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olaelelt wEak mAlRel 230] ARS Q=1 ‘92 ol
A&l 22 ]3] %=L (Komm, Hoffnung, lass den letzten Stern)g -2j
gt liiﬂlﬂ o] £9 tigtE A=Al RUHH o] ulet= ofgA &
27F27t? 2l4Eo] nigolAl AUl ALR-g w2 4 QA slidEhs 2le

oot npaAz|ye] o] ot SR ATE v|FARl F52 %

« o] =L 20159 Rl BN} FTATHUY AAL Wol 23T A7Y
(NRF-2015S1A5B8037080).



2 A8l &

o]

bl
o

Az g

rr

Yo|c}. Rolvrt, o w2o] of &3St of2jote AACH

Al #3. <yt #|23(Alban Berg, 1885-1935)9] Q@H2} (EFNLulu,
1937/1979), A2212) & SARE 227} gl 19] o2 SAkt 7]
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R, rEshu|geolAbd, sHRshEestds] WA (4 =eRtEd, 2006),
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4) Ann Gaylin, FEavesdropping in the Novel from Austen to Proust
(Cambridge: Cambridge University Press, 2003), 1
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717F AlE £Ysks “AJE8A F5 (biological drive)o] wddojzt
FARITED 230) 270 2415 FOlstAl gelete Alcks 225 ©
Hept RE7]12 7HSstohe APl gisliAls ol&(Rm)2] X7t glo]
Heloh o] =& AlAstH avlish Al Ho| eum2iot s 18A|17]5E 20
NI7] Atolofl A=E|lx, 2304 ApAS] HHE RAF2ES] Quj|e} (I
7t=29] ASNLe nozze di Figaro, KV. 492, 1786) GA] =72 7t
sich.

AIFRE & olopr|= ‘QHE7] 7} emlete] BAT shA, © Lot o
=0 olHl 7ts/ds AlsheAl (urtre] Ae)s SAler dotde A

5 -

R

Koo

5) 710l Al Q7P FAIRle® 19M71AQl dAolets 285 sHRl= &
t}. Gaylin, EFavesdropping in the Novel from Austen to Proust, 2. T}t
O JiEe] APR(FARY) B<to] F/dEl7] AIARRE AIZ17F 19M17]2h= 2 293
8 & a7t ot

6) John L. Locke, Favesdropping: An Intimate History (New York: Oxford
University Press, 2010).

7) Locke, Eavesdropping. An Intimate History, 7, 31.

ohrh r\r



ojltt. "Rerl'ete A= ol emEte HAS o Sk A3 W
EEE R sh 9ES sl ke ol 2 2o} 3R
agolct. Azl et EAle Z= Aol ot =02 ojojiln. <

2> enleprt A8 o2 YA o= FAHEY] mEolt 731
Lm Que} & SiE7]d] A 7] = WHo| onete ofigt
Al o g2 AJASH=A]S 9= u]

BARQ) =olo] 94 "QEZ|'Y] Aole} Golol chsh 2iTts] A2y

{1 g2l d
@7} Qiek. AR Holo] m=w QEl ol alsts ZAle] nol’
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8) The New Oxford American Dictionary, ed. Elizabeth J]. Jewell and Frank
Abate (New York: Oxford University, Press, 2001), s.vv. “eavesdrop,”
538, and “overhear,” 1219; Merriam-Webster's Collegiate Dictionary,
10th ed. (Springfield, MA: Merriam-Webster, 1999), s.vv. “eavesdrop,”
364, and “overhear,” 829.

9) 12fA 119)/dE 44leH= ‘eavesdropping’ 2 £%F = (KHE)Q] U2 ARE
()=t

10) Gaylin, Favesdropping in the Novel from Austen to Proust, 7.
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11) & =2olA ARSEl= (m7ee] 42)9] A3 Mse Os dude g2 A
oltt. Neue Mozart-Ausgabe, Serle II, Werkgruppe 5, Band 16: Le nozze
di Figaro, edited by Ludwig Finscher (Kassel: Barenreiter, 1973), BA
4565.

