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Despite the significant presence of multilingualism both opera
production and reception as well as in the contefxbpera translation,
the coexistence of different languages in the woflbpera has only
sporadically received any research attention, eifhem musicologists or
translation scholars. After a brief discussion loé problematic language
issue in the history of opera, this article willaemine the multilingualism
which marks the genesis of opera texts and manyaopeductions.
Next, it will present different types of multiliredism in opera pieces,
with examples of each type. Finally, it will stutlg relationship between
translation and multilingual operas from differestandpoints, including
a brief analysis of the plurilingual reception cert often created by the
various translation modalities applied to opera w®rA descriptive and
contextual approach will mainly be used in thisdgtuwhich aims to do
justice to the presence of multilingualism in thge@ house, in both
source and target contexts, as well as to encoufagbler research on
this topic within Translation Studies.

1. Thelanguageissuein the study, history and translation of opera

For historical and artistic reasons, multilingualifias had a significant
presence in both opera production and receptiomedisas in the context
of opera translation. However, the coexistence iffergnt languages,
which seems to be inherent in the opera experidrasepnly sporadically
received any research attention, from either mimigsts or translation
scholars. This article will try to fill that gapinse Meylaerts’s (2010)
claim that “translation and multilingualism are xtrécably connected”
(p. 227) seems to be particularly true in the warldpera. Rather than
involving a substitution of one language for anotivery evident in
translationwhen compared to multilingualism [Grutman, 2009182]),
the translating code often actually supplementssthece text in opera,
producing a plurilingual reception context. But feduction of opera
texts and performances — in both source and taegeption contexts — is
also frequently the result of a multilingual enviroent.

A descriptive and contextual approach will help aserve this
phenomenon in its various forms and functions, thiedbest way to start
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is by briefly considering the thorny language issmemusical drama.

Indeed, the history of opera has been marked byolkeof language as a
communicative and symbolic system, and by the ualeqtesence of
different languages in this hybrid genre. Theosadticstudies in

musicology, popular debates and criticism of og@eges and opera in
general as well as controversies have surroundediihctice of opera
translation in its different modalities.

1.1 Text and musicin opera

Opera is musical drama, which means that “[m]up&rformance and
verbal text all collaborate in the creation of megn Nevertheless, the
powerful presence of music has traditionally franted conception of
opera as an essentially musical genre, rather #zama dramatic art”
(Mateo, 2012, p. 115). Indeed, the fact that thebaletext is sung makes
opera a special type of drama (Corse, 1987, p. d2)a result of the
uneasy relationship between language and music hwhies always
marked all types of vocal music. Two conflictingemtations, a textual
and a musical one, have repeatedly figured in #teats around song
history in the West (Fornas, 1997, p. 110), atingct in the case of
opera — composers, librettists, opera critics, omlsgists and opera
buffs. Corse (1987) summarises this preoccupatiibim language in the
world of music: “the debate over whether the texti® music is most
important, whether music serves or is served bguage, has been a
problem since the inception of opera as a self-@ons entity” (p. 11).
Other related issues have been whether an opérshtexid be in prose or
poetry, the (lack of) impact of the literary qualdf the libretto on the
general quality of the opera, and the role of tilmetto in the
development of opera as a genre (Pauly, 1970, fppl2 and 14;
Salzman & Desi, 2008, p. 84).

Two systems are blended in hybrid genres such esadprough
the mediation of the human voice, and different esol and
communicative/aesthetic values have traditionaégrbattached to each
of these two separate symbolic codes: briefly, missinterpreted as the
affective, emotional system, whereas verbal languaguld be the
intellectual mode, since it is able to name, tovegnirony and ambiguity.
“Adding a new dimension to speech, [music] bringghe surface what
the characters cannot or will not utter. It is arori of the unconscious”
(Weisstein, 2006/1961, p. 11). However, it cannama the objects of
emotions or thoughts, it cannot “signify”, a furctireserved for verbal
language. Recent studies, however, suggest thaliffeeence between
text and music is not as clear-cut as has oftem lwé@med and that
“[r]eal meaning is everywhere (in words as wellimsnusic)” (Fornas,
1997, p. 117). The text—music relationship is tfeeeproblematit and,
at least in opera, the functions attached to eaehnat so sharply
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distinguished: as Corse (1987, pp. 12-15) explaitisough it is true that
the aesthetic function lies more in the music tirarthe text (so that
librettos tend to emphasise the communicative fancbf language),
both systems work together, creating meaning acdweaging multiple
interpretations; both are symbolic and semioticr§8p 1987, p. 151).
Indeed, a dialectical conception of the text—-muelationship makes it
possible to consider why the same text may beosditferent musics and,
conversely, why the same music may fit in with eliént words (Ruwet,
2002, pp. 80-81). Fornas (1997) concludes thatéfg is music in texts
and text in music” so “[tlhe text—-music dichotorsy an illusion” (pp.
120-121).

The relevance of these issues to the study of Imgiiialism in
opera and its translation will hopefully become iolg throughout this
article. It is important, however, to point out taspects right from the
start: first, the fact that “meaning” comes notyofrom the verbal text
may explain why the semantic content of words ierofignored by
opera-goers, or at least not considered vital @r tenjoyment of the
opera piece. Many audiences will not fully underdtanultilingual opera
texts, but this has often been the case with nuastaoreceivers attending
monolingual productions, either because the sumyitein a foreign
language or because of the inevitable distorticrated by the singing.
For uncomprehending audiences who neverthelesy émgooperas, the
words probably function as mugi@s Fornas (1997, p. 113) remarks, this
often happens when people listen to an unknowrulage. This has been
at the heart of many arguments against sung ttarsland it probably
explains the preference for surtiting in many @pdrouses today.
Secondly, the conception of vocal music as a blmtdieen a verbal and
a non-verbal mode is also central to recent appesaof a holistic nature
to opera translation (e.g., Kaindl, 1995) which gidar this type of
musical drama as a multidimensional type of art,oseh semiotic
complexity — the interplay of language, music armmtal and scenic
performance — generates the meaning of the opetaticand cannot
therefore be disregarded in the study or the adkeekion-taking process
of translation strategies (see Bosseaux, 2011;dJa@12).

Some studies adopt a more cultural perspectiveingaknto
account the historical, sociological, economic @ealogical factors in
source and target cultures which explain the why #re how of song
translation (not just of operas) (e.g., Bosseal4,12 Mateo, 2001). An
important concern in these studies is the questiomhich languages are
accepted for which musical genres, the language(sslated into for the
different modes of song translation, or how therseuanguage has
determined the selection of musical texts to beoigu by a target
context. This, in turn, ties in with the connectoMeylaerts (2006)
observes between multilingualism and translation:
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The question of which language(s) can/cannot/mhest used
necessarily implies: which one(s) can/cannot/muesttianslated
from or into, by whom, in what way, in which georigoral,
institutional framework etc. This is why translatiseems heavily
institutionalised in multilingual societies. (p. 2)

These issues have actually occupied a promineatinothe history of
opera, making up the other, more practical, agpieitie language issue in
relation to opera production and translation.

1.2 Thelanguage of opera(s)

The question of which language(s) to use in opex#stor productions
has had a strong presence in opera history, withese@markably heated
and interesting arguments having been voiced itaicemperiods and
countries. Translation often played a central nolmany of these debates
and it is closely linked to the development of ¢femre. Opera’s language
of origin, Italian, was soon adopted as the maimrrajic language
throughout practically the whole of Europe. As &m#n and Desi relate,
during the Hapsburg Empire, Vienna — where ltali&s understood and
spoken — witnessed a wave of immigration of singersisicians,
composers and even librettists from Italy. From tm@in Austro-
Hungarian cities they spread to the German Stdtem) to Spain,
Portugal, Russia or England, some even crossingAttantic. Thus,
“Italian became the international language of nmiugBalzman & Desi,
2008, p. 79), only being resisted in France, a tgumhich could boast a
musical drama of its own and could therefore quastine supremacy of
the Italian genre (Arkus, 2003, p. 4). Audiencesewhere accepted this.
In Spain, for instance, the reception of Italiar@at the end of the 18th
century meant the acknowledgement of an internaktienand probably
modern — cultural fact (Alvarez Cafiibano, 19951p4). The situation
implied that, all around Europe, non-ltalian comgrgswould choose
Dante’s language for their pieces, many of whielvétled throughout the
continent, being performed by vocal virtuosi such the castrati
(Salzman & Desi, 2008, p. 88).

