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This is All But a Book: Musicalized Paratextualityin Literature
Marcin STAWIARSKI
Université de Caen Basse-Normandie

Contemporary readers interested in music, whatévegrenre, will have no difficulty finding books @it
their passion — titles alluding to music in one vamyanother have been thick on the ground ovetasie
few years, especially as far as fiction is concériidne abundance of titles related to music isendéegd by
extensive bibliographies, such as the InternetdasBibliography of Musical Fictior(John R. Gibbs), or
the recently publishednnotated Bibliography and Reference List of Muskiation (Kellie D. Brown,
2005). All the books sporting musical titles, howewhow a notable variety of relationships betwien
two arts — some being musical merely in the talbers building on musical plots and charactersking
on a specific formal meaning owing to an interéiciborrowing of structures.

Given this extraordinary variety of music-relateabks, it seems worth looking into some of them
in order to examine the particular paratextual ckevithey resort to. Over the last twenty yearsareh
dealing with interrelations between music and ditere has been flourishihgThe growing interest in the
musico-literary field bears witness to the broadd@ermedial turn in the late 20th and early 2¥sttaries.
Hence, one may be tempted to raise more generdationg about the specificity of interartistic or
intermedial paratexts. One obvious preliminary rdnthat comes to mind is the fact that intermethats
go beyond the boundaries of the literary sign amaaach upon other semiotic fields. This often ltesn
some extra-linguistic insertions in texts. One rttays wonder what semiotic consequences intermgdiali
entails within the sphere of literary paratextyalibut also what differences may be spotted between
monomedial paratexts and multimedial paratexts.

| wish to focus on novels which are predicated arsigiso as to examine some implications of
intermedial paratextuality by aid of examples ofsioalized paratextuality. What are the differemety of
musicalized paratexts? What functions do musicdliparatexts serve? How does meaning build up
between the paratext and the text in musicalizedally works? What is the specificity of the mubzz=ad
paratext? These are some of the questions | wishige in order to examine musicalized paratexjuali

literature.

! One may mentioVord and Music Studieseries devoted to the interrelations between marsitliterature and regularly
published by Rodopi.



| wish to argue that the musical presence withenliterary paratextioeslead to specific semiotic
implications, such as performativity. First, | witicus on types and functions of musicalized tit®scond,

I will examine hermeneutic implications of musieal titles, epigraphs and epitexts. Finally, | will
consider musicalized paratextuality as an act anaimply a verbal construct.
I M USICALIZED PARATEXTS AND MUSICO -LITERARY PARATEXTUAL ANALYSIS

In terms of paratextual analysis, | draw on Géf@aemette’'s concept gfaratext depicted irSeuils
(Genette, 1987) as pertaining to all liminal desida relation to the presentation of a text, beythe
materially present within the boogdratex} or existing outside the textual boundariegiiexj. Examining
titles, subtitles, dedications, forewords, epigsapiotes and other paratextual conventions, Gemetiely
focuses on literary works. For my analysis, | egt@enette’s idea of paratextuality to musical wodksce
their paratexts are largely based on verbal mesSaljeverthelessmusical paratextualityparatexts of
musical compositions) is not the same phenomenomuwsscalized paratextualityn literature (literary
paratexts somehow related to music), and to avafusion | shall refer to the latter when spealabgut
literary paratexts connected with music.

Hence, what | call ‘musicalized paratextuality’literature refers to all possible manifestations of
music within literary paratexts themselves. To bmerprecise, | wish to focus on fiction which draos
music, thus novelistic musicalized paratexts. #nsg to me that musicalized paratextuality in liiema
belongs to a broader phenomenon which | will referas intermediality following Werner Wolf's
definitions’. In his study of musicalized fiction, Wolf presert typology of intermediality, distinguishing
thematizatiorandimitation. To simplify, in the case of fictional musico-ligey intermediality, the novels
where music appears as some sort of theme or subjatter (signified-related) are concerned by
thematization whereas the novels where music @astsuctural, technical or formal role (signifielated)
are linked to imitation. Consequently, in examinimgsicalized paratexts in literature, it appeasepsal
to make a distinction between at least these tywesyof musical manifestations in literary textsne o

thematic, the other formal.

2 Literary terminology related to paratext analysis also adopted by Francoise Escal in her stugpmaftexts in music. See
Francoise Escahléas de I'ceuvre musical&€996. No English translation available.

