vodnik represents Rusalka’'s unconscious Sumerkegcan’s interpretation of the concept
is interesting since it could further explain ttuderthat Vodnik plays in the opera. Lacan links the
Superego witlouissancea concept that will be further discussed in ottfepters. In his seminar on
feminine sexuality, Lacan discusses the connediigtiveen Freud’'s Superego ajodiissanceand
points out that ‘notimg forces anyone to enjoy except the superego. The Superego is the imperative of
jouissance—Enjoy!’ 2! Zizek explains thajouissanceds essentially suffering, as it ‘brings more pain
than pleasure®? Therefore, with his appearance in every single ddhe libretto, in which he sings
his ‘Béda’, Vodnik is a constant reminder of Rusallfjaisissance Vodnik is not hejouissance his
actions and the words he says to Rusalka reflesidba of the Superego forcing a subject to enjoy.
Vodnik does not stop Rusalka in her pursuit fordbgect of desire, but he knows that this will turn
into a painful experience for her. In Act Il, wha discovers how unhappy Rusalka is and that the
Prince rejects her, Vodnik tells her that she noostinue (continue to suffer). In Act lll, he actep
her punishment, whereas JeZibaba is a characteoffdrs her a solution to her problem (she gives
her a knife to kill the Prince and end the suffgyirirhis Freudian/Lacanian interpretation of Vodnik
as a character who forces Rusalka to ‘enjoy’ isdrtgnt because it portrays him in control (so to

speak) of Rusalka’s fate, as he catapults heraimgath towards eternal damnation.

21 Jacques LacaiThe Seminar of Jacques Lacan. Book XX: On FemB@iality: The Limits of Love and
Knowledgegdited by Jacques-Alain Miller, translated by Bak{London and New York, NY: W. W. Norton
& Company, 1998), 3

122 glavoj ZizekHow to Read Lacar(London and New York, NY: W.W. Norton & Compar07), 79
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2.4.2 JezZibaba

JeZibaba'’s role in the opera’s story is quite cax@nd crucial. When she asks for her help, Rusalka
says that JeZibaba is both an element and hum&ama jsi Zivlem, sama jsilovéekem’ (‘you
yourself are element, you yourself are hum&ti'she calls her ‘tetko mild’ (‘dear auntie’), yetesh
says that all the rusalkas are terrified of hes@nee. -‘Rusalky za noci hrozbou svou strasis’ (‘at
night the water nymphs are terrified of your menggqiresence’?*

As suggested before, the Sea-Witch frohe Little Mermaidcould be seen as an ambivalent
mother-the-castrator in Freudian terms. Even pytaside this psychoanalytical view of the Sea-
Witch, she is clearly predominantly seen as an &hdlracter, a witch who only brings misfortune to
both humans and supernatural creatures. Thesectdrdstics are easily transferable to JeZibaba. The
‘evilness’ of JeZibaba is reflected in the firsttpaf her name-‘jeZi’. In all the Slavic languages, the
word has a negative connotation, e.g. in Serbiaa¥am, word ‘jeza’ means ‘horror’, in verb form
‘ieZiti se’ means ‘to shiver'. Jezibaba is a Weltvi® cousin of Baba Yaga, a famous character in
Slavic folklore (although predominantly presentdast Slavic folklore). These old women are often
portrayed as villains or donors (a character inyfeles who tests the hero). Andreas Johns sugjgest
that Baba Yaga/Jezibaba can be seen as an ‘ambignother?® In his discussion on the role of
Baba Yaga as a mother, Johns observes Freudiaduagian approaches. Johns summarises the
Freudian interpretation:

The individual's infantile and early childhood exjgnce accounts for the perception of the
mother found in cultural projections such as tHktéde 126

A Jungian approach offers a different interpretatbf Baba Yaga. Baba Yaga could be seen as an

archetype of the ‘Great Mother’. Erich Neumann akp that a child sees his mother as an ‘all-

123 CheekRusalka 113
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125 Johns Andreadaba Yaga: The Ambiguous Mother and Witch of thesian FolktalgNew York: Peter
Lang Publishing, Inc., 2004)
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powerful numinous woman, on whom he is dependerllirthings’*?” Another Jungian scholar,
Marie-Louise von Franz, identifies Baba Yaga asdeaut example of the dual aspect of the Great
Mother archetype, precisely because of the fattsta can be both good and B&d.

In terms of both Freudian and Jungian interpretsti then, JeZibaba could be seen as
Rusalka’s ambiguous mother, mother-the-castratdrtia® Great Mother. However, as Otakar Sourek
explains, ‘she is more of a dear old aunt to R#afR Before | explain her placement in the opera
and in relation to Rusalka, characteristics ofldaZa in the libretto must be elaborated in detail.

Rusalka talks about JeZibaba's menacing presandbei woods, and she is not the only
character who refers to Jezibaba in such way: dmmekeeper also describes JeZibaba as one of the
terrifying creatures that live in the dark forestan the lake. In fact, the Gamekeeper sees all the
characters of the forest/the unconscious as evwiteth In Act I, he describes JeZibaba to his
nephew, the Turnspit:

Je li v €le duSe slaba, If the soul in the body is weak,
Uhrane ji JeZibaba Jezibaba will put a curse on'itt

Her disturbing presence naturally comes from Kvabié describes her eeriness not only
through the eyes of other characters such as Rusalll the Gamekeeper, but through JeZibaba's
‘sound’. In the Rusalka-JeZibaba dialogue in Ac touple of descriptions in the libretto show how
JeZibaba talks to Rusalka: ‘with a devilish laugkiciously’, ‘with humour, but more and more
viciously’ and ‘with a hideous, eerie ton&.Even with all the characterizing hints given ireth
libretto, it seems to me that there is still a gieesto be answered: namely, how evil is JeZibaba?

In order to be with the Prince and become humasaiRa asks for JeZibaba’'s help. JeZibaba

asks for her translucent watery veil in returnthiis transaction between Rusalka and JeZibabaege s
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that Jezibaba is nowhere as sinister and bruta&hexSea-Witch, who cuts off the little mermaid’s
tongue. JeZibaba warns Rusalka that she will safidrbe mute to all humans:

A neZ nabudes ji, tgp budes téz, and before you will gain love, you will
suffer
Pro v3echen lidsky sluctema Zistanes!  to all human ears you will remain mut&!

In Act lll, when she is betrayed by the Prince, &ks asks JeZibaba for help because she longs to be
with her sisters and end her suffering. JeZibalm ler that the only way to be with her sistersois

kill the prince. Horrified, Rusalka rejects the fenthat JeZibaba hands over to her. Later in theesa
act, the Gamekeeper and his nephew come to héo lagk for help, to aid the prince who is ill. This
scene clearly shows JeZibaba's sarcastic sidbea®ases the Turnspit, who is clearly terrifiether.

Although the characters perceive Je&bab evil, they come to her hut and beg her to help
Rusalka and the Prince. They acknowledge her wisdndhare willing to put both their own and
someone else’s fate into her hands, because sheucanthem. Therefore, it is easy to see that
JeZibaba is not simply a malicious character. Tag she speaks to other characters is rather sarcast
and bitter, but not evil. She abhors humans, clantinat they are all cursé®.But her words and her
sarcastic and borderline misanthropic tone of voi@ch sound as if they are coming from someone
who has been hurt in the past by humans, are witerpreted by the characters as evil.

Because of JeZibaba's access to both the supexhatul human worlg-or unconscious and
conscious in psychoanalytical terms, she is theogiintient of the Freudian Ego. The Ego is ruled by
the reality principle. According to Freud, its radeto moderate the wishes of the Id, the Supertgo,
external world and with the reality principle, tcake an individual acceptable in sociéin The
Ego and the IdFreud suggests that the Ego has to serve thtieer reruel masters: the Id and its
irrational drives, the strict Superego and the rextieworld® Because the Id is ruled by the pleasure
principle and the Superego by the morality prireiphe Ego often suffers because it is sometimes no

powerful enough to control the other parts of thednOne of the Ego’s roles is, according to Freud,
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to test reality:3® This is precisely what JeZibaba deehe ‘places’ mute Rusalka into a foreign and

predominantly male environment to test reality Hmesocial spheres from which women (at the time)

were excluded.

2.4.3 Mute Rusalka and the Conscious Realm

Rusalka’s muteness is probably the most intriggiag of the opera. For the last scenes in Act | and
the most of Act Il the protagonist, the one on wheenall focus on is silenced. Her silence seengs lik
a high price to pay, indeed, and ultimately leagisouask why she has to be mute at all?

The rationale for Rusalka’s muteness could beddorFreud’s topographical model. Eros is,
as mentioned, situated in the Id, which is in iirety in the unconscious mind. The Id, unlike the
Ego and the Superego, does not have a part tlmtth® conscious mind. Therefore, when Eros in
Rusalka ‘reaches’ the conscious mind, mutenessmsig because of its inability to function in the
realm of the conscious, cognitive, context. Witkireud's topographical model, Rusalka’s silence
could be perceived as a product of the Ego (Jed)batying to please the Superego (Vodnik), its
morality principle and the reality. Unlike the ldgtmermaid who is not able to speak to anyone
because of her ‘tongue-ectomy’, Rusalka is stileab speak to Vodnik in Act Il. Therefore, her
muteness is strictly reserved for the human worlde-world of the conscious mind. The conscious
mind is entirely about our perceptions, subjectidand the things we are aware of in the external
world. Thus what we see at the end of Act | andhim majority of Act Il, during Rusalka’s silent
state, is Rusalka’s conscious experience, basbeéoperceptions.

When she is silenced, we must depend on otheractess for our understanding of her
narrative—what they say about her and how they perceive Ranging from frustration with her
silent presence (the Prince), jealousy and maleriess (the Foreign Princess) to anxiety (the

Gamekeeper and the Turnspit), the humans expresstigative attitude towards and about Rusalka.

138 bid, 18
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Their opinions shape the story and emphasise Raisatkiffering, as she is not able communicate
with them and be part of their world.

While silenced, we also depend on Kvapil's vivigsdription of Rusalka’'s appearance and
facial expressionwe see her paleness, her pain and fury. In hartsitate, Rusalka becomes like a
painting that is observed by everyone. Rusalkacdcbel compared to Munch’s ‘The Scream’, which
Zizek sees as a painting from which you expecetar la soun®’

Although the entire opera focuses on the suffedhghe protagonist, it is in Act Il when
Rusalka’s pain is highlighted, and at this point sigfering clearly stems from her inability to ifitto

the human world, due to her lack of speech.

2.4.4 The Prince and the Foreign Princess

The Prince is Rusalka’s love object introducechatend of Act I. If we understand the two worlds in

the opera as symbolic of the unconscious and thecitous, the Prince would become the first ‘layer’

of Rusalka’s conscious, her internalised objealesire. We first encounter the Prince in the woods,

with the Hunter. He sings about Rusalka and remesier ‘wet embrace’

Potaji ty vody mne v lokty své lakaji, These waters secretly entice me into their
arms

jak bych n&l divojky lovu cit As if the savage feeling of the hunt

v objeti jejich za ochladit Would cool back down in their embrat.

The Prince remembers the same event, which Rutdksaabout in her aria ‘Setasto gichazi’. At
the end of Act |, the Prince appears to be besatidtdRusalka, whom he refers to as his ‘pohadka’
(‘fairy tale’). Although he keeps on calling hersHiairy tale and a golden star, which might seem

romantic, the Prince’s intentions are quite clear:

Vim, Ze jsi kouzlo, které mine, | know you are magic that will pass
a rozplyne se v mlzny rej, and dissolve into a play of mist.
le¢ dokudc¢as nas neuplyne, but while our time lasts,

137 Slavoj Zizek I Hear You with My Eyes”; or, the Invisible Mast’, in Gaze and Voice as Love Objects
edited by Renata Salecl and Slavoj Zizek (Durhachlaandon: Durham University Press, 1996) 93-4
138 CheekRusalka 126
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6, pohadko ma, neprchej! oh my fairytale, do not fleét

From these lines, it is obvious that the Princewkthat the relationship with Rusalka will not last
possibly due to her nature. In their first appeeeaim Act Il, the Prince keeps revealing his true

colours more and more;

Ma& siatek dat mi teprve, Am | to find only in marriage

co laska davno ctig, what love has long craved?

by rozhdela jsi do krve That your ardour might be ignited

a byla Zenou mou zcela? and you might be my woman completépy

The Prince concludes his monologue with ‘mit musgbe docela!’ (‘I must have you completely!’),
which he repeats over and over again.

In the eyes of the Prince, Rusalka is not anemgive siren or a ‘ravishable ondine’, with
‘appropriate female passivity*! The way the Prince treats her is more in lindn\wibw some artists,
such as Arthur Hacker, Gabriel Guay, treated womleose ‘natural habitat’ was the woods. Dijkstra
talks about the nineteenth-century thinking abooitnen, trees and nature. The trees, as he points out
are ‘rooted in the earth and fundamentally passinegresent ‘only static energy’ and as such they
stand for the ‘feminine mentality*? Often portrayed lying prostrate in the woods, ti@men in
paintings such as Hacker’'s ‘Leaf Drift' (1902), Giga‘Poem of the Woods’ (1889) as Dijkstra
observes, are ‘passive, but in the intensity ofrtpeimal needs their passivity is the source of
aggressive suggestioré®. The Prince’pohadkait appears, reanimates these suggestions.

The Foreign Princess, on the other hand, doese®n to fit neatly into any of these fin-de-
siecle fantasies. The appearance of the Foreigmcd3s stops the Prince’s intentions towards
Rusalka. Unlike Rusalka the Foreign Princess ishenPrince’s mind, able to respond to his needs.

Often interpreted as Rusalka’s antagonist, shespaseal threat to Rusalka’s relationship with the

139 1bid, 134
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Prince. Infuriated with jealousy, the Foreign Pess wants the Prince to suffer by making him fall i
love with her, thus destroying his union with a enahd pallid beauty, only finally to reject himhrs
moment of complete infatuation. Stich points ouhig analysis of the libretto, Cizi &mna (literally
the foreign duchess), that the word ‘cizi has aatieg connotation, referring to hostility,
suspiciousness and hazardousn¥&ss’.

The way the Foreign Princess treats Rusalka andhaoshly she addresses her is out of pure
maliciousness (the sound of her voice is descréasethalicious), since Rusalka is in her place, or in
her words ‘Ze jina dli, kde ja jsem &kt byt’ (‘that another woman dwells where | wantecbe’)14°
Moreover, Cheek observes the use of formal anthaigyou The Foreign Princess addresses both
the Prince and Rusalka with formau (vy). Cheek points out the difference in a way sbkes the
formal youwhen addressing the two characters. The Foreigic&ss and the Prince always address
each other with formajou as a sign of their aristocratic class. Howevdremvthe Princess address
Rusalka with the formayouy, she says it in ‘mock politenes€®.With her clever use of words, the
Foreign Princess tells Rusalka that she is notqfahteir world*’

In the libretto, Kvapil tells us that Rusalka Ieokt the Foreign Princess with fury and péin.
However, Rusalka is not angry with the Foreign €&ss: it is thefickle Prince, as the Turnspit
describes him, she is angry with, precisely becafibis fickleness$?® She appears when the Prince is
already bored with mute, pale and ‘cold’ Rusalkathvthe following words, ‘Ji hid v ofich vasi
sila’ (‘in her eyes there blazes the force of pas¥i Rusalka describes the Foreign Princess to
Vodnik.!*® The passion that the Foreign Princess possessammisthing that Rusalka lacks as a
human. This particular contrast between RusalkathedForeign Princess is important, since the
passion that the readers were able to experiemoagh Rusalka’s words in Act | stops the moment

she turns into a human and, as a result, losesidiee. Therefore, it appears as if the Foreign

144 Stich, ‘KvapilovaRusalky, 20
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Princess, through her own voice that exudes pastaias over Rusalka’s nature and identity. The
loss of voice therefore signifies the loss of passiall of which are the result of Rusalka's
unsuccessful metamorphosis, which causes her taimdmetween two worlds.