The ltalianism prevailing in 18th-century opera,iethwas only
resisted by a number of composers and music loveatly illustrates
how “[m]any linguistic encounters in the public spd are clearly framed
by a dominant language, restricting other languatgesspectacular
fragments™ (Rampton, 1999, in Androutsopoulos, 200. 225). The
supremacy of Italian lasted well into the 19th cepnteven later in some
countries). In Britain, for instance, audiencesegally rejected operas
sung in English throughout the 18th and 19th céduaind during Queen
Victoria’s reign works originally composed in FréndGerman, Russian
or English had to be turned into Italian in ordebe performed at Covent
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Garden (Arkus, 2003, p. 2, p. 9; Gallo, 2006, p3)42But this
monolingualism which reigned in European opera Bsuaso triggered
off some strong reactions in various countries,civhian parallel to the
historical and political changes taking place frtime end of the 18th
century. “Just as revolutionaries fought for ligerand national
constitutions, composers and librettists stroveexpress themselves in
the music and languages of their homelands” (Ga006, p. 427). At the
end of the baroque period in music, each nati@d ttd develop its own
style (e.g. the English ballad opera, the Frenemdrlirique, the German
Singspiele or the Spanish stage tonadillas), winiéy championed the
suitability of their language to musical drama. Taous Querelle des
bouffons in France, in which the new Italian corjgera was bitterly
fought by the supporters of the traditional Frebelhoque opera of Lully
while Jean-Jacques Rousseau defended the usdiarf [gee Salzman &
Desi, 2008, p. 88), is a good example of the desbafmrked by the
question of language in relation to opera, whickeheontinued to the
present day.

Other languages, such as German, English, CzechRasdian,
gradually joined Italian and French in Europeanrag®uses throughout
the 19th and early 20th centuries (see Desbladd@7,2pp. 160-16D),
and in countries such as Britain and Spain a steaveyeness of the need
to create a national opera of their own develop&dys, 2003, p. 3;
Casares Rodicio, 1995, p. 94).

Spain is a case in point illustrating the struggéween Italian
monolingualism in opera houses and linguistic ptda@ism, which was
usually encouraged by means of translation (foetailbd discussion, see
Mateo, 2001, pp. 33—40). One of the best-knowneartiest attempts to
impose the local language in opera productions Miag Carlos IV's
1799 Royal Order, which forbade all performancdsarfa, opera,
dancing) in a foreign language. According to Ala@afiibano (1995, p.
149), this Order simply sanctioned what was alremdypmmon practice
in Spain. Indeed, many theatres produced operaslatad into Spanish,
except in Barcelona, which kept a more Italian &moy. The prohibition
was lifted in 1821 (Casares Rodicio, 1995, p. 9Y the 19th century
staged the tension between the two tendencies, sdthe important
debates and heated speeches even at the Acaddmapgidage and the
Academy of Fine Arts (Casares Rodicio, p. 107, /)1 While certain
national productions had to be translated intealtatiue to the prevailing
[talianism in the country as well as to keep soris¢éadce from the more
“popular’” Spanish zarzuelas, Spain also followeg Buropean trend of
making national identities more visible in musicdrama and,
consequently, Basque, Catalan and Galician weendefl as suitable for
opera tod. Catalonia developed a special taste for Germanaopethe
turn of the 20th century, and many of Wagner's ®lotart’'s works saw
sung translations into Catalan. For its part, thguistic protectionism of
Spanish continued well into the 20th century, undiéierent political
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regimes. Thus, an Act was passed by the Spanishubfegn
Government in 1931 imposing Spanish as the sininguage for all
operas performed at the Teatro Real in Madrid (Ba2®01, p. 38); and
in Franco’s early regime, when the Civil War had yet ended, a sung
translation competition was organised for operafialian and German
(i.e., the languages of friendly countries) to lenéd into Spanish
(Medina, 2002).

The tensions which have marked the developmentpefeo in
countries such as France, Spain or Britain aragodatly interesting to
the study of opera translation and, in my viewevaht to the question of
multilingualism too. The use of ltalian made manydiances around
Europe think of opera as a foreign language artistim. Ironically, the
monolingual tendency in the creation or performanteopera texts
provoked a multilingual reception context, whichshgersisted to the
present day. Audiences’ acceptance of opera prmhgcin a language
which was not their own was gradually generalisedwhatever the
original language of the opera text happened toab&ndency which
became prevalent at various paces depending dartpet country and on
the source language (see Arkus, 2003, pp. 11-h2) ofiginal languages
are generally the norm in most opera productiodsayp particularly in
those countries in which opera is considered asiftgported, high-art
phenomenon”. As Salzman and Desi (2008) explain,

[tlhis has been reinforced by the existence daadard repertoire
dominated by ultra-familiar ‘masterpieces’ [... aifl has now
extended even to works from Eastern European desnivhose
languages present major challenges to Westernrpefe. (p. 80)

Nevertheless, since opera audiences today mogtlgcethe source texts
to be comprehensible, some mode of translatioegaired. Moreover, as
| explain in section 4 below, today’'s commonest wéayvatching opera
also creates a multilingual reception context. Adocw to Desblache
(2007),

paradoxically for a genre steeped in tradition aftdn criticised
for its highbrow focus, opera is the only artigtem which carries
its repertoire in ltalian, French, German, Russiad a few other
languages, making multilingualism today more visitiian in any
other creative strand. (p. 161)

2. Multilingualism in opera production
The overview above of the problematic role of laaggiand languages in

opera texts and history suggests that linguissads do not make an
appearance only when translation is involved, bat multilingualism
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features prominently in various aspects of thisrgeiihere are several
ways, for instance, in which languages can coeristpera production.
Certain composers’ work includes pieces in varidaisguages: e.g.
H&endel and Mozart had some librettos written irrn@e, others in
Italian; Albéniz composed for English, French,igtaland Spanish texts;
Gluck’s operas are either in French or in Itali@he multilingual cultural
dynamics in both present and past contexts, whiekld&rts (2006, p. 5)
discusses in her study on heterolingualism and sladion Studies, is
well exemplified in opera by Gluck, a German congydsom Bohemia
who “brought full-blown classicism to France, arldssicism flowered,
operatically and otherwise, in Vienna — first ialian but then afterwards
also in German” (Salzman & Desi, 2008, p. 89). Glyrovides an
example from the opera context for Meylaerts’ (208&im that“by
definition, discourses are never totally monolingud...] the
monolingualism of the authors, critics, audienes, in the source and
target cultures may be less absolute than convailyoexpected” (p. 5).

The plurilingual nature of the opera genre can Bls@bserved in
the genesis of opera works, often the result op&dion from literary
pieces originally written in a different languagéne journeys made by
most texts before they become librettos are extyenwomplex,
frequently crossing linguistic borders and/or Higr genres.
Consequently, a majority of operas cannot reallyshid to belong to a
particular source culture; rather, they should lscdbed as multi-
European in essence. One probably has to accepynag2004) suggests
for other types of texts , “that the place of sedtext production may be
more intercultural, indeed more hybrid, than tHaranslations” (para. 1:
Abstract). Thus, which ‘nationality’ should be apsd to Verdi's
Traviata, Falstaff or Macbeth to Donizetti'sLucia de Lammermooro
Bizet's Carmen or Puccini's Bohém& Composers have delved into
European literature to find sources for a goocklifor. for instance, Verdi
frequently resorted to plays by Shakespeare, at agelto works by
Schiller and Hugo (Corse, 1987, p. £2n his study of “literature as
opera”, Schmidgall (1977) reports on the great remdd operas which
have been based on literary masterpieces and nige & literary genres
and national literatures they come from. His sureéliterary pieces
which have been the source of librettos covers,ef@mple, an Italian
Renaissance epic romance, a French domestic cormsedgerman
historical drama, an English romantic-historicavelp a Shakespearean
tragedy and a satiric Russian poem (Schmidgall7 19722)°

Interestingly, according to Pauly (1970), “compgseoften
received the stimulus for writing an opera fromisgeather than reading
a play. Puccini sawMadame Butterflyfand] Toscal[...] as plays, in
languages that he could hardly understand” (ppl4B-Sometimes the
musical piece has overtaken the literary sourcbaaseen the case with
Richard Strauss'Salomé whose German libretto was based on Oscar
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Wilde’s play, which the writer originally wrote iRrench and later had
translated into English.