12) 7 gjgAel BAde the 2352 A1kt Siegmund Levarie, Mozart's
“Le nozze di Figaro™: A Critical Analysis (New York: Da Capo Press,
1977), 57-61: David Lewin, “Musical Analysis as Stage Direction,” in
Music and Text: Critical Inquiries, ed. Steven Paul Scher (New York:
Cambridge University Press, 1992), 163-176; Ted Conner, “Cherubino
Rediscovered: Text, Music, and Narrative in Mozart's Trio,” Theory and
Practice 25 (2000): 27-64: Karol Berger, Bach's Cycle., Mozart's Arrow:
An Essay on the Origins of Musical Modernity (Berkeley: University of
California Press, 2007), 220, 229-235; Matthew Shaftel, “Types, Tokens,
and Figaro: Musical Structure and Dramatic Narrative in the Act I Trio
from Mozart's Marriage of Figaro,” in Keys to the Drama’ Nine
Perspectives on Sonata Forms, ed. Gordon Sly (Burlington, VT: Ashgate,
2009), 27-51; Janet Schmalfeldt, /n the Process of Becoming: Analytic
and Philosophical Perspectives on Form in Early Nineteenth-Century
Music (New York: Oxford University Press, 2011), 80-86. 0] 2315 ¥ &
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13) Daniel N. Leeson, “Mozart’'s Le Nozze di Figaro. A Hidden Dramatic
Detail,” Eighteenth Century Music 1/2 (2004), 301.

14) Leeson, “Mozart's Le Nozze di Figaro: A Hidden Dramatic Detail,” 301.

15) Leeson, “Mozart's Le Nozze di Figaro: A Hidden Dramatic Detail,” 301.
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17) Gaylin, Favesdropping in the Novel from Austen to Proust, 7.

18) Leeson, “Mozart’s Le Nozze di Figaro: A Hidden Dramatic Detail,” 302.

19) Leeson, “Mozart's Le Nozze di Figaro: A Hidden Dramatic Detail,”
302-303.

20) Leeson, “Mozart's Le Nozze di Figaro: A Hidden Dramatic Detail,” 303.
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Beaumarchais, 7he Figaro Trilogy, trans. David Coward, Oxford World's
Classics (New York: Oxford University Press, 2003), 98. &2|&f 2 =
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22) Leeson, “Mozart's Le Nozze di Figaro: A Hidden Dramatic Detail,” 303.

23) Leeson, “Mozart's Le Nozze di Figaro: A Hidden Dramatic Detail,” 303.

24) Leeson, “Mozart's Le Nozze di Figaro: A Hidden Dramatic Detail,” 303.
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(a) Basilio

T 7 I T T T T 1 - 17 T 1
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In mal pun-to son qui giun-to, per-do - na-te, oh mio si- gnor.

(b) Basilio
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26) Leeson, “Mozart's Le Nozze di Figaro: A Hidden Dramatic Detail,” 303.

27) Leeson, “Mozart's Le Nozze di Figaro: A Hidden Dramatic Detail,” 303.
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=0Es 288 Ut

SIAIRE ®7F WA AR Al L 2A47F 588 A2 oYt} oy,
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7F 791 3FAET UA AFE ot A2 oulstert? 7TH 35S A
gt Sof upde]eo] Mg Y-S doj 69 ofejots AxstHA o
HWROR AR £ QJA] (2717 "gutAo g QHFEo] ofg]otErt ¢
A 2o ]t e AAPE A, §5] el AFgo] XSHE BV
AR RIPE]A] A=t APAE Qujgitt. &4 Qlo] 2 358 +
Ao AdstHA Hofl= Bolx] i 7 o] Ho|7|& sk, A-gof
% 040-113 7H0:]1\-12 QflAlﬂgi HOZ]E]?]E 8]—]:]—'

Otf-& SEZEx= 29 M40 St FoHA vl A
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30) Leeson, “Mozart's Le Nozze di Figaro: A Hidden Dramatic Detail,”
303-304.

31) lan Woodfield, “Reflections on Mozart's ‘Non so piu cosa son, cosa
faccio,”” Eighteenth Century Music 3/1 (2006), 133-139.

32) Woodfield, “Reflections on Mozart’s ‘Non so piul cosa son, cosa faccio,””
133.