In a psychoanalytical analysis of the Foreign Rygs;¢ Lacan’s interpretation of Freud's
concepts of ideal ego, ego-ideal and superego wmldelpful. In his return to Freud, Lacan makes a
clear distinction between the three terms. ZiZzekrsarises Lacan’s interpretation: ‘the ideal €go
idealised self-image of the subject (the way | wolike to be, | would like others to see me)’, the
Ego-ldeal as an agency which one tries to impregth Wis/her ego imagé>! Therefore, in
Freudian/Lacanian terms, the Foreign Princess doelderceived as Rusalka’s ideal ego, something
that she would like to be, how she wants the Priacee her. The Foreign Princess is also Rusalka’
ideal ego because she has something that Rusadisand$-the voice. Unlike silenced Rusalka, the
voice of the Foreign Princess is heard in a sod¢he&ywants to silence it; she is present in tlaesp
that does not want her there. This is preciselytWesalka wants, to be heard and an active member

of the human world, without causing anxiety in othe

2.4.5 The Gamekeeper and Turnspit

It is often considered that the characters of taem€keeper (Hajny) and Turnspit (Kuchtik) are in the
opera to offer comic relief. Stich observes thatsth comic characters were conventional Czech
characterd® Some non-Czech productions cut out the scenesntiatle the two characters (along
with some other scenes), due to the lack of faiththieir comic appeal. However, even if the
characters’ comic side might not appeal to non-8zeaevith their removal, the opera loses an
important layer. The two characters not only prevad musical contrast, but also a non-aristocratic
perspective on the events and their view on thddnwoir naturet> With their gossipy nature, they
represent society in the opera. Not only do theyige the latest gossip, but the Gamekeeper and the

Turnspit's opening scene in Act Il reflect the @#ing negative attitudes towards women in the fin-

151 7i7ek, How to Read Lacar80
152 stich, ‘KvapilovaRusalky, 20
153 CheekRusalka 26
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de-siécle era. Cut this layer out, and the opemrbes detached from the time and culture of its
creation and in a way loses a link with modern sime which these attitudes still resonate.

The Gamekeeper and the Turnspit do not know wimatt &f creature Rusalka is. Relying on
the fact that the Prince found her in the foresi] #hat she is therefore not one of them, they

immediately see Rusalka as an evil enchantressTliimespit describes her with the following words:

Holka je ti tma, The girl is mute,

kapky krve nema, does not have a drop of blood
chodi jako vyjevena, she walks as if were stunned,
to by bylacista Zena! she would be a fine wif&Y

The word ¢ista’ is often translated as ‘perfect’ or ‘fineytdt also means ‘pure’. The use of the word
could be interpreted as questioning of RusalkaritypuBrett Cooke, in his article ‘Female Constttain
in Kvapil and Dvdék's Rusalka offers a description of established social norimstraditional
societies, which could be applied to the Gamekeapéithe Turnspit’s view on Rusalka:

It does not matter what really happened but whatpseceive may have happened. In
traditional societies and in much of modern amyaman commits her reputation irrevocably
when she ‘plights her troth’ to a man; if things dot work out, she cannot regain her
perceived virginity and, hence, cannot attract lagomant>®

The two characters are not aware of the real siudietween Rusalka and the Prince. Rusalka’'s
‘impurity’, in the mind of the gossip folk and herenacing presence in the castle is easy to connect
with an overall negative view of all the charactdat live in the woods, including Vodnik, JeZibaba
and the wood sprites. In their eyes, Rusalka israhodiment of all the evil things that exist in the
forest. She is Vodnik that will drag the Princeviher realm; she is Jezibaba with her powers asul al
like the dancing wood sprites that can daze huméahs.way the Gamekeeper describes the wood

sprites could be seen as his interpretation of Rogalka enchanted the Prince:

A kdo vidi lesni Zinky And whoever sees the wood sprites,

154 1bid, 140-141

155 Brett Cooke, ‘Female Constraint in Kvapil and DakisRusalka,
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bez koSilky, bez sukynky, without shirt, without skirt,
omami ho lasky chii will be dazed by the desire of love!

Notice the verb ‘omami’ in the description. The fAgpit uses the same verb to describe the Prince
‘bloudi jako omamen’ (‘he fumbles around as if kér a daze’) after the Gamekeeper’s description
of the forest creatures abovéTherefore, the Gamekeeper’'s views are confirmedhkyTurnspit:

the Prince is in a trance. The verb ‘omamit’ isnffigant because it is a synonym fobloudit,
meaning Obluda(monste), a word that derives from the vesbloudit can be seen in this act, as it is
used by the Turnspit to describe Rusalka (his Wastd in Act Il). Therefore, the two synonyms
suggest Rusalka's fatal attraction and danger ¢hates with it and also the Gamekeeper and the
Turnspit’s anxiety.

In both Act Il and Ill, the Gamekeeper and the nBpit express their negative views,
dominated by fear. Interestingly, they do not shihws kind of animosity towards the Foreign
Princess: she is only mentioned as the Prince’sinmsest. Their old aunt Hata, whose guidance they
seek, remains invisible at all times. JezZibaba, whibey fear, yet ask her to help them/the Prince,
lives in the forest, and so do the tempting woattes

The views of Gamekeeper and the Turnspit towarmimen are therefore quite interesting, as
they tend to reflect certain attitudes from the grawvhich Rusalkapremiered. In her article on
misogyny and art in fin-de-siécle Vienna, Kathereandler points out that the misogynists of the
era were trying to preserve the ‘ancient status,guoich meant keeping women away from public
sphered® Therefore, there is a visible connection betwéenGamekeeper and the Turnspit's words
and Weininger's writings that summarise (through dnivn views) the prevailing gynophobia in the
fin-de-siécle Habsburg Empire.

As the Gamekeeper and the Turnspit disBussalka, they feel threatened by her presence
and the possible influence she might have on time®m@and to an extent on their society. To the two

characters Rusalka, even mute, manages to disrestatus quo. The presence of a woman, such as

156 CheekRusalka 144
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Rusalka, in their view, could change society foe tworse. The negative views on Rusalka, as
expressed by these two human characters, makanma#yise with the protagonist. What stands out
in their opening scene in Act Il is Rusalka’s onmagence and the fact that even silent and absent sh
narrates the story through the Gamekeeper and tinespit. With their negative views, Rusalka

silently tells us of her struggle in the human waahd of the fact that she is not welcomed amongst

the humans.

2.5 Repetition irRusalka

One of the most striking features in the libretdhe repetition of words/word units at a more loca
level, and across the libretto as a whole. As dribekey literary techniques of the opera, rejuetit
does not escape a single character. Various tyfpepetition are used to put the emphasis on certai
elements in the libretto. The simplest examplehef tepetition is its use in order to highlight the
relationships between the charactéaticku (daddy),dite (child), tetko (auntie)sesticko (little sister)
andstrycku (uncle)!®® These nouns are all in the vocative case, refgtdra person being addressed.
The simple repetition is enriched, either with rjgetions or by adding more information that create
a feeling of disbelief: in Act I, Vodnik says ‘Bitlitt, z noci do noci tvoje sestry budou pégtakat!
(‘Child, child, night after night your sisters witry for you!’). Another way to emphasise incretiuli
could be found in the opening scene of Act Il. Withetition, the Gamekeeper and the Turnspit show
their disbelief about the situation in the castie:by byla, to by byla, to by byldista Zena!” (‘she
would be, she would be, she would be a perfect iadm@&o intensify characters’ wishes, intentions
or feelings, Kvapil uses the repetition of entientences or clauses. Rusalka’'s aria ‘S&rsto
prichézi’ is a perfect example of this kind of repeti, since she emphasises her wish to be intimate
with the Prince.

The other noticeable use of repetition is in tenT of the imperative: ‘Nisicku, nezasni,

nezhasni!” (‘Oh moon, do not fade, do not fadéPpmoz mi pomoz, zdzéaa Zeno!” (‘help me, help

159 Stich, ‘KvapilovaRusalky 28
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me, oh wondrous woman!’), ‘Spas mne, spas’ (‘Saee save me’'}®° The imperatives end the story
of Rusalka and her Prince, as he asks her to kisqlibej me therefore kill him and she tells him

that she must destroy him (‘musi& musim zahubit’).

2.5.1 Rusalka, Vocatives and Imperatives

The repetition of vocative nouns and the imperatemphasises one important feature of the libretto:
that is, as Stich points out, the characters’ rfeedontact that cannot be fouttd.Therefore, when
Stich mentions the use of vocatives and imperativesrder to emphasise the need for contact, we
can assume he means Rusalka’s urge for contadfisade The libretto affirms this idea, as Rusalk

is never able to connect with the Prince the wag wlanted. Rusalka’'s use of imperatives and
vocatives creates an interesting effect on usesaiders. As we read the story, we see that tiepeti

is futile. This futility makes us connect with Rilsg as we desire to react upon her imperatives and
vocatives ourselves and communicate with her.

Both the vocative case and the imperative are fmedirect address. Even though all the
characters repeat vocatives and imperatives, tisardiffers from Rusalka’'s, as their use is always
directly or indirectly related to Rusalka and hauation. For example, Vodnik’s vocative ‘ubohé
Rusalko bled@’, which is directed at Rusalka, eshieoughout the opera and affects the reader’s
reception of the protagonist. Some of the repeatemhtives and also the repetition in succession,
especially in the case of the Gamekeeper and thespiil sound like everyday speech. Most of the
Prince’s vocatives and imperatives are directedRagalka - his final onejbej me (kiss me) is
fulfilled by her. Additionally, since the entiréosy is told from Rusalka’s perspective, in a waly of

the directives come from her subjectivity.

160 |bid, 28
161 bid, 28
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2.6 Conclusion

In the analysis of the narrative, | have placedadfaswithin Freud’'s model of the psyche in order to
depict her inner conflict in Act | and Il. The immeonflict remains unresolved, as she ends in an
aporetic state, stuck between the two worlds, adhuman or unconscious/conscious. | have also
pointed to the importance of repetition, mainly tee of vocative nouns and imperatives, for the
libretto’s literary structure. This repetition, dent in Rusalka’s vocabulary in Act |, leads tdates of
silence and in Act Il to the Prince’s death. Bepetition itself is also revealed is futile, akads her

to sacrifice, and to turn the Prince into her fivittim. With repetition, Kvapil emphasises the
protagonist’s pain and the inevitable tragic fineléhe maximum. With her final transformation into
a will-o-the-wisp, she constantly wanders and reptee same task of luring men into their death.

In the chapter on the music that ensues, we edlltbat the idea of repetition, which | posit as
so essential to RusallRusalka continues to be of central importance. Howevee, hature of the
repetition in music differs in essential ways fraray repetition in the text functions. After layiogt
the way the musical repetition functions, | willncect the musical repetition with psychological
concepts of desire and the death drive, as explabye Zizek and Salecl. By connecting these
concepts with the repetition in music, | will dissuhow together they reveal another facet of
Rusalka’s nature. An analysis of repetition in rougiill demonstrate ways in which Rusalka

expresses her subjectivity and an impact it hassoss the listeners.
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Chapter Three: The Music

3.1 ComposingRusalka Symphonies and Instrumental Forms

‘They look upon me as a composer of symphoniesyahtiproved to them long years ago
that my main bias is towards dramatic creati§f’.

This quotation from Dvi@k's interview for the ViennesBie Reichswehriwo months before his
death,suggests the importance of his operas and drar@ticeptions in general for his identity as a
composer. Moreover, he stresses the importancetabeing categorised simply as a symphonic or
operatic composer, but as a composer of dramatiksaaf music, regardless of the genre. And yet of
course Dveék is most widely perceived as an instrumentalistial composer. The composer’s
own in-between status, which has overshadowedetteption of his operas in particular across the
twentieth century, could be seen reflected in {bera itself and its protagonist Rusalka, who resain
stuck between two worlds, never belonging to anthefm. My analysis of the music, with the focus
on the repetition of themes and maotifs, will foars both of these aspects, rejecting the tendency to
receive the musical language of the opera as ditsgumental or Wagnerian, and instead to reflect
on the dual aspect of Rusalka’s nature as sheamhstries to communicate through repeated themes
and motifs to situate her relationship with eittiex natural or human world.

The widely accepted idea that EAlo is only an instrumental/symphonic composer is
emphasised by some scholars in fResalkadiscourse in order to counter the influence of the
omnipresent Wagner and his techniques on our rgadiDvarak’s opera. In her analysis Blusalka
for instance, Gabrielova claims that D&k works chiefly as an instrumental compos$&David

Beveridge adds to this notion, stating that Eakowas ‘comfortable in the relatively circumscribed

162 Otakar SourekAntonin Dv@iak: Letters and Reminiscengésans. Roberta Finalyson Samsour (New York:
Da Capo Press, 1985), 223
163 Gabrielova, 'Dviaks und KvapilfRusalkaund das Lebensgefiihl diés de siécle’ 74-75



55

forms of symphony and chamber music, and perha@s more so in his sets of short dané&sn
one of the earliest reviews Bfusalka Karel Hoffmeister writes that the fairy-tale, itymatmosphere
that Dvdak creates for the supernatural world comes frosnslgimphonic poem$® Viktor Fischl
describes the opera as a ‘richly sustained symphpoem’, which he attributes to Ds&k’'s
‘imaginative use of the orchestrg®,

As many scholars have observed, some of the nmiusicaniques employed iRusalkado
indeed come from Dvdék’s instrumental compositions. One of the mostdrtgmt motifs, known as
the ‘four-note motif’ in the opera, has its originsDvorak’s Symphony No.2 in B-flat Majdf’ Even
the easily recognisable theme that is associatéd Risalka comes from Di@k’'s sketchbook, in
which the theme was conceptualised for a sonataditw and piano that he sketched during his stay
in Americal®® From the American sketchbooks, the main themeHerPolonaise in Act Il is also
derived, which was originally intended to be paftaopiano piece entitle®ithyramh®® These
materials from Dviak's sketchbooks never fulfilled their destiny tecbme instrumental pieces,
instead becoming an important partRifsalka The mutation of instrumental material into thesigp
might thus seem to reaffirm the idea that Eakotook instrumental forms as the basis of his
compositional approach for opera as well as instntal music.

The fundamental paradox, however, as Beveridggbised out, is that D¥édk manages to
achieve something quite unique Rusalka'’® The uniqueness of this technique, so to speakais
although he uses formal units that are typicahefrumental music in such way that the instrumental

basis of the forms are clear, these units at theedame tend to be very discreet and well integtate

164 David Beveridge, ‘Formal Structure in Diak’s “Rusalka”, in Musical Dramatic Works by Antonin
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the opera, without damaging the notion of melodictinuity2”* In that respect, Beveridge argues that
Dvoiék created operatic music that even ‘Wagner woalktradmired’? perhaps, | might add, his
unique blend of instrumental perspectives into apera perfect example of this technique, he notes
the opening section in Act | (the scene with thedd/&prites). The playful opening scene is made
complex by the way Dudk employs instrumental forms. The overall struetaf the scene is in a
rondo form!”® What is more, Beveridge points out that the lasgetion that appears before the
modulation to C sharp major is in miniature sorfaten.’* A rondo form, similar to the one from Act

I, also appears at the beginning of Act’Plin addition, everyone’s favourite example of ttiévice is

‘M &sicku Na Nebi Hlubokém’ (the famous ‘Song to the Mgan'’ Act |, which resembles a strophic
form ‘with two verses plus coda, the sections beiagarated by a brief orchestral ritornello during
which Rusalka stretches her hands out to the md®drespite the prevalence and interest of these
instrumental forms, however, they do not in them=eldefine the musical techniques with which

Dvorak illuminates the dramatic content.

3.1.1 The Influence of Wagner

The use inRusalkaof instrumental forms and of music intended fortrmsiental works has been
noted by some musicologists, as we have seen. Howine majority of scholars focus their attention
on Dvaak’s use of techniques that are attributed to Wiagnehe late nineteenth and early twentieth
century, it was impossible to remain indifferenttie influence of the omnipresent Wagner within the
borders of the Habsburg Empire. Dak is certainly not an exception. Some scholard terplace
Wagnerian influence at the beginning of Békis career. However, as Gabrielova observes,

Wagner’s influence was present throughout ks musical career, to the end of his Afé.
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Gabrielova gives examples, such as Dvorak’s artiold=ranz Schubert, in which D&k expresses
his admiration of Wagner, praising the condensatibfall his genius into ten great music-dramas’
and also Wagner’s ability to invent ‘weird harmaiiE® In his letter to Kvapil, Dviak asked him for
the text of the only duet iRusalkabetween the Prince and the Foreign Princess. Adfihdie was
decisively against duets, Dtak believed that the duet between the two chasactenld work well,
specifically comparing it to Wagner3ristan at the end of Act IE® Furthermore, Beckerman
suggests that D¥ék’s time in America influenced the composer toufoenore on opera composing,
in generaf® In addition, he posits that Wagner's popularityAimerica seems to have influenced

Dvordk more than the German composer ever had bable indameland®!

3.1.2 Musical Continuity

Scholars do not rest with establishing the infleen€ Wagner in DviaK’s life; they also search for
Wagnerian elements iRusalkaitself. One of the most interesting Wagnerian ezt inRusalkais
the sense of musical continuity. Beveridge notesapplication of Wagnerian continuous music in
Rusalka,because of the way the ‘borders’ between free gassand set numbers are era$éd.
Beveridge explains this as follows:

One factor in this feeling of continuity is the falat the modulatory, recitative-like passages
which connect the principal numbers of the opeeatbemselves interspersed with smaller or
slightly less consolidated areas of stabilify.