The textual production of opera pieces strongly psuis
Meylaerts’'s (2010) claim that “every text is a egke of many texts in
several languages in an often continuous translatf@in” (p. 228). It
also illustrates the three contexts of languageloibéition which Andras
Horn (1981, in Stratford, 2008, p. 459) identifiésr literature,
simultaneously or throughout history; in the cadeopera, different
languages may coexist: (a) in different works witbhe country’s opera
production; (b) in the different works by one ahd same composer; and
(c) within one and the same libretto presentingigture of languages
(examples of which will be presented in sectiore®ty).

Moreover, in the history of opera, it is not unusiea a work to
have been composed in one language but to havevachsuccess in a
different one, chosen by the composer to make ikeepknown to
audiences other than that of its first night, arfdclv may then become
the opera’s usual language on stages throughowtdhd. Thus, Verdi's
Don Carlowas set to a French libretto for its first nightRaris, in 1867;
however, after the initial fiasco of this originarsion, it was the revised
Italian version first performed at Milan’s La Scata1884 that became
the most commonly produced one. Wagnerise Mastersingers of
Nuremberghad a successful first night in German in Munich1868. It
was immediately performed in opera houses all &eppe, either in the
original language or in English (in London), Hurigar (in Budapest),
French (in Brussels) and Italian (in Milan, butcali® Madrid, where
Italianism was still strong in 1897 and where Wa@nepera was not
performed in its original language until 1926). Mapieces of musical
drama therefore not only travelldxbforetheir actual genesis as operas,
but often soon afterwards. Thus, the coexistencdiftérent languages
also marks the general reception of one and the sgq@ra.

Multilingualism can be observed in opera productnmt only at
the textual level, but also in the extratextualtegh— at an institutional,
cultural and even political level. Modern produnso are usually
plurilingual in terms of the agents involved, sirtbe usual formula in
opera houses today is to have singers from diftereantries, an artistic
team which is often foreign too (as productiongmwftravel around), and
a permanent local chorus and production team. Cuoesely, in many
opera houses, rehearsals often involve at leastianguages, one local
and the other foreign, which all or at least somemioers of the
production can understand. The chorus usually ddsarn vocal scores
in several languages for one and the same seaspending on the
original languages of the operas programmed. Aneraosingers also
normally sing in several tongues, generally leagnihe pieces in the
original version or the most commonly used toddyic enables them to
travel worldwide with the roles they have specalisin. Indeed, the
internationalisation of singers is considered bizi®an and Desi (2008)
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as one of the factors which have “contributed ®ititreasing practice of
original language performance” (p. 80), togethethwihe availability of
librettos and of audio and video recordings, theeap of international
music festivals and the introduction of surtitl@sjong other reasons.

In the past, the multilingualism which charactesigbe opera
production process was not only in the wings buttle actual
performances too:

It was not unusual for operas to be offered halktatian, half in

the language of the country in which they were grened. Often,

the arias were sung in Italian while recitativegevgung or spoken
in another language. Different roles were sometien@&n sung in
different languages. This remained relatively commatil the

mid-twentieth century, as singers often imposed lamguage in
which they sang. (Desblache, 2007, pp. 159-160)

The situation described by Desblache probably shiast the literary
message was perceived as secondary to enjoyirgethéiful sound of a
particular singer’s voice. But multilingual perfoamces were sometimes
socially or politically motivated: in the early yseof the Finnish National
Opera (founded in 1873 as the Native Opera), Hinaisl Swedish would
alternate on its stage for different productionsttom same night, so that
Swedish-speaking people living in Helsinki couldabe won over. In
the 1920s, when notable foreign artists had torgaged to direct it, this
company became very cosmopolitan and up to thregukges could
sometimes be heard on the stage during the sarf@rpance (Gomez-
Martinez, 1996, pp. 74-75). Even today, in someragestivals, an
original foreign language is combined with the looae. This was the
case, for instance, of a performance of Mozaftsluction from the
Seraglioat Catalonia’s summer Festival Peralada in 199Which each
role was split between two performers: a singegism the arias in
German and an actor performing the dialogues iral@at a risky but
successful formula devised by the director Maris @a this production
(Pujol, 1997).

“Opera has long had an intercultural dimension”séduBassnett
(2000, p. 103) rightly states. In my view, thisclearly reflected in the
different ways in which multilingualism materialgsén the production
process. Less commonly, it is possible to findnitone and the same
opera piece.

3. Multilingualism in operatexts
According to Grutman (2001, p. 158), there is ngectve limit for a

(literary) text to be classified as multilingualikewise, there also are
different degrees to which opera pieces have madeofi two or more
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languages, ranging from a few foreign words or pbsainserted in the
libretto (corresponding to what Androutsopoulos (2007) cCafisiimal or
token bilingualism” [p. 214]) to several stanza®ire aria, whole arias or
fixed parts of the opera text or performance. W&téhe extent or type
of multilingualism, it always seems to be “the aue of strategic
decisions at specific historical moments”, as Amdsopoulos (2007, p.
214) has observed for bilingualism in the medialekd, as is also the
case with songs (see Davies & Bentahila, 2008,51, ». 259), the
mixing of languages in opera librettos usually ogjs to organisational,
aesthetic or characterising purposes and achieveSeredt
communicative and stylistic effects.

Three situations can be identified as cases ofilmglialism in
opera texts. As Davies and Bentahila (2008) suggesilingual popular
songs, the three cases can be studied

in relation to a number of issues within the perfance context,
such as what these languages signal about therfiagna, how
they relate to target or potential audiences [atfjd how they
contribute to the message. (p. 260)

Proceeding from minimal to maximal bi/multilingusatn, | shall start with
those operas which include the odd word, sentesta@za or aria in an
otherwise monolingual libretto. Of the eight rolelorn attributes to
literary heteroglossia (1981, p. 226, in Stratfd@2@08, p. 461), four can
be selected for opera multilingualism in this figgbup: contributing to
characterisation; enhancing the illusion of realgpyoducing a comic
effect; and functioning as a quotation. Furthermdke literary writers,
librettists and composers often resort to “thewsaltand sociolinguistic
knowledge they assume they share with their aud&nc
(Androutsopoulos, 2007, p. 215), in order, for eglanto evoke common
associations between languages and social identi{fometimes
reinforcing cultural stereotypes), establish powedlations, signal
otherness in a certain character, introduce interédity (quoting other
operas, songs, prayers, literary works, etc.) t@ua purposes, or create
humour. | have identified the following examplediigh illustrate these
purposes:

. Orlando Furiosg by A. Vivaldi (libretto by Gr. Braccioli, adapted
from Ariosto's romantic epic; first night in Venic&727): the
libretto is in Italian but contains a few sentendesFrench in
Orlando’s famous moment of madness (in Act llinsc¥), which
seemed to underline the character's insanity.

. Eugene Onegirhy P. I. Tchaikovsky (libretto by K. Shilovski and
M. Tchaikovsky, the composer's brother; first nightMoscow,
1879): the libretto is in Russian but there arewa &xchanges and
couplets in French in Act Il, which portray a Frereharacter, the
singer Monsieur Triquet.
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. The Queen of Spadedy P. I. Tchaikovsky (libretto by M.
Tchaikovsky, who based it on a short-story by Aslikin; first
night in St. Petersbourg, 1890): the libretto iRimssian but there
are some lines in French in one aria sung by thentéss (in Act
II), reminiscing about her happier youth in Parg)en she had
sung before the French aristocracy, including Maslade
Pompadour. The Countess quotes a stanza from AryGrépera
Richard Coeur-de-Lion adding realism and highlighting her
characterisation.