3 Werner Wolf defines intermediality as “a partiqutalation [...] between conventionally distinct medif expression or

communication: this relation consists in a verif@lor at least convincingly identifiable, direatiadirect participation of

two or more media in the signification of humareatt.” (Wolf, 1999: 37).
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Furthermore, Wolf already highlights the importanoé paratextual data in recognizing
musicalized fiction as such. So does Frédériqueyas in her study of the musico-literary readingcess
(Arroyas, 2001). Indeed, thanks to its strategieghold position, the paratext conditions the réade
response, which proves extremely important in fémmasicalized fiction, since its interpretationagh is
far from self-evident. Musicalized paratexts shosvaomething about the interdependence of text and
paratext. But the interest of studying musicalipagatextuality also lies in the fact that it belsrtg a
broader tendency — intermedial paratextuality, ikato say paratexts comprising or resorting toeoth
media.

Therefore, | use the term ‘intermediality’ in a bdosense of multimedial paratexts. Nevertheless,
more specifically, | will refer to the ternautomedialandallomedialto speak about the use of one system
of signs within another, one medial language witiothet. Hence, music may be suggested in a literary
paratext by means of words. The paratext is thégrrmedial, owing to its evocation of some musical
quality, but it remains automedial, since it does make use of the musical system of signs. Yetnwh
literature doesresort to the musical sign (use of score or amerotmusical symbol), the intermedial
paratext becomes allomedial.

Musicalized titles

The specificity of an intermedial title apparatieslin the fact that a musical title trespasse$, as
were, the boundary of its own mediality. Consediyeatl musicalized titles are intermedial insoéar they
evoke music in one way or another, but | know ofalomedial musical titfe Since music largely resorts
to verbal messages for its paratext, musical tifeper are largely allomedial (verbal). Hence, icalzed
titles in literature seem to rely on intermedialibut not on allomediality, whereas musical titlesgely
depend on allomediality.

Moreover, in terms of title analysis in musicalizédrary works, it seems to me that two factors
must be taken into account: on the one hand, theimwavhich a musicalized title may refer to thettex
(text-paratext interrelation); on the other hargg tvay in which the musicalized title may invokesiou
(music-paratext interrelation). In other words, Wiytue of their intermediality, musicalized titlda

literature seem to require a two-tiered analygerdture-related and music-related at a time.

4| loosely borrow these terms from Aron K. Vargaaper “Mediality and Forms of Interpretation of Wwarks” (Varga,
2003).
5 Where a musical score would replace the verbasaues



By drawing on Genette’s typology, two types ofeitimay be singled out. On the one hand, there
arethematictitles, revealing the subject matter of a givemkv@®n the other hand, there ahematictitles,
which tell us something about the form or structfréhe work in question.

Accordingly, several text-paratext types of relasbips may be distinguished in thematic
musicalized titles. First, there diteral musicalized titlesat play in fictional biographies of composers or
books where a musical object or character playsuaial part, for instance, in Patrick Suskinder
Kontrabass or Anthony Burgess’sThe Pianoplayers Second, one may also mentignetonymic
musicalized titleswhere a less central musical element is usedtidartitle, as, for example, the musical
dynamic indication in Roberto Cotroned®sesto con FuocoThird, there arenetaphorical or symbolical
musicalized tittleswhere musical references play the role of an.fcon

Apart from the thematic relationship between tiile t@nd the text, musicalized titles may bear a
more formal or rhematic relationship to the texllying with what Wolf callsimitation. The title
comments, as it were, on the textual structurentirig the reader’s response towards a formalrimgdial
interpretation. The title thus becomes somewhéirefiexive’. In this case, literary musicalized titles take
after musical generic indications, mentioning maisiorms and techniques, such as sonatas, symghonie
or fugues. Such rhematic title-text relationshipasid provided the text displays some featuremasical
forms and techniques.

But musicalized titles also correlate with the sditi field they take after. This intertextual or
intermedial correlation may result in several modeegeference to music. Here, the paratextual aisig
not centred on examining the relationship betwéertitle and the work, but on the modes of evooatib
music within the paratext itself.