He gives another example of this ‘blurring’ techregwhich he describes as ‘gradual consolidation’,
rather than a sense of ‘disjunctut¥Beveridge provides a beautiful example of thisjoivhs the

transition from the Prelude to the opening Woodit8prscene; with a prolonged harmony on the
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dominant, which ends the Prelude, the followingheceommences, still on the domind#tThus, the
listener is left with a feeling of confusion, agtblear end to the Prelude and the beginning of the
opening scene are not really given musically.

As a reaction against a feeling of being ‘trappada continuous melody, Beveridge stresses
the importance of dividing the opera into a varibussical gems’, which are the sectiondRaosalka
with a different tonic centre. He elaborates tloion further with some musical examples from Act |
and concludes that:

the advantage of this division into separate uigitthat the listener can take his musical
bearings, mark his progress, as it were, throughettpanse of the work rather than feeling
that he is adrift in a continuous musical fA3Xk.

This idea of being ‘adrift in a continuous musiflak’ is precisely how Poizat describes the effect
that Wagner’'s continuous melody produces in sosteriers. Poizat presents a discussion between
opera fans, in which they discuss the feelingatigo madness and the powerful effectdobdwning
which Wagner’s melodic continuity causes in some¢hef listenerd®” Wagner himself was aware of
this effect in his operas, especially in the ladt @f Tristan® The sense of melodic continuity is
strongly present ifRusalka Therefore, Beveridge advises us to mark certagticns in the opera in

order to save ourselves from melodic drowning.

3.1.3 Leitmotifs

Beveridge also observes that the sense of unitRusalkais created by the use of repetition of
melodic motifs!®® The assimilation of Wagner's famous leitmotif Heirjue is hard to miss in
Rusalka.In fact, the use of leitmotif technique that B&k employs is discussed far more than any

other ‘Wagnerian’ techniques, such as continuousicall flow, avoidance of ensemble writing,

185 |pid, 133

186 Beveridge , ‘Formal Structure in Dkék’s “"Rusalka”, 132
187 Poizat,The Angel's Cry74

188 |pid, 74

189 Beveridge, ‘Formal Structure in D¥&k’s “Rusalka”, 133
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chromatic harmony and appoggiatti¥aAs mentioned in the Introduction, Clapham discdste
system of leitmotifs in the 1950s, as a system uhaerlines most of the opera. Both Gabrielova and
Beveridge note the ambiguity in Di&k’s use of leitmotifs. The ambiguity is a resulacconfusior-
whether to interpret the use of leitmotifs as a gym of Dvdak’s instrumental legacy or as a
symptom of Wagnerian influence. Gabrielova stabes Dvaak works with leitmotifs ‘in terms of
autonomic (‘absolute’) musit Beveridge states that the use of leitmotifsRinsalka ‘is very
similar to that of the Wagnerian leitmotif, excelpat the appearance of a given motif in many cases
seems to have a more purely musical significanae ihusually the case with Wagn¥#.

Beveridge also adds that Oél’'s approach to the recurrent motifs resemblesfipgoach in
some of his instrumental works, in which a motif'ugell displayed in many passages where he
subjects them to intensive developméfittHe also observes the transformation of the redeatstif
in ‘unexpected contexts’, in moments when they app@recognisablé® An example of this is the
transformation of the first motif in the opera, winilater becomes an instrumental introduction & th
Polonaise in Act 1> Summarising Beveridge and Gabrielova, Cheek coleslthat Dviak’s use of
leitmotifs creates an effect that suggest theyrayearbitrary at all’, yet at the same time they bt
seem to be specifi€® He also adds that this ambiguous feeling thatcthraposer creates with his
interesting use of leitmotifs fits well with the mgral ambiguity ofRusalkaand the fin-de-siécle

eral®’

3.1.4 Labelling the Leitmotifs
The practice of labelling the leitmotifs Rusalkaoccupies an important place in the majority of the

analyses of the opera. The main motifs in the ogexree been labelled in various ways by

190 Fischl,Antonin Dvorak, His Achievemen228

191 Gabrielova, 'Dviaks und KvapilfRusalkaund das Lebensgefiihl diés de siecle’,74-75
192 Beveridge, ‘Formal Structure In Dkak’s “Rusalka”, 133-134

193 1bid, 134

19 1bid, 134

195 1bid, 134

196 Cheek Rusalka 24

197 bid, 24
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musicologists such as Sourek, Beveridge and GabéelEach suggests different interpretations,
together with different ideas about what each nmogfns irRusalka The scholars tend to agree that
certain motifs are the most important and as shehmost repeated in the opera, such as the themes
associated with Rusalka, the Prince and the fote-nwtif respectively. The themes and the motifs
that the scholars analyse definitely stand oWRlisalka,as they are indeed the key musical passages
that follow the protagonist on her path and conlrey experience to us. However, when an analysis
relies on labelling the motifs, the nature of theerpretation ends up focusing on the nature of the
label assigned, which | find can just as often leadislabelling and misinterpretation. Rusalka

the motifs multivalent and ambiguous nature make# tabelling a frustrating, and not particularly
useful, enterprise. Instead, my analysis will erplohe repetition of musical motifs themselves
(whatever we call them), as they become essent@nveying Rusalka’s sad operatic fate.

My analysis of the repeated themes and motifs willto demonstrate how they depict the
protagonist’s desire and suffering through thisarobf repetition, in connection with the text. My
analysis, divided into three sections, aims to destrate what music does for Rusalka on her journey
in the opera, focusing on three different musieakls in which Rusalka’s suffering and desire are
illustrated. The first section will be centred dwe trepetition of the themes A (Ex. 3.1) and B (ER)
and their relationship to Rusalka and her objealasire; the second section will focus on the dse o
the repetition of these themes during Rusalka'snsiphase and also how a& heightens her
suffering in other ways, such as the complete sitenof Rusalka during the scenes in which she
does not patrticipate; the final section will illtete the musical interconnection that B&fo creates
between different scenes and characters.

The lyrical theme, which is strongly associatedhwRusalka, is the opera’s main theme;
because for me the core idea of desire and suffewhich | identify as the basis of the opera, aits
the heart of our musical and dramatic experienceth® most repeated theme in the opera, it is
associated with Rusalka: it always appears whenish@wesent; when the Gamekeeper and the

Turnspit gossip, on the other hand, the theme besocompletely distorted. When the Foreign
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Princess asks the Prince about Rusalka, it is abvibat he is thinking about her as the ‘Rusalka’

theme is heard.

Example 3.1: Theme A (the ‘Rusalka’ theme), bb. 3-7

con sord.
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The idea that this theme is associated with Rusalkaes from its premiere. In his review,
Hoffmeister mentions the ‘Rusalka’ motif and writalsout its variations and modificatiot¥é The
motif associated with Rusalka indeed is an esdqdia of the fairy-tale, lyric atmosphere: thattise
epithets that describe the natural world. It is ted to the natural world though; rather, it fol®
Rusalka on her voyage. The ‘Rusalka theme’ is disdgndifferent to the music and rhythm of the
humans, such as the Foreign Princess and the golitam (as Karel Knittl observes) in the music of
the Gamekeeper and the Turnsfit.

The theme associated with the Prince is not dsalyas the ‘Rusalka’ theme. It appears
numerous times in association with the Prince palgjn it is not heard when the Prince is courtirg th
Foreign Princess. His ‘theme’ is the last one tohbard in the opera. Its last appearance, with its

weak, almost ethereal quality in the end, is irmetigrd as symbolising the Prince’s death.

198 Hoffmeister, ‘Antonin Dvi#ak’s Rusalkg 255
99 Karel Knittl, ‘Opera’, inDvorak and His Worldtranslated by Tatiana Firkusny, edited by Michael
Beckerman, 259
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Example 3.2: Theme B, the Prince’s ‘theme’, bb287-
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The four-note motif, which in my analysis | wihbel as motif C (Ex. 3.3), appears

throughout the opera in many different shapes.

Example 3.3: Motif C, b. 169
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As such, its ‘role’ inRusalkais ambiguous. Due to this quality of the motif, simologists offer a
range of different interpretations. Otakar Sourekscthis the motif of water magi€? Decades later,
Beveridge names it the motif of frustrated yearni@@brielova, in her analysis of Act lll, or more
specifically, the second dialogue between RusatkbJ&zibaba, refers to motif C as a ‘fate matif’.
This change between ‘the magic of water’ and tierpretations of Beveridge and Gabrielova shows
a shift in the interpretive modes Rtisalka moving away from the ‘nature’, fairy-tale-liketseg and
leaning towards other types of interpretatidfisAlthough both Beveridge and Gabrielova do not
assume a Wagnerian perspective in relation withr&k/e use of leitmotifs, their analysis Biusalka
appears to be a result of a traditional Wagnedmelling of the leitmotifs, especially in Beveridge
case.

Through the use of this leitmotif technique, theepetition becomes an important aspect of
Rusalkés musical language. Interestingly, the importaméemusical repetition offers a musical

analogue to the repetition that is such a promifeature of the libretto.

200 Cheek Rusalka, 23
201 Gabrielova, 'Dviaks und KvapilfRusalkaund das Lebensgefiihl dfés de siécle’ 76
202 http://www.antonin-dvorak.cz/en/rusalk&l December 2013)
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3.1.5 Motivic Repetition
Motivic repetition is an important element Rusalka,enriching the story and fundamentally shaping
the listener’'s experience. It does not completefytam the repetition of the text; rather, it is elted
to the story since it follows its development. A¢ tsame time, Dwék takes the melodic repetition to
another level, creating interconnections betweernwo worlds and the characters where Kvapil does
not make such connections. This composing techraqdeconstant repetition of various motifs create
a link between the scenes in the opera; and astding develops, repeated motifs act as a reminider o
both the scenes and also the words. The motivietitep, as | will argue, depicts Rusalka’s desire
and suffering. Moreover, the following analysis Iviiteak away from the previous labelling of the
motifs in Wagnerian terms (that is, as having g@lsimeaning across the opera), and instead interpre
what they mean when connected to the libretto eciic contexts, and also the relationship that
Dvorak creates between some other motifs. My discussidhe use of repetition in the music more
generally in the opera will allow me then to slidtus to the mute Rusalka, as possibly the most
fascinating aspect of the protagonist’s natureyhiich | believe Dvéak sets up our experience of her
subject position, despite her operatic silence. &talysis of motivic repetition itself relies on
psychological concepts: namely, on the sense @saalthat is always unsatisfied, and of the death
drive that is satisfied by a repeated failure/iligbto die. Rusalka’'s unsatisfied desire relat@she
Prince, whereas her painful immortality relatestite death drive. Since she cannot die, Rusalka
constantly circles around it, failing to reachntdagain satisfaction from it.

In the libretto, it is clearly stated thatdalka desires to become a human, in order to g®sse
a human soul and to be loved by the Prince. Acogrth current psychoanalytical theories, desire is
defined as seeking out ‘something prohibited orvailable’, which is precisely the case with
Rusalka's desir® These current psychological ideas, as laid outdganians such as Zizek and
Salecl, could be applied to Rusalka’s tragic fater desire remains unsatisfied: she loses thedbve
the Prince and does not gain a human soul. Asudt,réise destructive force, the death drive, takes

over. Completely in the realm of the death drives&kia, therefore, becomes trapped in what Salecl

203 5alecl, ‘The Silence of the Feminideuissance 180
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refers to as ‘the self-sufficient closed circuittbé deadly compulsion-to-repeat’ and this repmatiti
satisfies her death driv& However, this satisfaction is not similar to wisatisfying her desire
would have brought to her, because on the levehefdrive ‘there is onljouissancg a painful
satisfactiort® Therefore, the story becomes divided into twoisast Act | and Il, which are all
about Rusalka’s desire, and Act lll, which is ab®usalka’'s death drive. The search for the
satisfaction of the desire and the death drivetesetwo circles in the operaone for Act | and I,
which focus on Rusalka circling around the objecher desire (the Prince) and the second one for
the death drive in Act Ill.

Motivic repetition does not lead anywhere specificeed, in that sense the repeated motifs
help communicate Rusalka’s own futility, as sheemeattains the object of her desire. Rather than
labelling the motifs in a Wagnerian analytic fashid argue that all of these motifs convey both
Rusalka’'s desire and suffering, the very naturthefprotagonist and her constant struggle to belong
in the natural and/or human world. The various feotiannot be labelled as either ‘desire’ or
‘suffering’; rather, as | will argue, their developnt across the opera suggests that the musical
development mirrors and illustrates the essentiamdtic development of Rusalka herself. | will
focus predominantly on two of the themes that apg@@ughout the opera, the themes associated
with Rusalka and the Prince, which in my analysi§tve labelled as the theme A and B. Also, | will
be analysing musical/textual interconnections ia tpera, focusing on three examples that are

important for the development of the story.

3.2 Repetition

| open with a discussion of the Prelude, in whinbnies A and B occur for the first time, before gein
repeated. With the discussion of the Prelude, llavily demonstrate how the motivic repetition is se
up at the beginning. Moving away from the Prelddeill then try to demonstrate the ways in which

the repetition of themes A and B illustrates Rusalisuffering and desire.

2041bid, 179
205 bid, 180
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3.2.1 The Prelude

As asserted above, musical repetition can be hierdh#d opening Prelude. In its own way, the Prelude
could be interpreted as telling the story of Rugalkourney, through the way it portrays a musical
motivic transformation, which connects with Rus&keoming dramatic transformation into a human.
Theme A (Ex. 3.1) is a quite lyrical theme. It sepsthe much-discussed fairy-tale atmosphere of the
opera, with the help afon sordinoviolins and violas and the woodwinds, which gikie theme quite

a soft sound. The passage containing the shorhmiigt motif and theme A is then repeated in
different keys. When theme A is repeated for theosd time, it develops into a bridge, set in E-flat
major, played by the strings, the woodwinds and ltbes. The bridge section finally melts into
theme B (Ex. 3.2). When at the end of Act | thenéeisees Rusalka in the woods and wants her to
come with him, he actually sings the main melodythe bridge section. At that point, this music
explicitly becomes the bridge between the Prinag Rasalka, as he sings fijiskorten lov’ (‘My
hunt is over’). This scene in Act | is the last ¢irthis motif is heard, as the connection of the two
characters slowly fades in Act Il.

In the Prelude, theme B, played by the woodwirglalso quite lyrical. The theme is repeated
twice and in the middle of the development of tente A can be heard played by the clarinets. The
short rhythmic motif ends theme B, and we returrthteme A played by the strings and by the
bassoons (bb. 42-46). In this second appeararedyshhalf of theme A is played by the trombones.
The harsh sound of the trombones transforms thggnatilyricism of the main theme, setting up an
almost tortured version of the theme, which coutdtéken to prefigure the pain that Rusalka will
come to experience from the cruelness of the hunaid and her inability to become a part of that
world. Theme A leads us to the conclusion of thellle, which ends with a dominant seventh E

major chord.
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3.2.2 Rusalka and Repetition of Theme A in Actad &l

Theme A is one of the themes that appears mogtdrely in the opera. In its structure, it is almost
always unstable. Due to the harmonic context inctvhit appears, theme A always seeks a
development or resolution. Even in its last appsaeas a funeral march, theme A, through variations
of the last segment of the theme, seeks a resoliiowever, it only to leads into a new tonal satti

in bar 1337 (the modulation is announced in ba6).3Bherefore, because of the strong association of
this theme with Rusalka, the motif's relative iisliédy ends up creating a constantly shifting masic
depiction of both desire and suffering. The muslaek of resolution of theme A establishes, for the
listener, a desire for something or someone to ¢etepghe theme. Due to a strong association of
theme A with Rusalka and/or through the theme Aissical characteristic, the listeners themselves
end up being invited to feel the same sense dessstlesire.

Interestingly, theme A, which is so strongly asated with Rusalka throughout the opera, is
absent from an important and intimate aria ‘Sgsto gichazi’ (‘Often he comes’) in Act I. In
‘M &sicku na nebi hlubokém’ (‘Song to the Moon’, Act l)ettheme, played by the oboes and the
clarinets, introduces Rusalka, and later, playedhieycor anglais, accompanies the end of the aria.
Across the course of the opera, the theme is authstdeveloped and altered until it finally becomes
as Beckerman points out, a funeral march in thal fiet?°® Clapham suggests that the transformation
of theme A reflects Rusalka’s mood changes, rdtrar her two metamorphos®s.