33) RAIRE AEo] A AGE mef, £+ F4Yste YR disiMie o2 v
Atustet. Alan Tyson, Mozart: Studies of the Autograph Scores
(Cambridge, MA: Harvard University Press, 1987).
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A 2R 5 g oulolA o] FEe pAA Aoletdl £ M O}
Agoletn s= Fch
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o7IM Fagt AL 52 & A=7PL ofyze} o]F o] &3l ojH HE S

34) Bruce Alan Brown, “Beaumarchais, Paisiello and the Genesis of Cosr fan
tutte,” in Wolfgang Amadé Mozart: Essays on his Life and Music, ed.
Stanley Sadie (Oxford: Oxford University Press, 1996), 312-338:;
Woodfield, “Reflections on Mozart's ‘Non so piul cosa son, cosa faccio,””
136014 AjQl&

35) Woodfield, “Reflections on Mozart’'s ‘Non so piu cosa son, cosa faccio,”
138.

36) Leeson, “Mozart's Le Nozze di Figaro: A Hidden Dramatic Detail,” 301.

37) Leeson, “Mozart's Le Nozze di Figaro: A Hidden Dramatic Detail,” 304.
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38) Stephen Rumph, “Unveiling Cherubino,” Eighteenth Century Music 4/1
(2007), 129-138.

39) Rumph, “Unveiling Cherubino,” 129. ¥ 7} @dsh= 2919 XL g &3
2 Aruste) Lewin, “Musical Analysis as Stage Direction,” 163-176.

40) Rumph, “Unveiling Cherubino,” 129-130.

41) Rumph, “Unveiling Cherubino,” 131-135.
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46) Lewin, “Musical Analysis as Stage Direction,” 169-170.
47

(a) Il Conte

4 (a Basilio)

3: 5 T T T T e o * ]

’{:"ii}i’rlv";igi‘I';LH{}*}'!VH‘I"I'E'rif}ri‘v'%""w
Co -sa sen-to! to-sto an - da- te, e scac-cia-te il se-dut- tor, t0-sto an - da-te, e scac - cia-te il se-dut- tor.
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(b) Basilio
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In mal pun-to son qui giun-to, per - do na-te, oh mio si-gnor.
Ji esmmessspsseRs s R =

42) Rumph, “Unveiling Cherubino,” 129.

43) Lewin, “Musical Analysis as Stage Direction,” 171.

44) Lewin, “Musical Analysis as Stage Direction,” 168.

45) Lewin, “Musical Analysis as Stage Direction,” 168.

Lewin, “Musical Analysis as Stage Direction,” 168, Exx. 9.3-9.4. TX}9] =
A& Zstetz] sl 2219 oAl T<dtoty dX 245 718
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48) Lewin, “Musical Analysis as Stage Direction,” 170, Fig. 9.4. @&& &
(1858) &S] Yol BAPF doj= Agh Aojoh

9) Lewin, “Musical Analysis as Stage Direction,” 171.

0) Lewin, “Musical Analysis as Stage Direction,” 171.

51) Lewin, “Musical Analysis as Stage Direction,” 171.

2) Lewin, “Musical Analysis as Stage Direction,” 172, Ex. 9.7.

3) Lewin, “Musical Analysis as Stage Direction,” 174-175.
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Deh vie - ni non tar- dar, oh gio - ia bel- la,

No. 1 Duettino

04 r ] !
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Sl .l ) I 1

] T "4
D) I
sem - bra fat - toin-ver per me.

54) ofst 2%hupe] 28% ofzjojo] T3 w=oj Wrje] WA F A5.3%
“Ambiguities of Forms”o] dH¥.2 ub)|slo] xj LAt Zolc}. Hee Seng Kye,
“The Third Voice: Anima as Drama in Mozart's Operas,” (Ph.D. Diss.,
The University of Hong Kong, 2015), 144-147.

55) Edward T. Cone, “Mozart’'s Deceptions,” in Hearing and Knowing Music:
The Unpublished Essays of Edward 7T. Cone, ed. Robert P. Morgan
(Princeton, NJ: Princeton University Press, 2009), 70; cf. Edward J. Dent,
Mozart's Operas: A Critical Study, 2nd ed. (London: Oxford University
Press, 1947), 113.

56) Cone, “Mozart’s Deceptions,” 71.

57) Edward T. Cone, “The World of Opera and Its Inhabitants,” in Music: A
View from Delft: Selected Essays, ed. Robert P. Morgan (Chicago:
University of Chicago Press, 1989), 134ff.

58) Cone, “Mozart’s Deceptions,” 71, Ex. 5.2.
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59) Gaylin, Eavesdropping in the Novel from Austen to Proust, 26.

60) Cone, “Mozart's Deceptions,” 70. HOI2A] YAMOA L= AdAS Lol
7129] 279 ofz]ole} tiRAQl 742t o]o] tigh ApAlgt =2l TAQ]
= Fustel A, "ortRe Y oA sPF ' AL 4R
glole omal” rgoto] 24, 25 (2015), 8-34.