First, one may identify thebiographical modeappearing in paratexts using references to
composers, or any music-related public figure, asBurgess’sMozart and the Wolf GangThe
biographical mode does not necessarily mean thtit works making use of it are fictional biogrigsh

of composers. Nor does it imply that the book yedéals with them. Simply, the title evokes the iTais

%1t is equally noteworthy that a literary work deal with music may avoid using a musicalized patatas is the case in
Carson McCullers'§he Heart is a Lonely Hunteand that a text sporting a musicalized paratext have little or nothing
to do with music.

" Self-reflexiveness within the rhematic title aptas may seem problematic insofar as those titasod refer to themselves
specifically but to the text. Nevertheless, wheam titie-text relationship is considered as a uhign it becomes possible to
speak of a self-reflexive turn (only in case ofrmagic titles).
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field, toying with the reader's horizon of expewmat and relying on the reader's frame of cultural
references.

Second, musicalized titles may also be tied up wittomposition, thereby assuming a direct link
with a musical work and presupposing more spedifiowledge on the part of the reader. One may
consider this mode of paratextual reference to enaisecphrasticmodé&, inasmuch as the paratext draws
on a work of art and thus constitutes its desaipthowever minimal. In some cases, this categay m
also be referred to ash@monymic intertextual mogdsince the exact title is sometimes taken up.maa
feature of this mode is the fact that the intermakdélationship is one between two titles (a muditie
used as the title of a literary work). It is thusparatext-paratext relationship as in André Gidess
Symphonie pastorale

Third, a more specific mode of paratextual refeeettcmusic bears on musical techniques or the
musical technical field. Thikechnical modesalls for a yet more specialised reader. Any nalgechnical
feature may be used (dynamics, texture, or orciuést). The already mentioned Roberto Cotroneo’s
Presto con Fuocor Marguerite Duras'Moderato Cantabilere two possible examples.

Two other modes may be distinguished. Both are mgeneral and allude to music in a very broad
way. One the one handcantextual modewhich draws on any musical reality, object oitgnbther than
a composer's name, a musical composition or a rauggchnique. Indeed, many titles mention musical
instruments or some general musical context, likeiel Mason’sThePiano TunerOn the other hand, the
musical reference in the title may be even moréallaas in theevocative modenvhere music is suggested
through words that only remind the reader of somgue musical dimension, such as voice, singing or
harmony (Willa Cather'§he Song of the Laidr in Andrew Crumey’'$usic, In a Foreign Language

All the above-mentioned modes may be charactetizegn aesthetic of playfulness. The paratext
will toy with music through puns and jest. THislic modeclearly characterizes Burgess's tmésis
which the titleMozart and the Wolfganig predicated.

All these modes of relationships between the miizexhtitle and music itself may intermingle,
and other modes might further be defined. Besithesimodes of relationship between text and parateckt

those between paratext and music may overlap amglement one another. But this distinction may come

8 ‘Ecphrasis’ may be defined as description of akawi art. Here, the use of a musical title withiditarary paratext is
illustrative of a specific kind of intermedial imtextuality.
® Tmesis’ is a rhetorical device in which a setad® is separated by other words.
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in handy when the categories do not overlap. A ¢etitledGoldberg Variation¥’ may prove descriptive
or rhematic. If it is descriptive, then the titkxt relationship may be literal (if the literaryteleals with
the composition in question), metonymic (if the gasition plays some minor part in the text), orm
metaphorical or symbolical. But the title-musicat@nship is clearlgcphrastic If it is rhematic, the title-
music relationship remairecphrastic but the title-text relationship is a formal osaggesting that the text
structurally takes after Bach’s composition.

The specificity of musicalized titles may thus lme@unted for by means of traditional categories
as were proposed by Genette, for example. Nonethdteseems to me that intermedial paratextuediths
for a two-tiered analysis so as to allow for badltiparatext relationship and text-context relathop.
Consequently, intermedial paratexts (IP) seem tpire a double analytic consideration that may be
illustrated by the following scheme:

IP=TP (T < P)+PI (P~ IC)
One the one hand, the traditional text-paratex) fE€Rtionship must be taken into account: TP =),
where T = text, P = paratext. On the other hane,plratext must also be considered in relatiortsto i
intermediality (PI): Pl = (P~ IC), where P = paratext, IC = specific intermediahtext. Hence, the
musicalized paratext (MP) may be examined throbghduple scheme: MP = TP & P) + PM (P~ M).
Structure and functions of musicalized titles