What is interesting is that, unlike rifee B, none of the characters sing theme A: raihés,
played exclusively in the orchestra, with three anaxceptions, in each of which it is Rusalka who
sings it. Each time Rusalka sings theme A, or ragifeagment of it, she is in a different statee&th
state, theme A is altered. While the idea that kdap asserts is plausible, | believe that the vocal
alteration of the theme reflects her polymorphiime following three examples of Rusalka singing

theme A in three acts illustrate this idea.

206 BeckermanNew Worlds of Dviak, 201
207 Clapham, ‘The Operas of Antonin Dxéd’, 66
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We first get Rusalka singing theme A in Act | (Bxale 3.4), when she is talking to JeZibaba
and is still a water nymph. The words she sings ‘tu& odwka' (‘your age-old’, referring to
JeZibaba’'s wisdom). Interestingly, the entire linet Rusalka sings is ‘dovede prémt moudrost tva
odwka’ (‘you can transform them with your age-old wosd, referring to transformations from
monster to human and vice ver§&)With this line, Rusalka alludes to her currentestand her future

transformation.

Example 3.4: Act |, Rusalka - JeZibaba scene, b-698
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The second instance in which Rusalka sings thernsi\Act I, when she regains her voice. In this
scene, desperate Rusalka sings about her reatightibthere is no place for her in the human world

and that the Prince has betrayed her ‘@aztracena’ (for him lost’):

Example 3.5: Rusalka, aria O marno to je’ (‘Qlis futile”), Act II, bb. 1142-1143
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The third example is also altered and appears inlicin this scene (Ex. 3.6), Rusalka sings
‘mildcku, vim, to vim’' (‘sweetheart, | know, | know’), thi the following text — ‘nikdy vic &

nespatim’ (‘never more will | set eyes on youry®

208 Cheek Rusalka 112
209 |pid, 210
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Example 3.6 Rusalka’'s aria ‘Vyrvana Zivotu v hikbo samotu’(‘Torn from life into deep solitude),
Act Il bb.498-499
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This last example is poignant, since Rusalka refeithe Prince, singing that her object of desire i
unreachable, as she reflects on her tragic fatéde wtuck in the circle of the death drive thatdea
nowhere. Therefore, it is through her voice anddltered theme A, rather than through the orchestra
that Rusalka informs us of her different statesgiBig only fragments of theme A, rather than the
whole theme, Rusalka in a way suggests her in-l@twseatus, the inability to be completely a part of
either of the worlds.

Theme A is quite often repeated in Act I. Its td@ma in the same act follows the story of
Rusalka and her transformation into a human. Thstemt appearance and repetition of theme A in
the majority of the scenes suggest Rusalka’'s soffén the natural world and at the same time the
urge to reach the object of her desire. It is ofepeated in Act Il, but for now | will move to Att,
since the following section will focus entirely thre repetition of the motifs during Rusalka’'s sden

In Act Ill, theme A hardly appears. lIts first appance in Act Il is in the opening scene,
entangled in the turmoil of the deadly repetitidine moment in which theme A shines is the aria
‘Vyrvana Zivotu v hlubokou samotu’ (‘Torn from lifi@to deep solitude’). It comes after the dialogue
between Rusalka and Jezibaba, when Rusalka detlateshe will not kill the Prince; rather, she
wants to suffer forever and feel her anguish. Tigearance of theme A after the aforementioned
scene signifies that theme A, when repeated, isindte function of the death drive. The last tiihe
appears is when the Prince comes to the woodsa@tsdor Rusalka. In its final appearance, as
asserted above, theme A turns into a funeral maheting which Rusalka kisses the Prince for the

last time. The appearance of theme A as a funeaatimsymbolises not the death of the desire, but
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the moment ojouissance Theme A changes its meaning with Rusalka’s fmatamorphosis - once
illustrating restless desire, it now depicts thetless death drive, another circuit from which she
cannot escape. Again, through repetition, Rusaskabtishes a connection with the listeners. As she
communicates with us through repetition, she wastt® sympathise especially as she kills/kisses the
Prince. As a will-o-the-wisp, it is in her naturewto lure and to kill. Therefore, in the very last
appearance/repetition of theme A, Rusalka wantdisteners to understand not only the pain she

feels as she kills the Prince, but also her nature.

3.2.3 Rusalka and Repetitions of Theme B
Theme A, as asserted before, is not the only thiaecould be interpreted as depicting Rusalka’s
suffering/desire through repetition. Theme B, whigltonsidered to represent the Prince, could also
be considered to depict the aforementioned iddateceto Rusalka, since there is some ambiguity in
the opera between the musical representation ofPtimece, Rusalka’'s object of desire, and the
representation of Rusalka’s desire/suffering.

Theme B, seen as representing a human, is notdrfgrent from the music commonly
associated with the natural world. It is quite dgli and as such it certainly stands in stark eshtio
the music assigned to the Gamekeeper and the Turtisgpr music has a folk-like melody, due to
their non-aristocratic social status. Theme B igrtien almost all of the scenes in which the Prince
appears. However, it is missing from the scenehitlvhe declares his love for the Foreign Princess.
Further, after Rusalka’'s transformation into a haptaeme B is hardly heard, as the Prince becomes
disinterested in her. Therefore, theme B does memsto have something to do with the Prince
himself, but with the Prince in relation to Rusalgarhaps it represents his love for Rusalka, enev
depicts how Rusalka perceives him, how she imagnies In fact, since we hear the story from
Rusalka’s subjective perspective, we are drawre®tBe Prince through her eyes and feel, through
the repetition, her struggle to connect with him.

The lyricism of theme B creates a strong conpactvith Rusalka and her music. As the

Prince distances himself from Rusalka during Acalid the theme disappears completely, it is as if
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her object of desire has become even more unattaink the finale, theme B appears again and
suggests a different meaning. In the context ofldsescene and the overall idea behind Act Ik, th
Prince transforms from Rusalka’s object of desirdér first victim. For Rusalka, the experience of

kissing/killing the Prince is the moment of lheuissance.

3.3 Silent Rusalka

Although Rusalka’s mute phase is considerably shdttan her singing one, her muteness in the
opera is too important to be ignored. For Kvapidl @vordk to create a title character who is also
mute is certainly unusual by operatic standardscé/oit could be argued, is one of the central
communicators of operatic meaning; moreover Ru&bhaice, our guide throughout the opera and
the essence of her dramatic characterisation ngplaiely removed from us at the most crucial period
in her character’'s development. She is not ab#péak to humans; only in her final metamorphosis is
she able to speak to the Prince.

In Act |, when Rusalka makes a deal with Jezibaha,is told that she will suffer as a human,

as she will be mute:

a nez nabudes ji, budes &rpgéz: pro and before you will gain love, you will
vSechen lidsky sluchéma Zistanes! also suffer: to all human ears you will
remain muté®

Thus, there is a strong correlation between mugenad suffering. The entire opera focuses on the
protagonist’s suffering and unfulfilled desire; yetAct I, these central themes are highlightechby
muteness. In the opera’s text, Kvapil providesnmfation about how Rusalka looks and feels inside
the silent exterior. However, when we listen to tipera, we are aware of her condition, although not
to the same extent as when reading the librettgadching the opera.

While mute, Rusalka, like her predecessors, Web@&ilvana and Auber's Fenella,

communicates through music. The idea of Rusalkerelsestra is interesting because it describes her

210 CheekRusalka 117
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place in the opera while mute, as she turns intpake shadow. In her own way, Rusalka

communicates with us, as we hear those fairy-tkéerhotifs that we associate with her coming from

the orchestra. Therefore, we could argue that Whatak does with Rusalka in Act Il and at the end

of Act | is that he lets us get inside her head exgerience her subjectivity and feel what shesfeel

inside. Through orchestral music, using repetii@none of the main tools of expression, Rusalka
invites us to see the story from her point of viglays experience her tragedy. As a result of the
connection that Rusalka creates with the listenespecially while mute, we, as listeners, end up
sympathising with her.

If this is true, then, what is the nature of Rkaa silence? While the idea that the orchestra
represents her while mute is accurate, it does awmhpletely explain the complexity of the
relationship that Rusalka has with the orchesttee @rchestra assists Rusalka and fails her at the
same time. Moreover, it silences her with the mtisi¢ makes her become more alienated from the
human world. This idea exists in the use of diegetusic, such as the Polonaise and the wedding
chorus song ‘Ketiny bile po cest (‘White flowers along the road’). In the Polonajsshe does not
participate-as a character that is not entirely human, shexctuéed from the dance, with its
emphasis on sociable physicality. Indeed, #akadoes not give dance music to watery creatuoes, s
as Rusalka, her sisters and Vodnik, thus creatiothar contrast between the two worlds. During the
wedding chorus, the choir sings indirectly to herrther creating distance between humans and
Rusalka.

Whether Rusalka is either mute or not, the orchistole remains the same as in Acts | and
Il —to get to the object of her desire through the wmtiepetition. It also, as stated above, silences
her with the music of the Polonaise and the weddhgrus song. With the information above, | will
try to explain in the following paragraphs how tmetivic repetition prolongs Rusalka’s failure in
trying to reach the Prince, and also indicate sother ways in which Du@k emphasises her silent

desire and suffering.
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3.3.1 Silence and Repetition of Theme A and B

In Act Il, there are couple of scenes which cledlilystrate the failure of the motivic repetitiom o
behalf of Rusalka. The most vivid example of thishe second scene in Act Il, the scene in whieh th
Prince sings to Rusalka. He clearly wants to bé tér (even force her), yet she is unable to resspon
either vocally or physically. The repetition of thes A in the scene is quite important as it depicts
Rusalka’s desire circling around the Prince. Aljlouheme B is not as repeated in this scene as
theme A, its appearance is important as it alsicteefhe protagonist’s attempt to attain the obgéct
her desire.

In this scene, theme A musically dominate@ge hear it a couple of times before the Prince
starts to sing (first appearance bb. 380-389 ated kb. 400-406/first measure). The orchestra plays
variations of the last segment of theme A untithwéin ascending melody, it leads straight into danc
like music. The dance-like music interrupts the imotrepetition of the theme A (bb.391-400/first
measure), but it is theme A that leads to the BriAs the Prince continues to sing (the altereatelan
like theme, bb. 406/last measure-418/first two mezs), the last segment of theme A is played by the
cor anglais (bb.408-417) until the entire them@icked by the cello (bb. 418-420). The cello also
plays the entire theme A (bb. 418-421) and the $ort join (bb. 419-421).

After many repetitions and variations of themehattdepict Rusalka’s restless desire, we
hear theme B, which the Prince sings (b. 421/lastsure), while Rusalka silently (although we can
hear her) follows him and responds to him in henavay. Themes A and B completely disappear
towards the end of the scene, right before theigiofrincess starts to sing (b. 449). The repetitib
theme A, in its entirety or just in fragments, aaldo theme B before and while the Prince sings,
depicts Rusalka’'s desire circling around her objdatesire, which she is unable to attain. Thergfor
this example fits within the general idea of Ruaakentangled desire and suffering, something that
as a silent human, she is not able to expressher dtumans, such as the Prince. The Prince is
unaware of the restless desire underneath Rusadiif@st exterior in this scene. The listeners,

however, are able to feel this through the repetitharacteristic of her musical idiom. As a result
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the Prince becomes frustrated with her passivity emidness, and the listeners become frustrated

with the Prince, due to his inability to connecttwRusalka.

3.3.2 The Silencing of Rusalka

Dvoidk makes Rusalka's suffering in silence vivid byidéng moments in which the listener is
made acutely conscious of her inability to respeocklly, such as the scene with the Prince in Act |
(discussed above), and also later on in two sceitesoth the Prince and the Foreign Princessén th
same act. Dvidk also emphasises her suffering in scenes in wgiiehs not able to participate, such
as the Polonaise, in which all the humans are @blpin together in dance. As asserted above
Rusalka, as an aquatic creature, does not have daunsic.

The Polonaise, which excludes Rusalka, incorpsrdteme A and its variations. It is
interesting that the diegetic music that depicts distance between Rusalka and the humans would
repeat theme A, the theme that is an essentiabp&uisalka’s musical idiom. The repetition of theem
A could be interpreted as silent Rusalka tryindpéopart of the Prince’s world, even if it meand tha
she would have to remain in the background. Howeber appearance and repetition of theme A in
this scene does not necessarily have to depiditles idea. Indeed, its repetition suggests Rusalka
shadowlike nature while mute, confined to the baokgd where, according to the humans, she
belongs. These two ideas are what, from my persgedRusalka expresses through the repetition of
theme A. The diegetic music in the Polonaise sdsrand alienates her from the humans, yet Rusalka
does not let the orchestra or humans take ovestbey. Even in this scene, Rusalka is the one who
narrates her tragic tale - with the repetitionlarhe A, she communicates with us, the listeneis, an
tells us of her forced exclusion from the humanldrand the inability to become part of it.

The scene with the chorus ‘Biny Bile Po Cest' (‘White Flowers along the Road’), a
wedding song that centres on Rusalka and the Rradse depicts Rusalka’s suffering. In the song,

she is described as ‘Kiiny bilé nejdive Upalem slunce zasly’ (‘the white flowers dié@ tsoonest
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from the scorching sun®f! The wedding song is not Rusalka’s lament, as stuees the Prince’s
journey into manhood; the lament comes from Vodasfilo joins the chorus (although none of the
other characters can hear him) and interpretstbeus’ words, as he reflects on Rusalka’'s agony and
her anathema. Interestingly, before Vodnik startsitig, the orchestra plays theme A, signalling yet
another failure to fulfil the desire.

Therefore, during her mute phase, Rusalka’s désisabotaged in two ways: the failure of
motivic repetition, which always remains unconssioand also her inability to sing. With silence,
Kvapil and Dvd@ék heighten Rusalka’s suffering and the failureotigh voice, to reach the Prince

and to fulfil her desire.

3.4 Motivic Interconnections

As asserted above, Diék creates interconnections between charactersaambs through the way in
which he interweaves repeating music. It is theureng musical element iRusalkathat triggers the
listener's memory and leads us to make the cororectiRather than establishing clear motivic
connections, they obviously serve to connect aemabments in the opera. Cheek and Beveridge
discuss some of these interconnections, such avadb& link between Rusalka and the Prince.
Beveridge also observes the alteration of the chioréhe Rusalka-JeZibaba dialogue and links t wit
the Prince’s death. The two examples will be alisougsed below, as | will take these observations
further by connecting them with desire and sufigriand also with the concept of desire and the
death drive. To these two examples | will add aangxe of the interconnection between JeZibaba

and Rusalka that | have noted above.

3.4.1 Rusalka - the Prince
These three of the most memorable examples joiralRaisJezibaba and the Prince, through the

musical, and not coincidentally also the textugriconnections. In each case the link is creatdidl bo

211 bid, 166
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through the orchestral and vocal melody. Cheektpmat the musical link between the main theme
from ‘SemCasto Richazi’ (‘Often He Comes’), which Rusalka singsfict |, and the theme that the

Prince sings in Act Il

Example 3.7: Ser@asto fichazi (‘Often He Comes’), Act |, bb. 362- 365

Moderato ma un poco piiu mosso d=100
(touzné a horoucng)
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T at i

Rusalka : .
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Sem Ca-sto prii-cha-zi a v obje-ti mé stou-pa

Example 3.8: The Prince, Act Il, bb.1227-1231
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The original theme that Rusalka sings is alterethinPrince’s version. The music takes us back to
Rusalka, whereas the Prince’s words take us battletecene of which she sings. The union of music
and words tells an interesting story. Rusalka’a,and its main theme, lays out the starting paint
Rusalka’'s desire, in which she sings about watcthegPrince take his clothes off and swim naked in
the lake. However, when the Prince sings the simaaal line, moving from Rusalka’s F major to C
major, he rejects Rusalka and proclaims his lovettie Foreign Princess. By reiterating the same
vocal line with a slight alteration, it encourages in the first instance to recall Rusalka’s desire
However, the recollection of her desire in thisamse points also to her suffering, since the ferinc
has, at this point, lost all of his interest in BRlks. The Prince’s newfound desire is also Rusalka’
suffering, an unfortunate result of her desire. therlistener, therefore, this moment signals Rassl

complete failure to attain the object of her desire
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To this interconnection that Cheek obsgyVv would like to add another altered music examp
from Act lll. Example 3.9 comes from Rusalka’s aah the beginning of Act IIl, after her

metamorphosis into the will-o-the-wisp:

Example 3.9: Rusalka, ‘Necitelna vodni moci’, Adt bb. 184-185
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pro svou la - sku od-sou - ze-na

The example is repeated twice in the aria, withdsdhat emphasise the sad result of her sacrifice,
which she continues to suffer: ‘pro svou lasku adsma’ (‘condemned for my love?}2 When
connected to the two previous examples, the répetif the same yet altered melody connects desire
and suffering: in the first example, Rusalka siofker desire for the Prince, and from the reshef
aria we discover that she also suffers, sinceshetihuman and therefore cannot be with him; it Ac
I, as stated above, the Prince’s desire for somedse is Rusalka’'s suffering; the final repetitain

the melodic line symbolises the sad fate of herifiee and her failure to reach the object of her

desire.