. Tosca,by G. Puccini (libretto by G. Giacosa and L. Hljbased on
V. Sardou's playa Toscafirst night in Rome, 1900): the libretto
is in Italian but there is a “Te deum” sung in kbatiwhich
contributes contextual realism to the scene.

. Der Rosenkavalier by R. Strauss (libretto by H. wvon
Hofmannsthal, in collaboration with H. Kessler;sfirnight in
Dresden, 1911): the libretto is in German but thsra stanza in
Italian in Act |, for the sake of humour and chaeaisation, since
it is sung by “the Italian tenor” from a vocal sedsorrowed from
Moliere'sThe Bourgeois Gentilhomn{kast scene in Act V); thus,
this instance of multilingualism introduces intetteality too.

. Vec Makropulosby L. Janéek (libretto also by Jaiéak, based on
a play by K.Capek; first night in Brno, 1926): the libretto is i
Czech but there are some lines in Spanish and Gasethe main
character, the immortal opera singer Emilia Mahgs assumed
many identities over her 300-year life, among thikat of a gypsy
woman, Eugenia Montez. There are a few sentencBpanish in
Act Il, when Emilia refers back to Eugenia. At tead of the
opera, in Act Ill, when she turns out to be Elinakybpulos, the
famous soprano dies praying in Greek.

. War and Peacebhy S. Prokofiev (libretto by Prokofiev himself in
collaboration with his wife M. Mendelssohn-Prokefidbased on
the novel by L. Tolstoi; first night in Moscow, 196 the libretto is
in Russian but there are a few sentences in Frendtart I, in
order to create light humour (evoking an elegamtcdain a ball
scene) and, again, to enhance realism and chasati@n, as
members of the French army, including Napoleon &ifngake
part in the plot.

The second case of multilingualism in opera tegtslirectly related to
target or potential audiences (see Davies & BelataP?08, p. 260), for it

is the result of the prevailing taste in 18th-ceptduropean opera, and
illustrates the situation described by Desblact@T2 pp. 159-160) at
the end of sectiog in this acticle. As can be expected, most libseth
the 18th century were written in Italian; indeed thajority of them were
penned by Pietro Metastadiayhose texts were set to music by many
different composers throughout the century and amious countries.
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However, probably in order to enable audienceliow the plot more
easily and increase their enjoyment of the perfocea it became
common in some places to perform the recitativethénlocal language.
This reflects, on the one hand, the different ralsesigned to the various
sections in Baroque and Classic opera, where ‘fthisioh into recitative
and aria was both textual and musical — proseezhthie action forward
in recitatives, while poetry served for the mordesaive, lyrical and
emotional arias” (Pauly, 1970, p. 14). On the otiend, it illustrates the
singers’ hold over productions, for they could irspdhe sung language,
usually Italian’

The mixing of a dominant language and a less pawerfe, or of
two indigenous languages, simultaneously coexisiimga particular
culture, period or genre had been observed inytfies|of older periods:
for example, in medieval carols which mixed Latiithvone or more
European vernaculars, or earlier songs in 11thdce#l-Andalus which
combined Hebrew, Arabic and Romance languages é€8aiBentahila,
2008, p. 248).Bilingual opera performances seem to have been
particularly common in 18th-century Britain, wheselarge number of
operas were staged with the Italian aria-Englistitagve formula. Many
composers and librettists were commissioned to taldaj|an operas to
this pattern and most of the pieces were extrerpefyular, as can be
inferred from the number of monolingual and biliaguversions,
frequently adapted from the same libretto, Metas®sMost of them,
however, have fallen into oblivion and are no langeerformed.
Nevertheless, they probably contributed to estaiigs the tradition of
British musical theatre: more than two hundred apavere composed in
the 18th century, nearly three hundred in the t@imury (Arkus, 2003,
p. 5).

The following English—Italian versions (eithers#rious operasr
of pastiche} have been recordéd:

. Artaserse Genre: pastiche; composers: R. Broschi, J. Aselasd
N. Porpora; librettist: P. Metastasio (revision Dy Lalli); first
night: The Haymarket Theatre, London, 1734; langsagnglish
(recitatives) and ltalian (arias); other (non-lgiiral) versions:
more than 90, mostly forgotten now. There is anothikngual
version by T. Giordani and M. Vento (1772) andublyfEnglish
one by Th. A. Arne, which was very successful wienmas first
performed at Covent Garden in 1762.

. Ciro riconosciuto Genre: serious opera; composer. G. Cocchi;
librettist: P. Metastasio; first night: The HaymetkTheatre,
London, 1759; languages: English (recitatives) Halian (arias);
other (non-bilingual) versions: around 20, todagédten.

. Demetrio/Cleonice, queen of Siri@enre: pastiche; composers: F.
Bertoni, B. Galuppi and F. Giardini; librettist: Rletastasio; first
night: The Haymarket Theatre, London, 1763; langsagnglish
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(recitatives) and lItalian (arias); other version®re than 50, no
longer performed — four of them bilingual: the vens by G. B.
Lampugnani (1744), G. Cocchi (1757), P. A. Guglie(tir72),
and by A. F. Gresnick (1787).

Didone abbandonataGenre: serious opera; composer: V. L.
Ciampi; librettist: P. Metastasio; first night: Theaymarket
Theatre, London, 1754; languages: English (reg#ajiand Italian
(arias); other (non-bilingual) versions: more th@&d, none of
which has survived. There is another bilingual mersof this
opera, by V. Rauzzini and A. Sacchini (1775).

Ezio Genre: serious opera; composer: G. F. Handekttibt: P.
Metastasio (adaptation and translation by S. Husys)r first
night: The Haymarket Theatre, London, 1732; langsagnglish
(recitatives) and ltalian (arias). There is anothiéngual version,
a pastiche, by G. F. Majo, J. Ch. Bach, B. Galu@piB. Pescetti
and M. Vento, who worked together to set P. Metsts libretto
to their own music; first night: The Haymarket Ttrea London,
1764; languages: English (recitatives) and Ita{emes). There are
more than 50 versions &zio, G. F. Handel's being the only one
to survive.

Issipile Genre: serious opera; composer: P. Anfossi; tlisteP.
Metastasio (revision by A. Andrei); first night: @hHaymarket
Theatre, London, 1784; languages: English (reg#ajiand Italian
(arias); other (non-bilingual) versions: more ti2h on the same
libretto, also forgotten today. There is anothdingual version, by
P. G. Sandoni (1735).

L'Olimpiade Genre: serious opera; composer. Th. A. Arne;
librettist: P. Metastasio (revision by G. G. Bo#dy; first night:
The Haymarket Theatre, London, 1765; languages:liging
(recitatives) and ltalian (arias); other (non-lmiiral) versions:
more than 50, on the same libretto, none of whakelsurvived.
Siroe, re di PersiaGenre: serious opera; composer: F. Giardini;
librettist: P. Metastasio; first night: The HaymetkTheatre,
London, 1763; languages: English (recitatives) Halian (arias);
other (non-bilingual) versions: more than 30, oa same libretto,
no longer performed either. There is also a bilaigeersion by G.
B. Lampugnani (1755).

Zenobia Genre: serious opera; composer: R. Edgcumbettiit:
P. Metastasio; first night: The Haymarket Thealtm@don, 1800;
languages: English (recitatives) and Italian (ariagher (non-
bilingual) versions: more than 20, on the sameetibr which
have, like practically all the others in this groufallen into
oblivion.