So far | have focused on the types of musicalitéabstin literature. But it is equally important to
examine the structure and the different functidrat & title may serve. In fact, in terms of titteusture,
differences between music and literature tell usetbing about musicalized titles in literature.ded, |
have already mentioned the fact that whereas titeraresorts to automedial titles, music makes afse
allomedial titles, which means that two differeatrsotic systems are used in md&idhe second trait of
difference between music and literature lies infdat that music, at least at some points in issany, has
given precedence to generic indication within fitle itself. Genette examines the basic title-durtes in

literature as follows: title, sub-title, genericdioation (Genette, 1987:56). Francoise Escal apalyhe

10 Several texts are more or less related to Ba@wklberg Variations Gabriel Josipovici'sGoldberg:Variations Nancy
Huston'sLes Variations GoldbergRichard Powers'She Gold Bug VariationsNaturally, they all display different text-
paratext and text-music schemes of relationships.

11 This fact has already been underlined by Frangdésal: “Ce qui frappe surtout dans le cas de ldquaspar rapport a la
littérature, c'est, du paratexte verbal (écrit oaljpau texte (la partition, mais aussi bien leq@t@éne sonore dans la salle de
concert ou a la radio), I'nétérogénéité des langageprésence. De ce point de vue, le titre devieemusicale n’est jamais
redondant. Il N’y a pas de synonymie entre systés@psotiques, disait Benveniste, et on ne peut padalméme chose par
la parole et par la musique, qui sont des systénese différente.” (Escal, 1987: 101).
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musical title-structure diachronically, pointingttze fact that classical musical titles tendedeabneric,
romantic 19th-century musical titles were moretagbe thematic, and contemporary titles are mdwyli
to be analytic, accounting for the work’s structanere or less self-reflexively or symbolically ss @
provide a justification for the original or idiosymatic techniques at play in the composition insgjioe'?.
Consequently, the presence of generic elementénvith title itself has been a widespread phenomesso
far as musical titles are concerned, whereaddrriess frequent in literature, where generic eets are to
be found within the generic indication, in the wity of the title and the subtitle, and usually adthin the
title itself. The musical title thus seems moremhaéc than the literary titfé

As to musicalized titles, some of them — namelséhwhich aspire to formal imitation — take after
this musicalrhematism sporting generic indications within the titleells(theme and variations, fugue,
symphony). We are then presented with a twofoldegenindication (a literary generic indication in
addition to the musical one already in the titlEhis may lead to an apparent contradiction in terms
displaying a rhetoric of generic agonistfcavhereby one type (technique or genre) is madgatsh with
another one. Needless to say, the generic aganatistake is only apparent, for the formal elesientme
from two different semiotic fields and lead to redundancy, but rather a creative confrontatiofihe
structure of the musicalized title is thus at thessroads of music and literature, and may imply an
interesting dynamic of generic agonistics.

As to the functions of titles in literature, Gerettlentifies at least four of them: function of
designation or identification; descriptive functigthematic or rhematit}; connotative function and
seductive function. All of them are to be foundnimusicalized titles, but some of them present uf wit
specific problems as far as musicalized fictioodacerned.

First, the designation or identification functiaproblematic in texts which display some degree

of intermedial intertextuality, namely those whigtveal an ecphrastic title-music relationship. btle

12 «gj e titre classique était un indicateur généeicsignalant I'appartenance de I'ceuvre & une cldsseivres, le titre
romantique, un titre annongant et résumant un oontxtra-musical dont I'ceuvre se donnait pour lteggion ou la
représentation, le titre dans la musique contempergnte, lui, de caractériser un proces d’éndiocia- ce n'est qu’'une
tendance générale — celui, singulier, de I'ceuVidrée.” (Escal, 1996: 213).

13 Often purely rhematic.

14 From Gk. ‘agon’, relating to artistic contest drairy.

% Indeed, calling a novel a symphony is not the sasealling a novel a poem.