3.4.2 Rusalka - Jezibaba

The second example points towards the intercoroedietween Rusalka and JeZibaba (something
that will be further elaborated under section thoé¢he following chapter). Through repeating the

slightly altered vocal line (tda, kdo¢lovéka pozna' - ‘alas, wretched is the one who knows
humans’) Rusalka connects her unsuccessful attéonpe with a human to JeZibaba's warning

(‘véEného tvého prokleti’ — ‘your eternal damnation’pabher eternal damnation in Act I:

212 Cheek Rusalka 197
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Example 3.10: JeZibaba, Rusalka - JeZibaba dialdid, bb. 812-815
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Her transformation into a human was supposed fib fidr desire and end her suffering in the natural
world. Unfortunately, the transformation only protged her suffering and led Rusalka to her aporia.
Thus, it is the musical connection that draws usdonect the unfulfilled desire with its curse and

also to Rusalka’s futile sacrifice which causesthesuffer.

3.4.3 Rusalka, Jezibaba and the Prince’s Death
The third example connects the moment in Act | wResalka pleads to JeZibaba to help her become
human with the Prince’s death in Act Ill. Beveridggs observed the alternating D-flat and G major

triads that appear during both of these two sc&dd@he same chords are heard when the Prince dies.

213 Beveridge, “Formal Structure in Dyak’s “Rusalka”, 135
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Beveridge observes that the musical recall serses @minder of the sad result of the arrangement
between the twd** The D-flat and G tritone, the ‘devil’s intervai§ associated mostly with JeZibaba,
as it appears in her scenes in Acts | and lll,ilggatb an obvious assumption that the D-flat/G majo
alteration and the tritone are associated withpbeers of Jezibab&® However, it could also be
interpreted as a link between desire and suffetimgypoint where the two meet and/or separate. As a
character, JeZibaba represents a door betweewdhedrlds and also a door that is supposed to lead
to the fulfilment of Rusalka’s desire. However, thhe other side of the door Rusalka continues to
suffer. Her futile sacrifice leads to her will-oetlwisp condition, which leads to the Prince’'s death
Rusalka continues her cursed and deadly existence.

Although these examples connect three charadterg,all point towards Rusalka, her desire
and suffering. They demonstrate in particular taeiety of ways in which Rusalka’s desire and
suffering are linked, and indeed are shown to ke&tiicably connected. However, it could be argued
that these specific music examples show the fgtiftRusalka’s pursuit. What the circular repetitio
of these motifs that interconnect points at isgheé result of Rusalka’s futile sacrifice from whxie
gained absolutely nothing- not the Prince nor a dnursoul or death. We could also argue that the
circle that these melodic interconnections creatbcate the circles of desire and the death drive,

through which Rusalka must go.

3.5 Conclusion

The main idea behind this chapter was to illustdageways in which the music, with the assistarfce o
the text, depicts the basis of this opera, whicRusalka’'s suffering and desire. Through different
ways, either using motivic repetition, interconmeut voice, silence and the diegetic music, Rusalka
constantly communicates with us. Using these variaays to connect with the listeners, she
influences our experience and understanding obfleza. Her failure to connect with the Prince, her

sacrifice and the inevitable tragic end that sh@ale so strongly through music make us sympathise

214|pid, 135
215 CheekRusalka 25
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with her. The following chapter, which focuses asice, will illustrate how Rusalka, through an
unintelligible cry, communicates and shares hagi¢r@xperience with us, and how she affirms her

dominance in the story as its sole protagonistutiinovhose subjective perspective we experience the

music and drama of the opera.



80

Chapter Four: Voice

4.1 Introduction

The cry, as asserted in Chapter One, has the ptav&voke a feeling of painful enjoyment
(jouissancg in some listeners. IfiRusalka three different cries, from Rusalka, JeZibaba trel
Prince, invoke the listener’'s sympathy. Yet it issBRlka with whom we sympathise in the end, even
though we listen to three different characters axgberience their cries, because, as | will
demonstrate, through every layer of the opera, weedaawn to her subjective perspective. The
following analysis will therefore illustrate momergcenes iRRusalkain which the three cries occur. |
will use musical examples from the score and trserilgtion of the cry by Poizat in order to explain

how the listener connects with Rusalka througheloees.

4.2 After the Silence Comes the Cry

Although the opera contains three different criRgsalka’s cry is the most striking one, due to its
placement in the opera, since it comes after aopent silence in Act Il. Kvapil sets the stage for
Dvoiék to develop this crucial moment, which is thensiion from silence to sheer cry. During the
series of events that precede the cry, Rusalkanbezonore and more convinced that she does not
belong in the human world. She silently listengh®words of the Prince who is losing interesten; h

he courts the Foreign Princess in front of Rusalke leaves with the Foreign Princess and speaks
harshly to Rusalka as he leaves. This leads td’thenaise-the scene in which Rusalka does not
participate, which thus distances her further fittwn Prince and his world. Vodnik’s aria ‘Celyébv
Neda Ti, Nedd' (‘The Whole World Will Not Give You'follows the Polonaise and predicts
Rusalka'’s fate as a will-o-the-wisp. Finally, weah¢he happy wedding song ‘Enny Bilé Po Cest
(‘White Flowers Along the Road’); Vodnik sings agsti the chorus, summarising Rusalka’s sad fate

that hides beneath all the cheerfulness. The choakes an obvious reference to Rusalka: étiy
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bilé nejdive, upalem slunce zasly’ (‘the white flowers dibd soonest from the scorching sun’); they
sing, contrasting her to red roses which refer He passionate Foreign PrincéssAll these
unfortunate events, all of which occur right befBwsalka or are about her, point to the sad re$ult
her sacrifice. Rusalka suffers in silence, unableespond or change the situation. As a resulieof h
situation, it could be argued that the listener twan hear Rusalka scream in agony. Therefore, |
believe that the moment in which Rusalka’s cry estappens immediately after all these scenes, in

a scene that develops four cries.

4.2.1 Rusalka’'s Cry
Due to the placement of the cry, the listener getsampression that the intention of both Kvapitian
Dvorak is to create a shock: after the silence, thergenee of Rusalka’s voice is startling. The
moment is actually not about Rusalka anymore: iecka terms, ‘her voice assumes the status of the
object detached from the bod¥” In the scene, even the interruption of Vodnik lestw three
sections does not make the listener lose focugusecRusalka’s voice has become, for the listener,
an object of desire. Vodnik therefore ‘ceasesiste his role in the scene becomes auxiliary.

Kvapil vividly describes the moment when Rusakkalises she is able to speak to Vodnik:

Rusalka zprvu jako by nemohla, ale pak sewydérou slova a nahla viikne

(At first it is as if Rusalka cannot answer, bugribshe struggles to speak, and all of a sudden
she cries out}®

What Kvapil describes first is her struggle to dpeafter so much suffering and silence, she needs
time to ‘find’ her voice. With the word ‘vyiikne’ (screams or cries), Kvapil points out that #tene

in which the protagonist becomes able to speak/agan will result in a cry. Thery comes as a
result of Rusalka’s inability to sing and her sglegto speak.

Poizat describes in general those ojgaraiments that lead to the cry:

216 CheekRusalka 166
217 Salecl, ‘The Silence of Feminid®uissance 181
218 CheekRusalka 168
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The listener is swept away by the spiralling melascent, byresentimenta kind ofcall)
of a culmination yet to come, which eventually bsiferth as a musical cif

The orchestra definitely helps in the process dfmowation that leads towards Rusalka’s cry. The

ascending melody (Example 4.1) sets the stagénéoentire cry scene.

Example 4.1: Act Il, bb. 956 - 960
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The scene, which begins with the ascending melbdye, follows this description:

Rusalka vyBhne zoufala za sérdo sadu a zmatena, Belouc kdy kam, rozhne se k vod

(Rusalka runs out of the hall in despair to thedgas, and in confusion, not knowing where
to go, she quickly runs to the watét).

With this description, the listeners become abléhéar what they cannot see, which is Rusalka
running in despair and confusion, not knowing whergo. The ascending line also depicts another
thing we cannot see: Rusalka’s actual despairchviive are able to feel with the help of the

orchestra. The rest of the strings are staticiatpghint, until the first violin carries the secowidlin

into a musical turmoil which leads to a repetitafra distorted first part of theme A:

219 poizat,The Angel's Cry38
220 Cheek,Rusalka 168
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Example 4.2 Act Il, bb. 961 - 963
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As Vodnik asks her if she knows him, the orchestspecially the violins and oboe, emphasise

Rusalka’s struggle to speak, in an ascending asceteling motion:

Example 4.3 Act Il, bb. 968 - 971
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In the bars that immediately precede her singvagt of theme A is repeated. The culmination that
leads to the first cry starts at bar 991, with ridygetitive motifs in the strings and almost a chaiimn
and quite a slow progression in the vocal part. Nvtikee culmination occurs, the first segment of
theme A is repeated twice before the cry. The first confirms its definition: at that moment in
Rusalkathe orchestra stops and only the voice can be hdélaed‘pure voice alone persists’, in

Poizat's wordg?!

221 Poizat The Angel’s Cry32
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Example 4.4: Act Il, bb. 1007 - 1009
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Rusalka: Bda, kdoclovéka poznd Wretched is the one who knows humans

The second cry is also preceded by the fragmfethieone A, repeated in the woodwinds and
the strings. In this development of the cry, itl$eas if the music is leading the voice to the
culmination, leading to a sheer cry, Rusalka’s virgpr his fits Kvapil's description of the sound of
her voice as ‘Ugnlive’ (‘pleadingly’). However, even if the listenerseanot aware of the description
in the libretto, Dvéak’s orchestration helps to emphasise exactlydlghent of the cry: the music in
the strings stops and the brass slowly decrescendmno and pianissimg making the voice stand
out on its own: the descending figure in the vquait, combined with staccato, creates a weeping

effect:

Example 4.5: Act Il, bb. 1026 - 1028

Ru -sal - - ku pros-sto -vla-soul

Rusalka: Rusalku prostovlasoRusalka with the flowing hair
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The third cry is in the aria ‘O Marno To Je’ fQIt Is Futile’). Here, the cry is at its peakhis
been argued that ‘Kvapil's text at this point hassense of drama, and is more resigned and plaintiv
in character?? Therefore, what Dv@k does is turn the aria into a cry, a ‘supremenmation’ 223
The two preceding cries were only a couple of bamg, whereas this entire aria is Rusalka’s cry, as
the words become completely unintelligible. Theel®rs enter yet another section of musical
turbulence. However, unlike the first cry in whigthis the orchestra (the violins) which creates

turmoil, in ‘O Marno To Je, it is the voice whidneates the same effect.

222 hitp://www.antonin-dvorak.cz/en/rusalkd December 2013)
223 poizat,The Angel's Cry37
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Rusalka: O marno, 6 marno to je, It is futile, it is futile,
a prazdnota je v srdci mém, And an emptiness is in my heart,
jsou marny viechnykg moje, All my charms are futile,
kdyz zpola jsem jdovekem! When | am only half human!

The aria is preceded by the well-known chord peegiion that needs to be resolved somewhere in the
opera (Example 4.7), which is here heard accompagnyibdnik. The progression now leads to the
new key of G minor (which is the key of the ariBuery time the chord progression appears, the
listener is prepared to hear a resolution of thagpession, however, it becomes lost in motif C (G

minor), which takes over the melody and leads tiréo Rusalka’s cry:
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Example 4./7Act 11;'bb. LU 1039
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The third cry, occurring in the aria ‘O Marno To de divided into three sections, resembling a
ternary form with a coda. The first and third see$ are in G minor, whereas the second section
opens in G major. The motivic pattern in the fpsirt of the aria is fairly repetitive, although it
some alterations. The orchestra appears to betimgtRusalka’'s singing, or at least the movement of
the vocal line. Rusalka completely carries the mhglavithout any assistance from the orchestra.
Rusalka’s aria, in which her voice reigns supredapicts the moment of her empowerment, through
the voice. This moment in the opera is preciselyatwhbbate, relying on Paul Robinson’s ideas
discusses - the unconquerable voice that the drehdbe male singers and the murderous plots
cannot conceaf?

The fourth and final cry occurs aftee #ria, at the end of the entire section, attatbetie
coda (Example 4.8). Rusalka and the orchestra mrejoa the fourth cry together. In an almost
recitative fashion, similar to the recitative mornén ‘Mésicku Na Nebi Hlubokém’ (‘Song to the
Moon"), Rusalka starts the development in a desognchromatic line. In bar 1158, the strings create
a maddening effect, in the original fast tempo,aliieads Rusalka to her final cry. For three hihes,

voice is not heard; at bar 1162, she starts to agajn, signalling and carrying the listeners to he

final cry, which occurs in bar 1168, sungfantissimo possibileThe orchestra extends Rusalka’s cry,

224 Abbate,Unsung Voicesix
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playing theme A, finishing the section with the meas$ cry, played by the violins, the flutes and
oboes. At the end of the scene, Kvapil gives aestiigction: Rusalka ‘kleka k rybninku’ (‘she kneel
by the pond"), in despair and completely ruinecdthy human world and the sacrifice she has made,

almost annihilated.
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Example 4.8: Act Il, bb. 1162 — 1170
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4.2.2 Jezibaba's Cry?

Dvorak creates an interconnection between this scehielfweontains four cries) and the scene in Act
| (Rusalka and JeZibaba dialogue), using the nwtighnection to link them. What is interesting is
that Dvaak connects the very last scene in which Rusalkgssin Act | with this one in which she
regains her voice. However, the connection is mby between Rusalka’s two vocal lines; it is also
between JeZibaba in Act | and Rusalka in Act lItiBKvapil and Dv#édk create an interconnection
between JeZibaba and Rusalka in their own way.

In Act |, JeZibaba gives Rusalka thealfivarning about her decision to become human,
reminding her that she and the Prince will boticbesed, by singing abouté&mého tvého prokleti’
(‘your eternal damnation’). Reflecting on JeZibabavarning in Act |, Rusalka singsétha kdo
¢lovéka poznd’' (‘wretched is the one who knows humaims’Act Il. Strengthening the textual
connection across these crucial two scenesjdlvoreates his own separate musical connection by
referencing the two motifs that appears the moshénopera, theme A and motif C. When JeZibaba
sings the given text in Act I, motif C accompanies, whereas when Rusalka sings to her reflection
in Act Il, the theme A is heard in the orchestra.p&/hat Dvdak does here is connect the two scenes
through the same (although slightly altered) vdioa, which both JeZibaba and Rusalka sing.

The scene in which Rusalka sings #mesvocal line becomes her first cry. Due to angtro
vocal connection between Rusalka'’s first cry andibdba’s voice, we could argue that JezZibaba's
music is her cry in Act I. The uncanny similarity the cry and also the similar chromatic line that
precedes it creates the idea that this is JeZibatrg. Her cry, unlike that of Rusalka, is quite
concealed and on the first listening it might nainsl out. However, the more we listen to the opera,
the more we understand this as JeZibaba's crycheprecedes Rusalka’s cry. Since she is the one
who makes Rusalka mute, and therefore suffersanhtiman world, it is possible to assume that
JeZibaba predicts Rusalka’s cry through the saroal Vime.

The connection between the two scenesutihn voice, leads to a question about the
unintelligibility of JeZibaba’'s word. In the aforemtioned dialogue in Act I, Rusalka chooses to

ignore JeZibaba's warning. Her suffering in theuratworld is unbearable and her desire to be with
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the Prince is so strong that she does not wane&/imderstand the warning. Therefore, we could
argue that Rusalka finds JeZibaba’'s words unigtble. With Rusalka’s decision to ignore these
words, we choose to ignore them as well; therefiiey become unintelligible to us. In Act Il, when
Rusalka repeats the similar vocal line, it appestie has registered JeZibaba's words in her
preconscious and brought them to her conscious rmirthg the first cry. The words remained
unintelligible to Rusalka- the effect of JeZibaba’s vocal cry was more powelfan words.

This connection between JeZibaba andIkRais@ my view, is significant for several reasons
Kvapil and Dvd@ék point out Rusalka’s failure to accomplish thektaf marrying the Prince, together
with her complete disappointment with humans. Rdasal eternal damnation, of which JeZibaba
warned her, awaits her. Further, in this poignamane in Act Il, Rusalka asserts that to know the
humans is the curse that leads into a painful iyeshe has sacrificed herself and became hunran fo

nothing.