Finally, what | have classified as a third typenailtilingualism in opera
texts is formed by a mixture of tongues presentrmre or less equal
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terms in contemporary works, mostly exploiting syhb rather than
referential values. Borrowing Grutman’s (2001) dggion of the role of
language switching in modernist poetry and avantdganriting, these
operas “bespeak a growing consciousness of langasagenaterial in and
of itself” (p. 160). Language becomes the protagipm@ind this goes hand
in hand with the increasing importance of fragmeérgad nonlinear texts
which have taken over linear or narrative ones mclmmodern and
postmodern opera (Salzman & Desi, 2008, p. 89)hBathor recreates
hisfher own world, but this is frequently a worltbtight of in phonetic
terms. Some of these pieces of musical drama ade ma of “fragments
from various languages, overlaid on one another figlimpsests. [...] In
such works, the signification of words and textsyrpiay a role but one
not much greater than the value of the texts as pound” (Salzman &
Desi, 2008, p. 93).

The following operas from the 20th and 21st ceptuare good
examples of this type of multilingualism in varionays and degreés:

. Oedipus Rexan opera-oratorio by |. Stravinsky (libretto by J.
Cocteau, who wrote a text in French, based on Sigioplay;
Stravinsky commissioned J. Daniélou to translatetdt Latin; first
opera performance in Viena, 1928). It is a shod-&et opera in
which the dramatic parts, in Latin, are complemént®y a
narration in the audience’s language (there arerdawys with the
narration in French by Cocteau himself, as wellimm€English,
German or Japanese). The language plays a vitainptis opera,
having been chosen before the actual story by dingposer, who
wanted an archaic and sober language, probablgistantiation
purposes. Cocteau was not very keen on the iddawahg his
libretto translated into Latin, and suggested the pf Narrator,
who is the only character actually moving on theget the other
characters behaving like living statues. Schmidgakntions
Stravinsky’'s piece as an example of equivalencevdmt music,
subject and language, and quotes the Russian wisigoy at
composing to a language of convention: “The texistbecomes

puizely phonetic material for the composer” (Schraljgl977, p.

7).

. Babel 46,by X. Montsalvatge (libretto by Montsalvatge hirtfise
first night at the Festival Peralada in Cataloii®94, although it
had actually been finished in 1964). The libret@bout the day
when a number of World War 1l refugees — two Spalsatwo
Italians, two Sephardim, a Scotsman, a Frenchmantwo men
from Mozambique — leave their refugee camp at e @ the
war. The composer makes them all sing in their tamguage, so
the libretto combines Spanish (including the Seginas beautiful
15th-century Castilian), Catalan, English, Frendfalian and
Portuguese, besides a few sentences in Hebrew amda@. As in
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a sort of Tower of Babel alluded to in the verjetiof the opera,
the characters, each of whom has their own musstgke,
constitute a bitter reflection on the difficulty bliman relations,
particularly in forced coexistence.

. Satyrikon by B. Maderna (libretto by the composer himseifl &
Strasfogel, based on Petronio’s piece; first nghBcheveningen,
Holland, 1976). It is a one-act piece, made upixdésn numbers,
in which four characters sing, respectively, in Estgand German,
French, a vocalised language with no words, anohLat

. The Civil Wars: a Tree is Best Measured when Dasvn, by Ph.
Glass, D. Byrne, G. Bryars, H. P. Kuhn and oth&tee libretto,
inspired by the American Civil War, was mostly weit by the
conductor Robert Wilson, who worked together witiffedent
writers from different languages to create the ousi versions
intended for this opera; the Cologne performanc®84]
incorporated passages from Racine and Shakespémmeas the
production for Rome, composed entirely by Philimssl (1984),
combined Latin, Italian and English.

. Akhnaten also by Ph. Glass (libretto by Glass himself, in
collaboration with Sh. Goldman, R. Israel and Rddeil; first
night in Stuttgart, 1984). The librettists usedtpaf The Book of
the Deadas well as documents from Ancient Egypt. The opera
combines ancient Egyptian, Akkadian and Hebrewh wimodern
language for the narration (English, originallyhefe is an aria
which is meant to be sung in the audience's larguag

. Alicia en el Pais de las Maravillas (Alice in Wonded), by the
Argentinian composer M. Lambertini (libretto by tlkemposer,
based on Lewis Carroll's famous novel; first nighBueno Aires,
1989). The libretto alternates English, Italianyi@an and Spanish
in its different parts (ensembles, duets, recigstivand the
narration, which is assigned to Carroll himself, ontherefore
appears as a character in the text). The compasedéscribed the
qualities which she exploited from each langudigeterestingly,
she indicates that the Spanish parts can be petbrim the
language of the audience in non-Spanish speakingtges, but
always with a marked English accent. This illugsathe attention
a number of musicians pay to the phonetic aspédémguage.

. The Caveby St. Reich (libretto by the composer's wifekdrot;
first night in Vienna, 1993). The libretto, basedinterviews with
Israelis, Palestinians and USA citizens about tfierdnt views on
Abraham/lbrahim’s story as reflected in the Bilitlee Koran and
the Torah, is in English, Arabic and Hebrew.

. El viaje a Simorgh by J. M. Sanchez-Verdu (libretto by the
composer himself, who adapted a novel by Spanistemduan
Goytisolo and incorporated poems and other textSdry Juan de
la Cruz, Ibn al Farid, Fariduddin al-Attar, Leonarda Vinci and
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Fray Luis de Ledn’s Spanish translationTéfe Song of Solompn
first night in Madrid, 2007). The libretto theredorcombines
Spanish with Hebrew, Latin and Sufic Arabic.

. Love and other Demonby the Hungarian composer Peter E6tvos,
(libretto by Kornel Hamvai, based on the novel ah@el Garcia
Marquez; first night at the Glyndebourne Festivab08). The
libretto is in English, but contains fragments pa8ish, Latin and
Yoruba, each used for different purposes/charactersnstance,
whereas Latin is used for church ceremonies, Yorigdhe
language of the Pagan slaves.

Apart from the tendency towards nonlinear narrativhese pieces
clearly show that operas composed in modern timesjuéntly
incorporate elements from the visual arts, pref@mgmous protagonists
over the heroes or anti-heroes of traditional offse® Salzman & Desi,
2008, p. 89), and rely on a collage of (generatl-gxisting) texts from
different genres, cultures and languages. In Sotatiid (1977, pp. 360—
367) view' these features are not salutary for the genreshmEquires
theatrical momentum and human materials rather duwsceptual states
or ideas. According to Schmidgall (1977), anothearacteristic of these
pieces is “the tendency for language to lose itmgparency as a
communicative medium and become itself an objestaitiny” (p. 367).
In my opinion, this is particularly conspicuousnmultilingual operas in
which the mixture of languages is important in litgather than as a
means to enhancing characterisation or realisrthdrworks included in
this third type, composers seem to be aware tlematidience will not
understand the semantic content of all the diffesewtions in their work,
nor may it be necessary that they do so. This ttotet one of the
“multiple challenges of multilingualism” (borrowingstratford’s title
[2008, p. 457]), since plurilingual texts in gerdret just operas) are not
necessarily addressed at polyglots (Grutman, 2@01158; Stratford,
2008, p. 464), and it has obvious implications tfanslation, as will be
seen in section 4.

I will end this section with a remarkable case gddby Salzman
and Desi (2008), in which the effect achieved bydsowhich “do not
aspire to meaning” (p. 93) is seen at its mosteexdr. in Giorgio
Battistelli's musical drama piedexperimentum mundil981), instead of
having characters sing in different languages,siectator is presented
with protagonists who are all mute. Paradoxicallyd genre where voice
is everything, in this work “the voice is merely eomacoustic element
among others and subtext is more important that actpal text”
(Salzman & Desi, 2008, p. 94).
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4. Multilingualism and translation in opera production and reception

4.1 Trandation and multilingual operas

The musical drama works which were provided as @kasn of

multilingualism in section 3 can be studied in tiela to translation from
two different standpoints at a textual level, depeg on whether we
consider the role of translation in multilingualesa textdbeforeor after

they have been created.

It seems useful to borrow Davies and BentahilaB0& p. 249)
original approach to the study of bilingual popwdangs, focusing on the
use of translation to create linguistically hetenogous lyrics, and
examine the role translation may have played in gemesis of
multilingual librettos. While textual analysis i®inthe object of this
article, it may be interesting to see the way inchtihe three types of
multilingual opera discussed above are connectedlattslation in this
regard.