61) Levarie, Mozart's “Le nozze di Figaro, " 209.

62) Hermann Abert, W. A. Mozart, trans. Stewart Spencer, ed. Cliff Eisen
(New Haven, CT: Yale University Press, 2007), 973.
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GWF 1y 2AIZE, (7hzo] A8, ATl W 10, 25h)
ofe]ol(28%13)53)

1 Deh, vieni, non tardar, oh gioia bella,
of, QAlQ, LA Wi, @ olEr}E 7]Wo]ol,

2 vieni ove amore per goder t'appella,
E782 =2 2= Atk Xo& A,

3 finché non splende in ciel notturna face,
uhslse] 2ylo] vhmkelo] AR mjtAl,

4  finché l'aria & ancor bruna e il mondo tace.
oM T W B ofE1 Aol XEY TIIAL

5 Qui mormora il ruscel, qui scherza 1'aura,
7] AlAE0] Aol L, AbsHlgo] AL
6 che col dolce sussurro il cor ristaura,
Ul 0hg-2 thAl REA PBo] Safol=pl,
7 qui ridono i foretti e I'erba é fresca,
7] 5% o] F59Y Aol UF A= siF=+u,
8 ai piaceri d'amor qui tutto adesca.

Abeto] 71me 07N R gzlshe it

9 Vieni, ben mio, tra queste piante ascose,
B /\}E*O} olg] @AlQ, o] 24 UFEE Afo]E A8
10 ti vo’ la fronte incoronar di rose.

FANA o] staE Aol =2ia Aoja.

o] =] FAlo] &3]

FAoly 38 FAI 2 <=

U o] FAA RoK(formal ambiguity)S ofEH ﬁ%%‘ 1017}013}.
eflutz]e] AAAIY 288 of2]obs 17t Qufjetoll A AFo]AF OiA|

fog "EAF R2i= of2]ofth.64) £rhr euRte] RE 2850 S

& FEz H[50] =l AMdS dUSHH ole T3] st Lolch.6d)

63) 7tAFe] el M2 o 23S st Zo|oh AlgS, Fortzel A ol
517] & iﬂﬂah (’\‘]E SEZFAL 2004), 199.

64) Levarie, Mozart's “Le nozze di Figaro, " 209.

65) Steven R. Cerf and Benjamin Folkman, “Musical Marriages: Why
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Susanna Figures in All the Duets of Le nozze di Figaro,” Opera News
58/10 (1994), 12.

66) Wye J. Allanbrook, Rhythmic Gesture in Mozart. “Le nozze di Figaro”
and “Don Giovanni” (Chicago: University of Chicago Press, 1983), 174;
Frits Noske, The Signifier and the Signified: Studies in the Operas of
Mozart and Verdi (Hague: Martinus Nijhoff, 1977), 25.

67) Kye, “The Third Voice: Anima as Drama in Mozart's Operas,” 86-97;
Cone, “Mozart's Deceptions,” 70-71.
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68) Cone, “Mozart’s Deceptions,” 70.

69) Cone, “Mozart’s Deceptions,” 70.

70) Cone, “Mozart's Deceptions,” 70.

71) Cerf and Folkman, “Musical Marriages: Why Susanna Figures in All the
Duets of Le nozze di Figaro,” 14.
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72) Boris Goldovsky and Arthur Schoep, Bringing Soprano Arias to Life
(Lanham, MD: Scarecrow Press, 1990), 265.

73) William Ferrara, Staging Scenes from the Operas of Mozart: A Guide for
Teachers and Singers (Lanham, MD: Scarecrow Press, 2014), 34.

74) Boris Goldovsky, Bringing Opera to Life: Operatic Acting and Stage
Direction (Englewood Cliffs, NJ: Prentice-Hall, 1968), 13.
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Abstract

What Did Basilio and Figaro Hear?
Opera, or the Art of Overhearing

Kye, Hee Seng

This paper investigates eavesdropping scenes in Mozart's Le
nozze di Figaro, and explores the ways in which an analysis of
these scenes can contribute to the interpretation and direction
of the opera. The present study argues that reading an opera
through the lens (or ears) of what is overheard allows a third
narrative to emerge, which, in turn, bears a new stage direction,

and influences how an audience experiences an opera.