4.2.3 The Prince’s Cry

Although the cry, according to Poizat, requirefemale soprano voice, which with its high notes
carries the best possibility of becoming unintdtlig, it is also possible for a tenor’s high notes
reach towards the condition of the cry. The majei€ras rare as a female character’s silent death,
even gparlandodeath such as Violetta in Verdiisa Traviata??® Poizat’s main example of the male
cry points to Don Giovanni (a baritone) in Act B he is dragged into hell: a pure cry that is ‘dote
musically on the staff but unsupported by the t&kt’

The Prince’s death Rusalkaoccurs in the final act, when he asks of Rusalkasi® him from
the agony brought by her curse. His vocal ranggdttes from c to c¢”. Interestingly, Cheek points
out that the Prince’s voice keeps getting higheoubhout the oper&’ And as his voice gets ever
higher, the Prince approaches his death. The highsGxpected, comes at the end of the opera,

before Rusalka kisses him, a moment before hediglin her arms. Just in terms of the Prince’s voca

225 Cheek Rusalka 137
226 |bid, 137
227 |bid, 27
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trajectory, then, that means that his voice, incigtinuous ascent, leads him to his death. Poizat
connects high voices with those male characterssioperatic destiny is to di€.This is the case
with male heroic characters, often tenors; maleattiars that are destined for sacrifice sometimes
have voices even higher than the tenor, such asauntertenor, and also the roles that in thé pas
the castrati would have sufd.

In the score, the instruction for the PrincaghhC clearly states ‘néket’ - ‘do not scream’.

Example 4.9: The Prince’s cry, Act lll, bb. 1278277

nekficet
1276
The Prince{ey 5 I | = |
¥ li - be mneli - bej,; mir mi___ pfej

The Prince: Libej mne, mir migy Kiss me, kiss, give me peace

His final, dying words (Ex. 4.10) have a differefgscription ‘Stale hlasem slabSim, jakoby uz jen

mluvil’ (‘with a voice that is getting weaker, dshie were only speaking?°

Example 4.10: The Prince’s cry, Act lll, bb. 1295299

(stale hlasem slabsim, jakoby uz jen mluvil) ritard.

1295 -
—3h, rp /H’-P—

in tempo
I —3— .
D i[) 1

The Prince I‘wn"‘!.:.\----l- ot
ﬁ) r rr 7 4

Polib-ky tvo-je hiich mij po-své-ti, polib-ky tvo-je  hfich mlj  posve-ti!

The Prince: Polibky tvojerfch mij poswti  Your kisses will absolve my sin

228 poizat,The Angel's Cry136
229 |bid, 136
230 Cheek,Rusalka 248
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His dying scene, following the high C (Example 4,18 similar to Violetta’sparlandodying scene.
Poizat's summary of this scene could be appligtiéd”rince’s final momen®usalka

That was not the logic which prevailed; once mbeelbgic of jouissance holds sway with the
inevitable upheaval that besets the listener omifgedhe extraordinary lyric flight to which
the initial words give way, thereby marking theffieamed and terrible victory of the cry over
language3t

The Prince’s cry is followed by his death in Rus&karms. His cry, unlike those of JeZibaba and
Rusalka, leads to death, which is something thaipema fan expects. Rusalka’s cry does not lead to
her death, but it leads her to eternal damnatiowitk®-the-wisp. She does not die, but becomes a
personification of death in the end. The criesh&f Prince, JeZibaba and Rusalka in a way create a
link between them. In the analysis above, | expllaerelation between Rusalka and JeZibaba through
the cry. The Prince’s cry (and his death), althonghvocally connected, is also a result of JeZtmb

warning and Rusalka’s sacrifice.

4.3 Conclusion

In my analysis of three different cries by threffedent characters, my intention was to map the
places in which the cries occur, and explore hogy thnight connect and what kind of effect they
could have on each other in the opera and eventoalthe listener. Not only do they create a link
story-wise, as illustrated above, but the cries dispict Rusalka’s metamorphoses. During JeZibaba's
cry, Rusalka is still an unhappy water nymph; Rkesal cry reflects on her first metamorphosis; the
Prince’s cry and his eventual death reflect on Ra& second metamorphosis. The cries not only
lead to/announce the Prince’s death, but they tleadistener to the nature of Rusalka’s character a
someone who does not belong in the natural or huwaid. Therefore, through these cries, even
when they are cries of other characters, Russiligsto the listeners, constantly reminding us of her

tragic fate and the inevitable tragic end.

231 poizat,The Angel's Cry137
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It is through these moments of the cigt tive as listeners sympathise and even identifiy wit
Rusalka, because we completely rely on her subpgerspectivewe are drawn to it. In Act |,
during JeZibaba's cry, Rusalka ignores her wenge ignore them as well; during Rusalka’s cry in
Act Il, a moment that contains all the build-up agowe suffer with her and feel her pain. Finally,
Act Ill, when the Prince begs her to kiss/kill hime, as the listeners, do not sympathise with the
Prince - rather, we sympathise/identify with Rusatlkrough her suffering.

The following chapter, which focusesRusalkaas staged, will also explore the experience of
the listener/spectator and the connection betwkerptotagonist and the spectators. Moreover, the
subject of the cry will be discussed in the follogichapter, in order to explain what happens when

we experience the cry when it is staged.
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Chapter Five: The Stage

5.1Rusalka The Fairy-tale Issue

‘There is clearly something about the story thatlkitself to pluralistic interpretation§?

Maria Tatar’'s words, quoted above fioan bookThe Hard Facts of the Grimms' Fairy Tales,
could be taken as referring to any and every siogke of the fairy-tales. Further, Tatar suggesas th
often these pluralistic interpretations go to exts?2 The rich symbolism in fairy-tales leads
psychoanalysts to focus on one aspect of the stdrije ignoring all the others. As an example, Tata
cites Eric Fromm'’s interpretation of the bottle (irs opinion a symbol of virginity) that Little Red
Riding Hood carries with her, with a warning not ieeak it?®* The problem with this kind of
interpretation, in Tatar's view, is that psychoastd ignore the variant forms of these fairy tales,
which leads to a generalisation based on ‘falsmjses'2°

The same could be said about BAlds Rusalka especially modern stage productions from
Central and Northern Europe, in which often ambiguand psychological frameworks that update
the stories in modern settings are given to margrasp from the same era. Often referred to as
‘eurotrash’, for some audience members these ntpiretations are confusing, and perceived as a

‘distortion’ of the original.

5.1.1 The Influence of Disney
In the case oRusalka,a reaction against a reinterpretation may be ekated by the fact that it is a

fairy-tale. From the time oBnow White and the Seven Dwarued937, Disney's animated films,

232 Maria Tatar,The Hard Facts of the Grimms' Fairy Talexpanded second edition (Princeton, New Jersey:
Princeton University Press, 2003), 42

23 bid, 42

41bid, 43

25 bid, 42
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many of them based on fairy-tales, have had allettteemely negative elements from the originals
removed. Because film in general, and the Disndymated films in particular, have become so
powerful and influential, the Disney approach tinyfaales has undoubtedly affected the general idea
about what the fairy tales are supposed to be fikehermore, Cheek points out that because theey ar
animated, these Disney fairy-tales came to be padeas ‘cute?® Stefan Herheim, a Norwegian
opera director, states there is always a posgilafitdeception on the behalf of the spectators when
they come to see his productions and discoveiirtstgad of a fairy-tale world, they see ‘the everyd
nature of reality2*’

Today’s opera goer who comes to Resalkafor the first time might have heard from
someone that the story is very similar to that ofiérsen’sThe Little MermaidThe association might
not be with the real story, but rather Disnekittle Mermaid which has been stripped of its true
meaning. Disney’s adaptation ®he Little Mermaidwas released in 1989, eighty-eight years after
Dvoidk’'s Rusalka Interestingly enough, the eighties were the aravhich Rusalkastarted to gain
international success. However, Cheek points aitelien before the appearance of Disnéjtte
MermaidHarold C. Schonberg wrote a review of Juilliari%75 staging, stating the production was
‘handicapped by the direction that was more Disieeyn Dvdak’.%*® Therefore, even before 1989, a
Disneyesque approach to fairy tales influencedstaging ofRusalka.ln fact, Cheek observes that
some productions tend to have one singer singiagé#nts of JeZibaba and the Foreign Princess, such
as that of the Vienna State Opera in 1987, in wkich Randova sang both pad#$Not only is this
demanding (JezZibaba is written for a mezzo, theigarPrincess is a soprano), but it seems irowicall
to mirror the Disney approach. These productiorggest that JeZibaba transforms into the Foreign
Princess in order to sabotage Rusalka, which igcdlswhat happens in the 1989 filithe Little
Mermaid as Ursula transforms into dark-haired Vanessa.

Because of Disney’'s influence, then, opgoars come tdRusalkawith a particular set of

expectations for the staging and story. Anders€&his Little Mermaids quite shocking in its graphic

236 CheekRusalka 62

23T MM, http://www.lamonnaie.be/en/mymm/article/38/IntewiStefan-Herheiny/ (17 January 2014)
238 Cheek,Rusalka 62

23 |bid, 28-29
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description of tongue-cutting. Additionally, Tatarakes an interesting point while discussing the
Grimm brothers’ fairy-tales: that reading the amgi fairy-tales is sometimes an ‘eye opening
experience’ for adults, due to the ‘graphic dedimipof murder, mutilation, cannibalism, infantieid
and incest?? The greatest shock of all seems to be the fattttiey were intended for children. A
parallel could be drawn here: watching the modeadyctions ofRusalkacould be seen as an eye-

opening experience for adults, since they go tdiseepera expecting a Disneyesque setting.

Figure 5.1Rusalkain Prague?29 January, 1966

5.1.2 Fairy tales in Psychology and on Stage
Fairy tales, as suggested in Chapter One, havedredysed since the birth of psychology in order to
explain the human mind, focusing mainly on the uscious. Many contemporary opera directors,

predominantly from Central and Northern Europe,ehexplored the psychological layersRusalka

240Maria Tatar,The Hard Facts of the Grimms' Fairy Tal&s
241 http://archiv.narodni-divadlo.cz/ArchivniDokumentBgrafie.aspx?ad=185420 December 2013)
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in a variety of productions, illustrating the povwsrconnection between fairy-tales and psychology
that | propose in this thesis. What is interestiagthat some of these European contemporary
productions emphasise this psychological layer,rade musicological criticism remains influenced
by either a Wagnerian or instrumental analyticahfework. In musicological criticism, (Ludwig
Haesler being the only exception), any detailediaration of the potential of the psychological

contexts is almost non-existent.

5.2 StagindRusalka Now and Then

For most of the twentieth century, the stagingRofsalkastayed loyal to a traditional fairy-tale
setting. Onekej Supka points out that despite the introductibmew technologies, which enhanced
the fantasy irRusalka Czech productions kept the traditional fairy-tsd¢gting; indeed, many of them
still do, as is the case with Prague State OfféEven the stage designer Josef Svoboda (see Figures
5.1, 5.2 and 5.3), who introduced new staging tegtes, kept the ‘traditional’ essence of the fairy-
taleRusalka

Two Czechoslovakian opera films prodlde 1962 and 1975 illustrate this traditional
approach, as they both present a contrast betvneenature/forest and the human world/castle. The
1962 film seems to be set as a traditional failg-t&he 1975 film follows this model as well, even
though the techniques used in it are quite modechi@novative for its time. In the 1975 film, they
make the natural/supernatural characters appeareftection. One of the most fascinating examples
of this technique in this film is a scene in Acthen Rusalka realises that she can speak to Vaanik
her human form. The contrast between the humanliRusad Vodnik as a reflection is interesting
because it posits an idea that Vodnik is a voiselénRusalka’s head, as she only hears him and does
not see him. This film could therefore be seen peedecessor to various contemporary productions,
especially the ones that explore the psycholodayar in Rusalka such as Pountney’s, where the

whole story is imagined by Rusalka.

242 Ondrej Supka, ‘Prorny inscenani praxe Dveédkovy Rusalky’ http://operaplus.cz/promeny-inscenacni-
praxe-dvorakovy-rusalky-14 (31 October 2013)




101

Figure 5.3Rusalkain Prague, Act Il - 29 January, 1980.

243 http://archiv.narodni-divadlo.cz/ArchivniDokumentBgrafie.aspx?ad=223% 20 December 2013)
244 http://archiv.narodni-divadlo.cz/ArchivniDokumentBgrafie.aspx?ad=185420 December 2013)
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5.2.1 Shift Towards Psychology: Bringing out thepRssed
A ground-breaking production by David Pountney femglish National Opera in 1983 takes a
different approach, exploring the psychological el@y in Rusalka and suggesting a Freudian
framework. In Pountney’s production, set in an Edlan nursery, the entire opera is set up as
occurring within Rusalka’s imagination. Within thégmple yet powerful setting, Pountney focussed
on a pubertal Rusalka on the brink of sexualityhi;words, Pountney describRssalkaas ‘a story
about a typical initiation into a social and sexegberience®*®

In a variety of contemporary produntdfrom these parts of Europe, such as the Munich
(2010), Brussels (2008), Salzburg (2008) and Ga@teh@012) productions, Freudian/Jungian
frameworks are employed in order to emphasise #yehwlogical layer inRusalka Using these
psychological frameworks, the opera directordRaedalkain the present, thus bringing it closer to our
world and making it more familiar to the audiente.a way, they are restoring an aspect of the
original horror of the nineteenth-century fairyets| despite the fact that they use a modern setting
The problem that arises with these productionsas $ometimes it feels as if they go to extremeb wi
the staging and many other visual aspects, whimth flee story and Rusalka as a coherent character to
be lost. A common critique, along with the ‘distort of the fairy-tale, is that contemporary
productions create a lot of confusion. Mir€erny, a Czech critic, notes that the subtitles are
downside for directors like Herheim, since the ande will realise that the action, the staging ted
singers are not ‘connected’ with the t&€tHowever, as Cheek, summarising Tatar’s views agy-fa
tales, writes: ‘the meaning is so deep-rooted a&véale specific literal interpretatioft”. Therefore, it
could be argued that these provocative productwasent two aspects of the fairy tale at the same
time: 1) its text in the subtitles before us; andit2 symbolism interpreted through psychological
lenses on stage.

For some opera directors though, such as Stefanekte, the confusion indeed is calculated

to demand careful watching and listening. Drawing different ideas from the psychoanalytical

245 CheekRusalka 49

246 \irek Cerny, ‘Brusel - Nevsedni Rusalka, od finftrealit’, http://www.muzikus.cz/klasicka-hudba-jazz-
clanky/Brusel-Nevsedni-Rusalka-od-mytu-k-realite~B&ezen~2009( 31 October 2013)

247 Cheek Rusalka 50
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writings of Freud and Jung, contemporary operactbrs highlight different psychological aspects of
Dvorak's Rusalka The United Kingdom's Grange Park Opera productioi2008 explores female
sexuality in the disturbing context of a ‘deep-gmbmale fear of womeni*® This production, directed

by Antony McDonald, takeRusalkaback to the time of its creatierthe ambiguous fin-de-siécle
placing her in direct comparison with the famousriges fatales of the era such as Salome and
Elektra. As Bram Dijkstra points out about this grgeneral, ‘the operatic stage, in fact becanme on
of the major stalking grounds of the head huntigsae well as of temptresses of any kiffdAmong
these temptresses, Dijkstra mentions iak&s Rusalka in the company of StrausElektra Salome
Berg's Lulu and Wagner's operad® Rusalka therefore, becomes a fin-de-siécle prototype of a
temptresses, as she enchants the Prince and ioréstd an early grave.

Some contemporary productions focughenrepressed desires and shifting the role of the
protagonist, on whose subjectivity we rely, fromsRlka to other characters. In 2009, Marion
Wasserman'fRusalkaat the Athens Opera House caused quite a stir beaafuner interpretation of
the story. The director chose to retell the stoont the Prince’s point of view, as he struggleshwit
homosexuality and his repressed desires, represbptRusalka, his female alter-ego.

Stefan Herheim’'s production from 2012, mentionédve, is quite intriguing as it turns
Vodnik into a protagonist - the story of Rusalkadiaes his story. The Norwegian director chose to
setRusalkathrough the eyes of Vodnik for two reasons: fingt,looks back at the nineteenth century
in which, in his view, women were looked at as oldye objects-Rusalkais an opera in which
‘women are defined through the eyes of men; andregdHerheim looks at the score and identifies a
motif in the opera with Vodnik>! In his view, the omnipresence of a musical mettijch opens the
score (I assume he means a short, rhythmic matifatbpears throughout the opera) is connected with
Vodnik, thus he makes this character omnipre$éiodnik is present at all times, even when he

does not sing. Herheim also points out that becadfisthis interpretation, he sees Vodnik as a

248 |bid, 49

249 Dijsktra, Idols of Perversity376

250 |bid, 376

251 MM, http://www.lamonnaie.be/en/mymm/article/38/IntewiStefan-Herheim(17 January 2014)
252 |bid, (17 January 2014)
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character who directs the actions of other charsct@his interpretation is similar to my
Freudian/Lacanian analysis of the same charactémeaSuperego, whose words force Rusalka into
herjouissance

Herheim’s production is quite ambiguous as it ticaly adds new elements and remodels
the story. The story shifts between the past aedgmt, which at times could cause confusion for a
spectator. In the words of the director, the stergbout Vodnik’s ‘repressed feelings and desf@s’.