The texts which exemplify the first type of mulijualism
(deriving from the odd foreign-language word, seoée or stanza
included in the libretto) are not necessarily basedranslation — at least,
not beyond the intercultural/interlinguistic tragmsivhich the creation of
opera texts, (monolingual ones included) genersdigms to involve, as
described in section 2. Not even Straudd3&r Rosenkavalierwhose
ltalian fragment inserted in the German librettones from a French
play, had to resort to translation, since the tsnania was also originally
in Italian in Moliére’s piece. In all other casesoted in that first group,
in which some foreign words or sentences are intted here and there
to various purposes, it is not possible — or @tiseast very difficult — to
know whether translation was the strategy usedbtaim them. In any
case, it would probably make very little differengbether these foreign
insertions are the result of translation or they ariginal texts of their
own. In Davies and Bentahila’s (2008) wordg]“song which combines
elements from two languages may or may not hava beastructed via
translation. Confronted with such a text, one mayubable to deduce
how it was composed in the first place” (pp. 2512)25This type of
multilingualism is of greater interest to transdati from the second
standpoint it may be considered from, that is, hopera translators
actually deal with these foreign insertions in otfise monolingual
librettos.

Conversely, translation is clearly involved in thext type of
musical drama multilingualism outlined in sectirof this article. Most
of the examples quoted there had originally beemposed as fully
Italian librettos before they got their recitativpsrformed in the local
language (English, in the productions mentioned vapo This
performance pattern so popular in 18th-century &mgjland elsewhere in
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Europe reflects one of the commonest and most abvjurposes of
interlinguistic transfer, which is to cater fordat audiences by making
alien texts accessible to them — either fully erwas the case with these
bilingual performances, only partially. Translatimctioned as an aid to
understanding in the creation of these multilingpabductions and,
contrary to the first type, it is probably of noegt research interest if
studied from the other approach (i.e., whether &o@v they were
translated afterwards), since these production® mawgstly fallen into
oblivion and, in any case, it is hard to believeytvould have served as
source texts for further translations (e.g., fooductions with German
recitatives and Italian arias).

Lastly, the genesis of the multilingual opera tdxtscluded in the
third group (contemporary works presenting a mixtaf tongues) has a
mixed relationship with translation. The libretimissome of these operas
clearly derive from a source text which was turivéd a target text to be
set to music (e.g., Stravinsky@edipus RexLambertini’'s Alicia en el
Pais de las Maravilla®or E6tvés’'sLove and other Demojjsothers do
not seem to have involved translation — at leasewdently — in their
origin (Montsalvatge’8abel 46 the joint compositiod he Civil Wars ...,
or Reich’'sThe Cavg while a number of them may have it partially
(Maderna’sSatyrikon Glass’'sAkhnatenor Sanchez-VerdU'€l viaje a
Simorgl). Like the first group of multilingual musical wa, these operas
invite further research from the point of view avh translatorof these
works have coped with the coexistence of differlamiguages in the
librettos.

Indeed, the commoner approach for a textual arsabfdiranslation
in relation to multilingual operas would probablg o focus on the
strategies translators/surtitlers usually takeaor take when dealing with
this complex linguistic feature which marks the roakpieces discussed
here to various degrees. A descriptive study ofttheslation strategies
that have been used for the operas included imoge8tis, again, not the
purpose of the present article. However, it migatuseful to examine
here the lines that could be followed, and thedi@cthat would have to
be considered, in this type of analysis.

The following questions may be asked: consideringrd are
different modes in the translation of musical tegis the authors of target
texts of one and the same multilingual opera fehaaode deal with this
feature differently? More specifically, what stigiess are or can be
adopted when the target text is meant for pubbcasis a bi/multi-lingual
printed libretto, or as a vocal score? What isito be included in a CD
insert — for example, can different textual stragsegbe observed for
multilingualism in the different language versiomsone and the same
CD? What if the translated libretto is actually me® be sung to a target
audience? And how is multilingualism usually tackla surtitling? Will
that depend on the languages which are heard gestor instance,
what happens when the (or a) “foreign” languageriiesl in the libretto is
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precisely the new audience’'s mother tondtieth short, does

multilingualism (fully or partially) disappear inwhatever mode of)

translation? And what is the effect of the diffdrestrategies on the
various types of receiver? At another level, coasity there are different
types of multilingualism (see section 3), are déf@ strategies usually
adopted depending on the degree to which two oeramguages coexist
in the same libretto (i.e., can a divergent genstategy be observed
between the translation of operas in the first grand those of the third
one)? And is the function of the foreign fragment(saintained or

changed in the target opera?

In addition, several factors will undoubtedly intene in the
analysis. They are likely to be a combination of tlke one hand, aspects
which are specific to each mode of translation aitlimply different
constraints when dealing with multilingualism ineog texts, and, on the
other, those which affect the translation of pinglal texts in general.
Stratford (2008) claims about the latter: “les péohes de traduction
ainsi que les stratégies pour les résoudre vorgrdép des fonctions et
des formes du multilinguisme dans l'original” (61. It is possible to
observe a number of precienctionsin the foreign fragments inserted in
the operas | included in the first group above, whs the effect intended
by the mixture of languages in those of the thiralig is more difficult to
establish, being more complex and affecting thelevkaork, not just a
character or a scene as in the former case. Asd®gtfaeform, one initial
distinction that should be made is whether theuisiic heterogeneity is
found in a sung part or in a recitative or a spogeech of the opera, for
the constraints on translation will certainly b&etent. The extent of the
alien fragment in the libretto — a few words, a Veharia, several parts or
some scenes — will obviously also have a bearinghentranslator's
decision-taking process.

The technical constraints on translation strategégsbe said to be
the same for plurilingual operas as for monolinguags (see Bosseaux
2011 and Mateo 2012 for two general overviews andiation and music
and what each translation modality entails in teeision-taking process).
Nevertheless, in those cases in which the souxteatel the translation
are simultaneously accessible to target receiasr$iappens in surtitling
or in bi/pluri-lingual printed librettos and CD s, the language
switching which can be heard on the stage or setheisource text of the
publications may be noticed by the correspondimgetareceivers, who
will be aware of a discrepancy should the transldexide to produce a
linguistically homogeous target version. Interggynhowever, at least in
the case of surtitling, translators can actuallplei this simultaneous
access to both texts in the target-context recemimd rely on the aural
channel for theeffectof multilingualism and on the written one for the
conveyance oemantic meaninghat is, the pragmatic function of the
multilingual fragment(s) could come from the soutegt heard on the
stage performance, whose actual content would beencéear to the
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uncomprehending audiences through the target texthe screen, in
which the code-switch may have disappeared. Thimected to the
non-autonomous nature of surtitles, whose funcigofio communicate
with other symbolic modes used in the performanoe dreating
meaning” (Virkkunen, 2004, p. 93), a feature whishtherefore not
always a negative one for translation decisionsany case, this will
depend on the languages involved and whether tieedfiegual fragment
belongs to a sung or a spoken part, for not alwaly$arget audiences be
aware of a language switch in the text performed just because of their
lack of familiarity with the sound of the foreiganiguage(s) inserted but
because of the inevitable distortion which singegrts on the verbal
text.

The reception context is therefore vital in tratistadecisions for
multilingualism in opera texts (as for translation general, for that
matter): “foreign” elements do not have the samanotations in all
cultures (Stratford, 2008, p. 463), and the typeeakption of the vocal
text is a crucial factor too — watching versuselmshgversus reading, or a
combination of two of these modes. Another receptactor which may
be considered in translation intended for operdopmiances is whether
the opera house in question is chiefly attendedmnioyolingual opera-
goers or is characterised by a multilingual intéomeal audience (e.g. the
Metropolitan Opera House or Covent Garden, althoyggra houses are
becoming more and more multilingual in general). akidition, some
theatres offer a choice of languages for theirtiestand most CD inserts
also include more than one target text. Thus, petrer factor may be
the coexistence of different versions afforded te treceivers of
translated operas in some translation modes, whiely exert some
influence on the strategies chosen for each tagdt regarding the
multilingualism of the libretto.