In Act |, we see Vodnik, a middle-aged man whauglsin an unhappy marriage. His wife has a non-
speaking role in Act I, but in Act Il we realiseathit is the Foreign Princess. In his midlife @jsi
Vodnik is on the streets of an unnamed European ld& is tempted by a streetwalker, which turns
out to be Rusalka, who reminds him of a woman heedaved. The end of first act and the entire
second act takes us to Vodnik's past, which tuins ihto the Prince. Mute Rusalka becomes a
symbol of his unfulfilled desire and it is not deahether she is a real woman or an ideal. Vodnik
kills the young Prince at the end of Act Il and Rlka is killed in Act Ill by her ‘sisters’, dressed
nuns. The young Prince and Rusalka are joinedathde the poignant finale. Driven by the sad past,
the choices he has made and the frustrating ptekerkills his wife. Vodnik is arrested for the
murder and Rusalka (the streetwalker), sings Imat fvords over the corpse of the Foreign Princess.
The confusion over who is who in this production avhat each character represents is (in a way)
explained by the director himself: in his wordsréhare only two characterst man and a woman.
#4The director was able make a reduction like thie since the characters have no actual names
(uncle Vark, the Gamekeeper is the only exception and hesischuxiliary).

Martin KuSej's 2010 Bayerische Staatsoper productsets Rusalkain a framework
suggestive of the Josef Fritzl case. The reaklibey about a father who kept his daughter locked i
basement for twenty-four years, abused her anddmédren with her (further imprisoning the
children with their mother) shocked readers arotimedworld. In KuSej'sRusalka Vodnik becomes

the unsettling Josef Fritzl figure, who keeps Rkesand her sisters locked in a basement. They are

253 |bid, (17 January 2014)
254 MM, http://www.lamonnaie.be/en/mymm/article/38/IntewiStefan-Herheim/(17 January 2014)
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victims of their father's constant sexual abusesd¥a manages to escape with the help of her
‘mother’ JeZibaba. Seeing how horrible the outsideld is, she returns to the basement, only to end
up with her sisters in a mental institution. Altigbuunnerving, KuSej makes us think abButsalkaas

a never-ending trauma in rather startling termsygua case familiar to the audience. The feelirzg th

a human is ‘possessed’ by a traumatic experiendehaa a compulsion to repeat it is evident in the
finale when Rusalka and her sisters are in a mastdum and pouring water over themselves, thus
creating the environment of a damp basement. Thiing brings in the concept of repetition
compulsion, through which a traumatic event isvesli Also, with the emphasis on Rusalka’s trauma,
sexually explicit scenes and the skinning of dées,production refigures the graphic violence @ th
nineteenth-century fairy-tales in modern terms.

I will turn now to a more detailed discussion @etlast two mentioned productions by
Herheim and KuSej across the following three sestiplacing my analysis into the context of some
of these other productions and films. In my vielwe productions of Herheim and KuSej move beyond
mere modernisation of the story, in spite of thet taat it could be their modernity, or the facatth
they deal with themes that are considered taba, ths garnered attention. Rather, | believe that
their productions add something new to the wholgedence ofRusalka in ways that are deeply
resonant with the issues that my analysis has gmitdwards in both libretto and music; and the
staged dimensions of their productions further mx&@ahese themes by adding a new element, the

gaze, which interacts with their readings in inséireg ways.

5.3 The Silence

| have written at length in previous chapters alibet various ways in which the libretto and the
music help depict a mute Rusalka. WRusalkaon stage, we, the audience, see what the human
characters see in the libretto: the pale and mutsalRa. It is as spectators in the opera house, or
through film or video, that we are able to see/likarsplit between the silent exterior and the musi

that is supposed to represent Rusalka. With the Ipsduty on stage, the spectators see Rusalka as an
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object to be observed. Unlike the human charaetéhsn the story, though, the spectators can ‘hear’
her silence with the help of the orchestra.

Rusalka is mute to the characters on stage. Shebmanute within the story, and from the
point of view of the other characters, but accaydio a typical ‘reading’ of the score, she still
‘speaks’ to the listeners/the spectators. In Actwihen Rusalka is silent, Dkdk introduces other
characters, such as the Gamekeeper, the Turnispitdreign Princess, the chorus and the Prince.
With their music, they ‘fill out’ Rusalka’s silencel'he protagonist does not sing, nor does shegenga
in the activities that are happening in the caStherefore, with the appearance of other characters
who take Rusalka’s place in the music and overshdu, it is easy to be distracted from Rusalka’s

suffering and silent presence on stage.

5.3.1 Silent Rusalka on Stage
In more traditional productions and in that of Kjugke connection between Rusalka and theme A,
which everyone associates with Rusalka, is empb@sias it announces her appearance and
represents her while mute. With good acting, sucthat of Kristne Opolais (KuSej), the connection
is made even stronger. As we watch her, we segethair in her eyes and the appearance of theme A
reflects on this every time it is heard. As the tmigsical motif in the opera, the link with the
protagonist as sad, romantic and emotional, seéwisws. At the same time, though, with the added
visual aspect, the question of how strongly we @amect the music of the orchestra with Rusalka
becomes more complex, and interestingly, some ef rtiore modern productions make this
connection seem even more tenuous. In HerheRwisalka for example, the connection between
Rusalka and theme A is not clearly defined. As iquite lyrical, most of the time it only adds het
emotionality of scenes, rather than depict Rusalkamotional state. Moreover, since in this
production Rusalka is not a central protagonisttaedefore not entirely the focus of the storgl#o
becomes difficult to associate theme A with her eomal state while silent.

Theme A in Herheim’s production becomes more cotatewith Vodnik and his fantasies, or

something that triggers them, such as Rusalkattieetsialker's appearance in Act I, when she
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speaks to him. In Chapter Two, | have interprebenfiite B (commonly associated with the Prince) as
a theme that gets Rusalka closest to the objduoflesire. Herheim turns this idea around: thenéhe
commonly associated with Rusalka becomes the thbategets Vodnik the closest to fulfilling his
desire. For Vodnik, the object of desire is maRiysalka—or women in general. The most interesting
example of this idea in HerheimRusalkais in Act Il when, according to the libretto, Rusalis left
alone, in despaf®® However, in this production, she is with Vodnile $tarts to run after her and as
he tries to have his way with her theme A is heard eventually he moves aw&)Thus the scene
could be seen as Vodnik trying to fulfil his fantagfter this, theme A continues to play with a
certain lyricism and at this moment, as Vodnik itting next to Rusalka, it sounds like a distant
melody. In the same scene, new action unfolds wpstaa building, as we see the Prince with the
Foreign Princess.

Having all this in mind, the question remains: wisthe spectators’ reaction regarding
Rusalka’s silence, her mute body on stage? Theeapes and the Prince want the same thing: to hear
her voice. We want her to sing something to shomdne for the Prince and defend herself against
the Foreign Princess, who seduces the Prince biglare her. The audience wants Rusalka to sing
those melodies that the orchestra takes away femmTinerefore, the whole experience of Rusalka’s
muteness becomes transformed in fundamental waga wk watch the opera.

The experience is different when we waRisalka when we see a person before us who is
not uttering-or in the context of opera, even more importantlyi singing—a single word. As
mentioned in the chapter on the libretto, Rusatkdikie a painting, about which everyone has an
opinion, but who has no way of communicating hdérs#ll of the human characters express their
opinions about her, even when she is present. Aadpectator, like the characters on stage, must tr
to decipher this silent figure who can't communécdh KuSej's production, tourist-like people enter

during the scene of the Gamekeeper and the Turmspithich Rusalka is also preséitThe tourists

255 http://www.lamonnaie.be/en/mymm/media/1320/Rusatatonin-Dvorak/ (29 April 2012)
256 |bid (29 April 2012)
257 Antonin Dvdak, Rusalka Bayerische Staatsoper, dir. by Thomas Grimm,dl@tassica (2010)
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observe her, circle around her as if she were dnbixin a museum, bringing to the fore the

underlying question lurking beneath this scene:elgnwhat does the silent Rusalka on stage signify?
Silence, as its own issue, has beenenmrdbout by a range of psychologists and philosph

Mladen Dolar and Zizek discuss thiteent screamusing a powerful example - Munchream In

the libretto chapter, | mention that Rusalka isikinto this painting, from which a reader expects

hear a sound. As both Dolar and Zizek observe Sttreamis mute by definitior¥>® Regarding the

painting, Zizek makes an interesting point:

The next step is to reverse the logic of the vaisdhe filler of the body’s constitutive gap:
the obverse of the voice that gives the body totwde can never see, to what eludes our
gaze, is an image that renders present the failutiee voice - an image can emerge as the
placeholder for a sound that does not yet resdnateemains stuck in the throat.

Here, Zizek posits that when we lookhat painting we ‘hear (the scream) with our eyés’.
Dolar adds that in this painting exists ‘a sourtgaice to which no voice can be assigned, but twhic
for that very reason represents the voice all theehi®!

The description of MunchScreamas given by Zizek and Dolar seems directly relévan
how the spectators perceive Rusalka on stage. y&usrfellow her movement, but we cannot see her
voice: it is hidden from us, both the spectatorsstage and in the theatre. The voice is silent, but
when we watch the body of the opera singer whatsattowed to sing, the ‘placeholder for a sound
that doesn’t yet resonate but remains stuck irtrthaat’. 252 Her silent presence, with the ‘stuck in the

throat’ voice, leads to her unintelligible cry.

5.4 The Voice vs. The Gaze

Before | turn to discussion about the voice vs.ghee, | would like to discuss the cry (which | dav
laid out in the previous chapter) in terms of gtggiThe cry is interesting in the context of stggir

the opera because it is the moment in which evierythincluding the visual aspects, ceases to exist.

258 Dolar, A Voice and Nothing MoréCambridge, Mass.: MIT Press, 2006), 69
259 7jzek, “I Hear You With My Eyes”; or, The Invisle Master’, 93

260 |bid, 93-4

261 Dolar, A Voice and Nothing Moré9

262 7j7ek, ‘I Hear You With My Eyes’, 93
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When the voice reaches its peak, that is, the mbmwiethe pure cry, some of the more sensitive
spectators close their eyes, which led them topiresise moment in opera in which they experience a
painful enjoyment. The paradox, as Poizat explamthat ‘no stage presentation draws more heavily
on its visual elements than opera’: the lavishrsgtt costumes and all the visual aspects havéeexis
since the creation of the opera. And yet all tkieawagant stage settings collapse during theasy,
some of us close our eyes. Poizat explains thaathgh stage settings are in a way necessaryieas t

emptiness, the void that makes the cry perceptible.

5.4.1 The Cry on Stage

In the previous chapter, | identified six cries thhost important one occurring when Rusalka regains
her speech. The cries of Rusalka and the Princaraegardless of the production. Throughout
Rusalka’s silent phase, our eyes follow-heur gaze leads to her cry. In KuSej's productions&tka

is present at all times, even during the openimegmaacn Act Il. Thus the audience follows her vigpal
throughout her entire silent phase. Our gaze, wiviab following Rusalka, leads us to her cry, to the
moment when some of the spectators close their 'eyed moment. The Prince’s cry follows the
same trajectory.

With his remodelling of the story, Herheim bringsmething new to the experience of the
cry: for this experience, we need to keep our eyesn. The moment which | find the most
interesting is Rusalka’s big aria in Act Il, theese that | see as her pure cry. On stage we have
Rusalka and Vodnik- she represents a female objethe represents the narrator and spectator. Thus
he represents us, the spectators. At the end afrthgshe stabs herself. Vodnik tries to pullkhige
from her stomach and as she is falling (about & ghe starts laughing. Herheim, in my opinion,
plays with this idea of the cry and the relatiopshetween the singer (and her annihilation), the

spectator and the voice between them. The desiratch someone suffer is present in Vodnik as he

263 Poizat,The Angel's Cry85
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watches Rusalka stab herself, yet this fantasestrdyed by her in the end. Rusalka’s second cry in
Act Ill results in her death, something that thgidoof vocaljouissancedemand$®* Interestingly, as
she is stabbed to death by her sisters, Vodniks stab wife?®® His fantasy of watching a woman

suffer becomes reality.

5.4.2 The Function of the Voice and Gaze
The operatic voice is an object joluissancewhereas the visual elements have a secondaryrrole
order to ‘arouse desire in the gaze of the Otlétacan identifies the voice and the gaze as lost
objects, adding them to Freud’s list of ‘partialjesits’.?®” As partial objects, Lacan observes, they
‘only partially represent the function that prodsiteem’2%8

In opera voice has the primary role, whereas #mee ghas the secondary role in order to
arouse ‘desire in the gaze of the Othié¥'Carl Zuccarini gives an interesting example ofthi
Salome’s ‘Dance of the Seven Vei#lsthrough the gaze, mediated by the music, concaadsthen
gradually reveals and leads to the object of tsterdier's desire?’° Zuccarini concludes that it is the
desire in the gaze that leads to a vqoaissanc&’ The same could be applied Rusalka— her

silence, ‘controlled’ and led by the music, leaddaiher cry and to ojmuissance

5.5 The Gaze

Scopophilia, (the scopophilic drive), that is, fleasure of looking, has a special placRusalka as
it is something that motivates Rusalka to becorheraan. Music lacks this drive, as it is centred on

the quest for the vocal objegguissanceand the cry in the whirlpool of melodic continuignd

264 Carl Zuccarini, ‘Enjoying the Operatic Voice: A i®psychoanalytic Exploration of the Operatic Reicep
Experience’, PhD. Diss., Brunel University, (OctoB812), 30
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267 7izek, ‘I Hear You With My Eyes’, 90

268 Zuccarini, ‘Enjoying the Operatic Voice’, 68
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repetition. The libretto informs us of the scopdighactivities; when the visual aspect is addedsth
aspects come to life. Our protagonist admits hepaghilic activities in ‘Sendasto gichazi’ (‘Often

He Comes’) in Act I. She describes herself as &édavave’, in whose embrace the Prince swims
and she also watches him slip off his clothes. dlassical’ psychology, as Bronfen explains,
scopophilia is a ‘sexual stimulation or satisfagtthrough gazing or exposing oneself to the gaze of
another?’? For Rusalka, this event is definitely a sexuahstant, since it makes her wish to become

human so she could act upon her gaze.

5.5.1 The Power of Rusalka’s Gaze
Rusalka is unaware of the fact that the Princéls & recall the same event of which she singscin
I. Yet, we know, from the musical interconnectigiieen scenes (as explained in Chapter Two), that
the Prince is aware of her gaze. The Prince simgsltered main theme in Act Il of Rusalka’s ‘Sem
casto pichazi’ (‘Often He Comes’, Act ). Cheek observesattthe Prince appears to be ‘distantly
recalling some kind of feeling he had when he wathé water and Rusalka secretly embraced him in
her watery form®2” Therefore, when the Prince sings the same meloalse on Rusalka’s gaze and
secret embrace) the musical reference recalls Russpecifically, the moment that he felt the power
of her gaze.

Rusalka’s gaze, in her watery form and also asirmam, which the Prince feels, could be
explained using some examples from film theoryeKigxplains, using an example from Hitchcock
films in which a heroine is looking at an ‘alleggdmpty house™

What makes the scene so disturbing is that wespleetators, cannot get rid of the vague
impression that the object she is looking at isefoomwreturning the gazé™

272 Elisabeth Bronfen, ‘Killing Gazes, Killing in tH@aze: On Michael Powell'Beeping Tormin Gaze and
Voice as Love Objectsdited by Renata Salecl and Slavoj Zizek (Durlaach London, Durham University
Press, 1996), 59

273 Cheek Rusalka 25

274 7izek, ‘I Hear You With My Eyes’90
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The example above is evident in Act I, when then¢iis in the forest, he feels that the water is

returning the gaze:

A tajemnym vignim And with a mysterious feeling
potaji ty vody mne v lokty své lakajiThese waters secretly entice me into their aths

The Prince feels that he is an object of someogaz (and of someone’s desire), which causes a
feeling of anxiety, since it is a passive objeéttts returning his gaze. He is not the only on® wh
feels the power of Rusalka’s gaze. The Foreigncess sings about-it Ci v pohledu svém tolik
néhy ma, Ze mluvi s vami pouzéima?’ (‘Or has she so much tenderness in her deteshe speaks

to you only with her eyes??/®In his reply to the Foreign Princess, the Princknawledge this
notion -‘Led oci jeji fici zapomuily, Ze hostitel se nepozornym stal’ (But her eyagdt to say that
the host became distractéd)Interestingly, before mentioning the power of Rkas silent gaze, the

Foreign Princess refers to her gaze as silent:

Ma na to Ststi, jimZ vas blazi s¥, Must your foreign guest only gaze
silently at that happiness,
téZ cizi host jename pohlizet? which the world bestows on you?).