Therefore, “a holistic and multimodal analysis dfetST is
required”, taking all the codes which make up the and the context
into consideration (Bosseaux, 2011, p. 193), rsttijusong translation as
a whole but also when confronting a case of maogiialism in it. The
process of translating multilingual operas will deetermined by general
factors such as the possibilities and constraiksegmted by the other
semiotic codes in the performance, the importan€enan-verbal
information in theatrical texts, the commandinggerece of the music in
opera, the type of translation reception (giverth®y mode of translation
chosen for the opera text) and, more specificityy important it is to
understand the semantic content of the foreign eisnin the opera in
order to grasp their communicative value. Regardirggcomprehension
issue, Davies and Bentahila’'s (2008) following estaé¢nt is relevant here,
too:

ensuring the audience’s understanding of a texs doe seem so
crucial in the case of song lyrics, since comprskmn of the
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words is not the only or even perhaps the most ilapbaspect of
the song’s impact on the audience. (p. 250)

This may explain why opera has traditionally beenfoeeign but
enjoyable experience to many audiences. In fait,dbmmon situation
has probably affected the conception of opera psraly musical genre
until very recently (see section 1 above). With #mgval of surtitling,
however, audiences’ expectations towards theiraijgeexperience have
changed and the conception of opera seems to bptoeing its original
essence as musical drama (see Desblache, 200h,Ma@y).

The multimodal analysis of multilingualism in theusce opera
text should go hand in hand withfanctional and creative translation
process, as Franzon recommends for the translattiowsicals in general
(2005, p. 267, p. 275; my emphasis). This is pobbthe only way to
recreate the “strangeness” of the multilingual pje use Stratford’s
(2008, p. 468) term for these worksThe translator should be aware of
the fact that the effects of bi/multilingualism mefange considerably
from culture to culture and that some audiences bsaynore willing to
accept it than others; so the impact of multilingousical texts “will
depend as much on the identity, attitudes and ¢afyecs of the listeners
as on the careful strategies of their creators’'v{i@&a& Bentahila, 2008,
p. 261, p. 267). According to Grutman (2009), sorasearchers on
multilingualism in literary translation think it ismost often left
untranslated, as opposed to what happens to the tesdi containing it;
others, however, are of the opinion that “most staors will rather
reduce the interlingual tension found in the ordjir(p. 184). It remains
to be seen what actually happens to multilinguarag in translation, a
subject | intend to pursue in future research.

4.2 Multilingualism in the reception of trandated opera

Interestingly, the translation of opera often iraplia plurilingual
reception context. This article will therefore ewith a brief review of
how multilingualism, understood now in a contextsahse, is often the
result of the translation modes (sung translatiosustitling) chosen for
musical texts.

The written versions of opera texts are generaygented in more
than one language simultaneously. Vocal scoresicplarly if the source
language is not a Western European one, are oftegual (the two
languages appearing, one above the other, alorgtiamgt music stave);
they commonly include the original language of libeetto and that of
the publishing house’s country: for example, Editi®eters usually
includes a German or an English target versiona@dsordi an lItalian
one, and Kalmus Music Publishers provide an Engdliahslation. In the
past, dual-language librettos — which would be pased before, and
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read during, the performance — became the starethtidns, when noted
singers started to travel around with original-laage productions (Gallo,
2006, p. 423). Today, opera-listeners are usethtbniy versions of the
libretto in different languages in CD inserts ortba web.

At the opera house, except for sung translatedoregin which
one can safely say that translation involves reptacthe original
language with that of the target audience), the enaidtranslation most
frequently chosen today — surtitling — creates #ilimgual product, since
the translation on the screen coexists with thecgilanguage version
sung on the stage. As is the case with film sugitfltwo languages are
present, in different channels of communicatiomulghout the reception
process, as codes of the source and the targetdspéctively. Susan
Bassnett (2000) observes that the arrival of $ingitin the 1980s has
implied “a shift back to audience reading” (pp. 9%) a type of
reception which had disappeared when a black-ostimteoduced in the
auditorium from the mid-19th century onwards, prdirey audiences
from reading printed librettos during the perforrmarand encouraging
sung translation in some European opera housdeirirst half of the
20th century (Desblache, 2007, p. 163). The twedypf written version
are certainly very different, for printed librettase usually very literal
translations whereas surtitles can only providedeosed versions of the
original sung text, due to technical, space ande tigonstraints;
nevertheless, “it is significant that the surtitlentinues the practice of
reading that held sway for so long with opera-g@ngdiences” (Bassnett,
2000, p. 97).

The new form of multilingualism created in opera@agtion by
surtitling has replaced a former type in the treeause, when it was also
common in many countries to have an audience whHondt speak or
even understand the language sung on the stagellingly accepted the
situation, sometimes actually rejecting a sung igarsn the local
language (Mateo, 2001). Non-translation meant floeeignisation” of
the genre and the exclusion of spectators with tefiged tastes, who
could not enjoy the opera in the source language. multilingualism
created through the use of surtiting seems mariesive; it has attracted
new social groups to opera performances, consitjeiratreased the size
of audiences, broadened companies’ repertoiresraratiuced a greater
variety of languages in them, since “languagesrdthen Italian, French
or German are now more frequently heard in opeuséss (Mateo, 2007,
p. 141; see also Desblache, 2007). Moreover, respgnto the
heterolingual nature of today’'s audiences and/opdttical issues of
national identity, some theatres (e.g., the Metlitgro Opera House or
Barcelona’s Liceu) now offer surtitles in severiduages for the opera-
goer to choose from, thus increasing the multilaigum of the overall
reception (and production) procédsudio description has also recently
added another comprehension aid, multiplying thepexity of (inter-
or intralinguistic) versions of one and the samx ite the opera house.
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5. Conclusion

Multilingualism can be understood as a textual aroatextual feature,
particularly in complex semiotic artistic produtike opera and drama. In
this study, the contextual sense has become madergy for the
coexistence of different languages in opera is m@ible in the genesis
of opera texts and in their reception (often agsult of the mode of
translation chosen), rather than in the opera pidltemselves. There are,
however, multilingual operas in the history of apeand different types
have been identified in this article, dependingttoen degree and the role
of multilingualism in them. Regarding the lattegnge of the musical
dramas illustrate multilingualism as a result af gesthetic values of the
time, while in others — for instance the contemporaxamples — it
functions as a reflection of — and on — the comphekticultural world we
live in. The presence of several languages has éemmstant feature in
opera reception, either because the works wer@meeld in a language
other than that of the audience or, more recebégause surtitling allows
the source text to still be accessible to audietizesigh the singing on
the stage. Interlinguistic mediation is more vigiblwith this
comprehension aid than in sung translation, malangiences more
aware of the need for translation for the full gmp@nt of this musical
genre'® And opera-goers have undoubtedly now become usethis
bilingual reception of performances.

My aim in this article has been to relate transfhatiand
multilingualism in the context of opera, lookingthé different forms and
functions which heteroglossia can take in thegstigrtexts and contexts,
the reasons for its presence in the musical theatdd — certainly
different from those of other bi/multilingual lygc— and the ways in
which it may be analysed in terms of translation.

The study of multilingualism within opera transtatiundoubtedly
has the potential to shed light on issues of imguistic-intercultural
transfer, supporting Meylaerts’'s (2006) claim thaanslation cannot
merely be defined as an act of substitution betweempletely
independent and self-sufficient languages, liteestitand texts” (p. 10).
Further research could focus on the textual tréoslstrategies generally
used for cases of multilingualism in opera in th#fetent modes of
transfer, or on various reception aspects: foraimse, how opera
audiences (which are increasingly multilingual)ateto the presence of
different languages in one and the same operarnesdurceversus target
contexts — although what the “source” culture drel“source” audiences
of a multilingual opera might be is often difficutt establish; so those
contexts for comparison might better be rephraseaviah or without the
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mediation of translation in the reception of a nhofgual opera
production”.
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Operascited

Akhnatenby Ph. Glass, 1984.

Alicia en el Pais de las Maravillaby M. Lambertini, 1989.

Artaserseby R. Broschi, J. A. Hasse and N. Porpora, 1734.

Babel 46 by X. Montsalvatge, 1994.

Ciro riconosciutg by G. Cocchi, 1759.

Demetrio / Cleonice, queen of Siriay F. Bertoni, B. Galuppi and F. Giardini, 1763.

Der Rosenkavalietby R. Strauss, 1911.

Didone abbandonataby V. L. Ciampi, 1754.

El viaje a Simorghby J. M. Sanchez-Verdu, 2007.

Eugene Onegiryy P. I. Tchaikovsky, 1879.

Ezig by G. F. Handel, 1732.

Issipile, by P. Anfossi, 1784.

L'Olimpiadeby Th. A. Arne, 1765.

Love and other DemonBy Peter E6tvds, 2008.

Oedipus Rexyy I. Stravinsky, 1928.

Orlando Furiosg by A. Vivaldi, 1727.

Satyrikon by B. Maderna, 1976.

Siroe, re di Persiaby F. Giardini, 1763.

The Caveby St. Reich, 1993.

The Civil Wars: a Tree is Best Measured when it isvB)dy Ph. Glass, D. Byrne, G.
Bryars, H. P. Kuhn et al., 1984.

The Queen of Spaddsy P. I. Tchaikovsky, 1890.

Tosca,by G. Puccini, 1900.

Vec Makropulosby L. Janéek, 1926.

War and Peacehy S. Prokofiev, 1959.

Zenobia by R. Edgcumbe, 1800.

1 “Verbal expressions are not so completely dsweras is often believed. [...] Words have
presentational as well as discursive aspects -e&s, th fact, music! [...] Conversely, music
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(like other non-verbal modes) does not completatk Isignification or even discursivity.
[...] Melodic, harmonic and formal elements in neusften combine in discursive ways and
semantically carry associations to extra-musicg@legences or objects” (Fornas, 1997, p.
117). For her part, Corse (1987) believes that réltionship cannot even be reduced to a
simple question of complementarity: “Words and rousied upon each other, the music
sometimes reinforcing the understanding we havtheftext, sometimes supplementing or
substituting for it, and sometimes contradictirigpt 150).

2 This seems to be connected to the very essérsmng: “[s]ongfulness is a fusion of vocal
and musical utterance judged to be both pleasurate suitably independent of verbal
content” (Kramer, 1999, pp. 305-306).

3 “[A]ln opera in a certain language was becomistpéement of identity, and complying with
dominant languages often implied betrayal” (Desiéa@007, p. 161).

4 The first opera performed in Catalan wasdesenganypy Baratta, produced at Barcelona's
Liceu in 1885; whileTxanton Piperrj by Buenaventura Zapirain, is considered the first
Basque opera, received by an enthusiastic audienciés first night in Bilbao in 1899
(Casares Rodicio, 1995, pp. 112, 121-122). Tworsanpieces in the development of opera
in Galician are Eduardo Rodriguez-Losad@Mariscal which opened in Vigo in 1929,
andijUltreya!, which had its first night in Madrid in 1935 (Caina, 1987, p. 675, pp. 678—
679).

5 Interestingly, Verdi — as well as Britten — “leasometimes chosen subjects for their operas
in which language itself figures heavily, subjdatsvhich the way humans use and respond
to language becomes an issue in the drama itsatf‘'se, 1987, pp. 11-12).

6 As regards the mediation between the two amdotiterature and opera, some composers
(Gluck, Mussorgsky, Britten) seem to be more rdgept'to literary or linguistic
‘domination™, while others are less so (Mozart,rBe, Strauss), according to Schmidgall
(1977, p. 13). As regards contemporary opera, im&ght “ignores the literary creations of
our time” (Schmidgall, 1977, p. 369).

7 Carreira (1987, p. 669) reportszarzuelaby Marcial del Adalid,Pedro Maruga(1897),
which could be included in this group, for the ads’ choruses in this Spanish libretto are
performed in Galician, clearly for the sake of sbaharacterisation as well as to create a
realistic atmosphere. This piece eventually becamepera with an Italian librettines e
Bianca which kept some of the themes from Galician fol&l

8 Metastasio was the Austrian Emperor's officiadtpand he exerted an important influence
on opera composers of the time.
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9

10

11

12

13

Indeed, arias from other operas would sometimeesiserted in a particular performance for
the greater glory of celebrated singers. This géaeeto the pastiche genre: operas made up
of a medley of arias and other elements from difierpieces, sometimes in various
languages or styles, and often without much coleeren

| have drawn the information for these entfiem the following webpages:

http://es.wikipedia.org/wiki/Categor%C3%ADa:%C3%@8s_en_italiano
http://es.wikipedia.org/wiki/Categor%C3%ADa:%C3%88ms_en_varios_idiomas (last
consulted on 20 April 2013).

The information included on the separate webpégeaoh opera is said to come from:
Bucciarelli, M. (2006).Italian Opera in Central EuropeBerlin: Berliner Wissenschafts;
Bucciarelli, M. & B. Joncus (2007Music as Social and Cultural Practic&/oodbridge:
Boydell Press; Pascual, J. (200&uia Universal de la Musica Clasicdeia, Barcelona:
Ma non troppo; Price, C. A. (1995alian Opera in Late Eighteenth-century London
Oxford: Oxford University Press; and Sadie, St..&¥rrell (2001)New Grove Dictionary
of Music and Musician2nd ed., London: Macmillan.

Much of the information initially used to exphthis list, as well as a great part of the data
for each opera, comes from the general and ind#idwebpages provided at:
http://es.wikipedia.org/wiki/Categor%C3%ADa:%C3%88ms_en_varios_idiomas (last
consulted on 20 April 2013). | have also consultédmmond, P. (1988%uia ilustrada de
compositores de Oper@ranslated by Giovanni Mion). Madrid: Mondadaahd Pascual, J.
(2004).Guia Universal de la Musica Clasic@eia, Barcelona: Ma non troppo.

Stravinsky’s choice of a dead language wasvat, later in the 20th century, by Philip
Glass in his opera about Gandhi’s early life iniédr Satyagrah&first night in Rotterdam,
1980), for whose libretto the American composerseh8anskrit (Salzman & Desi, 2008, p.
81).

“Del inglés exploto las posibilidades musicatés la prosa carrolliana, su ritmo, sus
sonoridades, sus juegos fonéticos y semanticasaliaho, utilizado en recitativos segun el
modelo mozartiano y en madrigales de corte renstantecrea todo un mundo gestual
fuertemente enlazado con el género. El castellégedo entrafiablemente con el aspecto
narrativo en los paises de habla hispana, otorgamvarosimilitud al hecho de ‘contar un
cuento™ (http://www.sohns-musica.com.ar/lambertitrnl, last consulted on 25 April
2013).
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14

15

16

17

18

“Opera is essentially an inflationary and etegart form [...] It is difficult to imagine a
theatrically engaging opera that would issue fromanth focusing on the tedium and
purposelessness of existence” (Schmidgall, 19736@, p. 362).

This thorny problem affects the translationnafltilingualism in general. In these cases,
“l'importance de la fonction de I'élément étrangkterminerait si on doit ou non le
reproduire dans la traduction” (Schogt, 1988, at&trd, 2008, p. 463).

“Un texte multiingue est non seulement 'étehgnais aussi 'étrange’, et sa traduction
devrait étre a son image” (Stratford, 2008, p. 468)

Intralingual surtitles have also become comin@ome places, and “captioning” or surtitles
for the deaf and hard-of-hearing are frequentlgreffl for spoken drama in some important
theatre houses, such as the Barbican Theatre idomgrwhere, interestinglynonolingual
productionswith English captions for English performancesnsé¢e attract foreign visitors,
thus creating a widenultilingual audiencewho uses the surtitles as interlinguistic aids.

Curiously, however, surtitlers and surtitling atill rather “invisible” in many respects (e.g.
in production reviews; see also Desblache, 20071 §4-166).