In this particular scene in Act Il, wherettwo characters discuss Rusalka and the poweerof h
gaze, they acknowledge the idea that anyone whooapipes this opera may notice. The Foreign
Princess and the Prince both observe how poweefusitent presence is - how she is able to not only
communicate through her eyes, but influence theaders and narrative. Through their observations,
the Foreign Princess and the Prince place themséaivhe role of the audience, as they also fezl th

power of Rusalka’s silent gaze.

275 CheekRusalka 126
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5.5.2 Types of Gaze
Bronfen reflects on two types of gaze, as iderttifay Freud: the masculine gaze, which is sadistic
and active, and the feminine, which is masochastid passivé’® In this dichotomy, Rusalka’s gaze is
passive and masochistic, as we watch her sufférarsilent state. Her gaze is passive, even though
she acts upon the desire behind it and transfantnsai human so that she could be with the Primce. |
all the productions, traditional or modern, heregagmains passive and masochistic, as she watches
all the action happen before her, which she is mpad of.

One could compare Rusalka’'s gaze to that of théfest birds in Norman Bates’ room
(Psych9. In Psycho,Marion Crane (the female protagonist) looks atlilmds with a certain amount
of horror. It is as if in that moment, these destiiffed and passive (as Norman describes them)
creatures are returning the g&#&The Prince ascribes passivity to Rusalka and weden that
painting, dead-like exterior the voice is hiddestuffed’ inside. For the Prince, this experience of
being gazed upon by Rusalka, who at this stage isbgect (a painting), is disturbing because she
returns the gaze, which upsets the entire setsoinggtions of silence and passivity.

Interestingly, in Herheim’s production at the emidAct I, during the scene in which the
Prince sings to Rusalka, her sisters come and dangiehing the real Rusalka with a doll that looks
like her. The switch does not create any confuiorihe Prince, as he continues to sing to a siuffe
doll as if she were the real RusafRaThis reinforces the idea that a woman in this pobidn is just

an object of man’s desire, more precisely that Rasa the object.

5.5.3 Vodnik's Gaze and the Audience
The productions do not change the words, so thecefdéf Rusalka’'s gaze remains the same,
regardless of the setting. Even in Herheim’s prddacwith a different protagonist, Rusalka’s gésze

passive. However, what happens when someone gaeébecomes more powerful than Rusalka’s?

219 Bronfen, ‘Killing Gazes, Killing in the Gaze’, 60
280 Alfred Hitchcock,Psycho Universal City, CA : Universal Home Video, 1998
281 http://www.lamonnaie.be/en/mymm/media/1320/Rusatiéartonin-Dvorak/ (29 April 2012)
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Moreover, what happens when Rusalka is the objeitteogaze? In Herheim’s production, when the
story is told from Vodnik's point of view, Rusallkeecomes Vodnik's object of desire. Vodnik is
present at all times. In a way, he is like Rusah&is mute during scenes which do not require his
presence in the libretto and in music. However,hiden does something more with this character:
through Vodnik, he puts us, the spectators, onesthgleed, the director emphasises our role as
spectators. Herheim ‘activates’ us, by giving usivi&’s body.

Why would we want to be associated with V&@nifle is generally understood as a kind of
father figure in the opera, a protective figuréh@ligh in Ku3ej's production he is abusive). Vodnik
warning echoes in all three acts. The spectataderstand Vodnik’s words and the consequences of
Rusalka’s actions and they too would like to waen. irherefore, Vodnik's perspective would be
most akin to that of the spectators. Zachary Woalferitic, points out what Herheim does with this
production; the opera becomes ‘less about a wonsuffering and more about a man who fantasises
about watching a woman suffeéf? In this respect, Woolfe observes that the roleVofinik is
somewhat like an opera f&f.The operaphiles in a way enjoy the moments in e opera singer
suffers (and eventually dies) on stage, since tleseoften the moments in the (female) singers
powerfully express their vocal abilities.

KuSej also puts us on stage, but in a very diffeveay from Herheim. In KuSej's production,
we are the tourists who observe Rusalka, an objettattracts our gaze. Later in the same act, they
become the chorus that sings the wedding song,Wathnik on stage as well. The tourists once again
observe her as she stands before them, wearingldirgedress, with a distraught look on her face.
For the majority of the scene, Rusalka (KristOpolais) has her back turned against tFéiheir

words obviously affect her, as they sing it so niogly, as she grows more and more up&et.

282 7achary Woolfe, ‘Nymph Out of Water, DisturbingetReace of City Dwellers: Stefan Herheim’s ‘Rusalka
at Théatre Royal de la Monnai@tp://www.nytimes.com/2012/03/10/arts/music/steffmheims-rusalka-at-
theatre-royal-de-la-monnaie.html?_r=1€1 January 2014)
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5.5.4 The Audience and Rusalka

In an interview, Herheim states that he does nattulze public to remain passivdne wants them
involved in the creative process, becoming a pérthe story?®® Not only does he activate the
audience by giving them the body of Vodnik; he alses other techniques with which they become
like the characters in the opera. Mirrors, whiclriiéém uses in his productions, play an important
part in this idea to make the audience particip&th the use of mirrors, the spectators see
themselves watching and thus it becomes an edspatiaof their experience. IRusalka Herheim
effectively uses mirrors in Act Il. At the end bt Polonaise, mirrors are introduced, which reftect
the audiencé’ When the mirrors appear on stage, Rusalka appétitgshem, as she descends on
stage?®® As Vodnik sings ‘Cely St Neda Ti, Nedd' (‘The Whole World Will Not Give Yo,
Rusalka stands above the stage, dressed like tigin\Wlary28® The mirrors stay on stage during
Rusalka’s most crucial moments in Act Il, as thefyecct on her transition from silence to the sciene
which she regains her voice.

In the Herheim production, because it containgnsmy details that could be confusing at
times and also because the story is told from Mddrgerspective, it becomes difficult to relate to
Rusalka. However, in these rare moments, with feeafi mirrors, Rusalka is able to express her pain,
both silently and vocally, and thus create a cotimeavith the public. In this setting, the audiense
able to actively participate and sympathise withs@&ka through these moments in which she

obviously suffers.

5.6 Conclusion

Focusing on the staging of Rusalka, relying predamily on the productions by Herheim and KuSej,
| have discussed in this chapter various aspecthefstagedRusalka This chapter explored the

spectator's experience of Rusalka’'s desire ancesaff—how we experience her silence, voice (the

286 MM, http://www.lamonnaie.be/en/mymm/article/38/IntewiStefan-Herheim/ (17 January 2014
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cry) and Rusalka’s constant suffering in KuSej'sdurction. Additionally, the chapter explored the
spectator’'s desire to watch a character in thezopaffer, as evident in Herheim’'s staging of the
opera. Herheim achieves this by turning the spaxanto a protagonist, as they fantasise about
watching a woman suffering on stage, which, as Wéagihtes, is what an opera fan essentially does.
Both Herheim and Ku$ej activate the role of thdignce by ‘putting’ them on stage. KuSej
does this in a scene with the tourists observingatka as if she were an exhibit in a museum.
Herheim, on the other hand completely activatesnos,only through the use of mirrors, but by
placing us on stage through Vodnik's characterhith production, the Prince is essentially young
Vodnik, and it is through the eyes of the PrincelM& that we experience all the aforementioned
things—Rusalka’s silence, the cry and her gaze. MoreoMerheim, and to some extent KuSej,
transforms the audience’s gaze, which is, to used®s/Bronfen’s paradigm, passive and masochistic
and makes it active and sadistic. Some of the nmoderductions, especially Herheim’s, disrupt the
connection that exists between the listeners arghlRa, more specifically, the relationship based on
the sympathy with the protagonist. Yet even Herheannot resist this ideaRusalka’s presence,
especially when she is silenced, begs for the aadie sympathy. In his quite demanding production,
Herheim, through Vodnik, manages to get the sp@stétecome more engaged in the story, yet at the
same time the distance is created between therRasalka and other women on stage. The moment
the audience sees mute Rusalka, they become kkéuman characters in the story/on stage, who
constantly observe her. The audience, howevereadsbf remaining complete strangers, as they

observe her, end up understanding her and sympeghigth her through her never-ending suffering.
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Conclusion

‘Poor, pale Rusalka, alas!tries Vodnik in all three acts, constantly remimgdirs of Rusalka’s
tragic fate and her futile sacrifice. His words acepowerful that he transcends his frame as araope
character; they become a voice in the heads ofeh@er/listener/spectator as they accept, act after
act, Rusalka’'s fate. Thus Vodnik’s prophetic woedfect our experience of the opera and our
understanding of the main character. His words atswstantly remind us of two key themes that |
have identified to be the core Bisalka—desire, which always remains unfulfilled, and siiffg that
overshadows the story.

As | was able to demonstrate while gsin Rusalkathrough different lensesRusalka
expresses herself in different ways. In each layéne opera, Rusalka provides a new detail abeut h
desire and suffering that reveals her nature. Inamglysis, | have applied various tools in order to
reveal the complexity of Rusalka’s nature focusimgnly on her desire and suffering, and about the
opera as a whole. From Freud'’s structural modehefpsyche, to repetition, as discussed by Zizek
and Salecl, and from the cry ajudiissanceo the gaze, | have shown how psychological cascegn
be a useful tool that help us have a better uraledsig of Rusalka and the opera. Additionally, éda
addressed the issue of her silencing as a fematagamist. Not only have these various approaches
produced a new insight into the opera and Rusdliathey have also aided Rusalka to articulate
herself and therefore create a connection withptiidic. Rusalka is not able to connect with any of
the charactershence her tragic fate. However, she communicatesth wus as
readers/listeners/spectators. Through these vadoosepts that | have applied, Rusalka connects
with us, lets us get inside her head and experigmeestory through her perspective. In return, we
sympathise with Rusalka and even identify with her.

The psychological concepts that | havpliag in this thesis that have not been previously
connected wittRusalka While some psychological ideas have been disdusseelation toRusalka

such as repressed desires (as discussed by Haesber)while psychological frameworks are
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employed in some contemporary productions, sudhase of Herheim and Kusej (which emphasise
desire and/or traumaRusalkais still significantly missing from psychologicglinflected operatic
criticism. There has never been much focus on Rasakilence-what it does to opera. After all,
Rusalkais an opera in which the protagonist, whose stagyfollow, is silenced at the most crucial
time in the opera. Rusalka’s silence, at all of dpera’s layers, is more than the idea that the
orchestra represents her while mute, as | havehsdagdemonstrate in my research. Also, scholars
have never connectdglusalkawith Poizat's concept of the crjquissanceor the gaze. These three
theories have provided ways to see Rusalka’s nathet is, the power of her character, and to
understand Rusalka'’s place in the story. Througtctll, Rusalka asserts her dominance over the plot
that wants her to remain silent and that tries éstrdy her. During the Prince’s cry, we fulfil our
‘destiny’ to identify with her, as we join Rusalka experience painful enjoyment. With her silent
gaze, she is able to communicate with us in théeaad and her silent presence attracts our gaze.
Therefore, applying these three concepts has bseefulpas they aided in our understanding of the
protagonist and they have also connected us asdist/spectators with Rusalka.

This thesis has illustrated various wiayg/hich Rusalka expresses her nature, mainlyutito
her unfulfilled desire and suffering. What we camdude from the analysis of the opera’s facets is
that Rusalka suffers and desires both vocally @edtl, unconsciously and consciously. Rusalka’'s
two metamorphoses lead her to a tragic fate, assgiegected from the natural and human world. The
natural world rejects her because she vocally esgac that she wants to leave, whereas the human
world rejects her because of her silence. Becali$esp it is clear that Rusalka is a victim of ttveo
worlds that were unable to accept her. While sheltimately a victim, due to the inability of the
natural and human world to ‘cooperate’, Rusalka powerful character from the outset, as she is the
one who dictates the story. She is determined twrbe human and suffer in the human world
(become mute) as a consequence. Rusalka also sldcidemain in the will-o-the-wisp state and
suffer for eternity.

Rusalka’'s empowerment lies in the fdwttthe entire story is told from her subjective

perspective. All of the events, even when shelé&sand/or absent, and when other characters are
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centre stage, essentially appear to be framed bpédrspective. Rusalka exists in every single scene
constantly telling us ‘this is what is happeningne’/ ‘this is what | see’. More importantly, sredl$

us that this is her story. Because we rely on tbjestive perspective, it is almost natural that ag
readers/listeners/spectators, tend to sympathd@maidentify with her. When we read her story, we
constantly sympathise with Rusalka as she suffesiénce. While reading those harsh words and
Rusalka’s ‘inner voice’, which Kvapil provides, \aee actually able to feel empathy. On the narrative
level, therefore, we suffer with Rusalka.

Our sympathy with the protagonist doesama here. Rusalka invites us to share and fael he
desire and suffering. Indeed, we feel her desirthénaria ‘Often He Comes’. We suffer with her
every single time she sings about her tragic fiatdner repetition of vocatives and imperatives, we
understand how desperate she is; we would likengwar to those calls and demands. With the
repetition of the motifs, especially theme A, whistso strongly associated with her, she inviteous
feel her restless desire. Through the repetitiovaoibus motifs, we feel how she suffers as sheesr
around the object of her desire and death in the &ct. In the end, we are unitedanissancewith
her, as she kisses/kills the Prince. In the sceden the cry occurs she imposes her agony on us as
listeners, and as a result, those of us who arfepinat’s terms, sensitive to certain moments isimu
experience painful enjoyment. Therefore, we areneoted with Rusalka on certain levels, as we
experience her desire and suffering in the librétte music and the voice.

However, when we see mute Rusalka orestag are encouraged to identify with the human
characters in the story, as we also observe heceSve observe her from the outset, it is impossibl
to ignore the fact that she is in constant agongrddver, certain productions emphasise this. KuSej
puts the traumatised Rusalka before the audiendedaes not let us forget for a second about her
suffering. Through her traumatised nature, the ena## connects and sympathises with Rusalka.
Herheim, in his ever so wonderfully demanding pidtn, gives Rusalka the role of a suffering
woman and extends this role to other women in theraa Due to certain changes (Vodnik as a

protagonist), the audience might lose the conneatith suffering Rusalka. However, with the use of
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interesting techniques (such as mirrors on stagejheim creates a connection, through suffering,
between Rusalka and the audience in Act II.

What we can see from all this is tRatsalka in a way, becomes a story about our joined
desire and suffering, as we are drawn to experi€umalka’'s perspective. We end up feeling what
she feels, as she takes us not only on her jouovegrds her damnation, but she lets us get insde h
head. This fairy tale about a water nymph essdénti@comes our story. On some levels, such as the
narrative, the libretto, the music and the voide tentral themes that depict the very nature of
Rusalka lead to our identification with the protaigd. However, Herheim turns this around and
makes the story about our desire, through Vodrmiki, @about a woman suffering, through various
female characters on stage, mainly through mut@lRasnd the Foreign Princess in the end. Thus it
becomes our story as operaphiles, about our deswatch the protagonist suffer and die on stage. |
we connect Herheim’s Vodnik to the one from theatare, as Rusalka’s Superego and someone who
forces her to enjoy, it means that we are the evtes force Rusalka on this journey of desire that
always has to remain unfulfilled and that causesdsuffer in all the acts. ThiBusalkaoffers two
things at the same time: identification with thetagonist, through her desire and suffering, asd al
the spectators’ desire to watch her suffer, which turns out, she also desires. Due to the coxiple
of her nature Rusalka, as a protagonist, can esgkgathy through her suffering and/or evoke desire
in others to see her suffer.

Rusalka as stated in the Introduction, is an opera ripe ifterpretations, including the
psychological interpretation that | consider as of¢he most essential to the opera. This type of
interpretation, like any, enriches the opera and understanding of it. The goal of this research,
while employing various approachesRaosalka has been also been to encourage further anaifysis
the opera, exploring its many facelRusalkaclearly has a lot to offer. After all, this is arfatale
opera, full of symbolism and as such invites usiterpret it. Either as a water nymph, a silent hum

or will-o-the-wisp, Rusalka will find a way to lutes into her story.
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