18 Genette states that the two major types of tiléeematic and rhematic titles — combine to charim the descriptive
function of the title: “L’opposition entre les detypesthématique et rhématique ne détermine donc passemble-t-il

finalement, une opposition parallele entre déomctions dont I'une serait thématique et l'autre rhématiques deux
procédés remplissent plutot differemment, et camenment (sauf ambiguité et syncrétisme), la mémetifan, qui est de
décrire le texte par une de ses caractéristighésdtique (ce livre parle de...) ou rhématique (eelest...). J'appellerai
donc cette fonction commune la fonctidescriptivedu titre.” (Genette, 1987: 85).
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when readers come across a tituleprise they are confronted with the problem of homonyand
borrowing. In other words, the reader is presem@tl a hyper-title of sorts, a title deriving from a
previously identical titl&'.

Second, the descriptive function relies on the’'stigiving details about the text, be they form,
subject matter, or character. Once again, musetliitles reveal specific problems when they sugges
some sort of formal kinship with music. One of thenthe question of the self-reflexiveness of rhiiena
musicalized titles, orienting the reader towardsrenal reading and suggesting there might be aoresct
interpretation.

Third, the connotative function kindles the problemintermedial connotations, akin to that of
intertextual connotations. On the one hand, thenxat@tive aspect of musicalized titles differs frdmat of
other titles inasmuch as it brings an aestheteceflOn the other hand, while a very general, ctag or
evocative type of title may spur multifarious cotatmns with any reader, musicalized titles ofteave
cryptic and abstruse, requiring a specialized ne{de

This need for specialized readership is illustet the seductive function as well. The seductive
function of a title has often been described inpkag with its commercial or mercantile implicatior@3ne
of the reasons why a book sells well may lie pedgisn the appeal of its title. | wish to point tao
phenomena related to this function. On the one hamgicalized titles reveal a special-interestsistde
function thanks to their call for a more or lessaplized command of the artistic field in quesfid®n
the other hand, when they are not overly specidlineany musicalized titles are based on clichés and
stereotypes associated with music. This phenoméasnsomething to do with the ludic mode of title-
music relationship, for it often toys with musidaied lexical fields and coins titular puns. Thetyvi
character of such titles is part and parcel ofieecantile strategy.

There are two major types of novels that are paetity relevant to this type of seductive function
operating in musicalized titles: mystery or detgzthovels and romance. In both types, the musicédtal
field is the object of a pun and part of a titwdatchphrase. One conventional type of titles isohe that

suggests murder set to music or mystery somehoaterklto music, however metaphorically or

17 As in the above-mentioned casessafidberg Variationsr Pastoral Symphony

18 still, although they may not be understood byrediders, they remain highly evocative for thosehmknow (Burgess'’s
The Devil's Modenay evoke the musical dissonance of the tritommetimes callediabolus in musica

19 Interestingly, | have often come across shelvesiadicalized novels in musical shops intended fosimians where one
does not usually expect to buy novels. Musicaliibes are thus expected to appeal to a specifioylkedgeable reader.
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symbolically. Paul Myers’s novels, for instanceabsuch musicalized title®eadly CadenzaDeadly
Sonata or Deadly Variations The metaphor of murder set to musical tones se®mse a cliché-
paradigni’. Another conventional type of titles draws on musia vague, evocative way, by punning on
associations between music and eroticism or roméneela Ward'sTheMusic of Passion

Il Musicalized paratextuality, trompe-I'ceiland ‘hermeneutic fraud’

So far | have focused on types and functions oficaliged titles in literature. In this part | wish
concentrate on rhematic musicalized paratextuatioye specifically. | will thus zero in on what Wolf
alludes to as imitation, and what has often bedleccé&musicalization of fiction?! that is to say literary
works where musical inspiration can been ascedaase part of their technique or structure. Rhematic
paratextuality in imitative musicalized works givese to specific problems of interpretation, theking
us something about intermedial interpretation agmneneutics as paratextual phenomena.

Referential deception and ‘semiotic fraud’

One striking paratextual feature of novels influeshdy musical structures lies in the fact that the
title makes us believe what it is not. So do metaighl or symbolical titles, as a matter of faait bthe
iconic trickery, as it were, is far more extended and it is paéntdisseminated within the entire text. In
other words, when a title suggests the literarykwiorquestion draws on some kind of musical techaiqr
structure, say a symphony, and provided that suolngal phenomenon can be objectively observed the
readers may be expected to draw parallels betwemsitrand text at virtually any juncture. The medsan
seems to be that of an extended metajphabsaentiaor analogyn absaenti&’.

By this token, some musicalized titles seem togieitb illusion. There seems to be a semiotic and
referential deceptiorat stake, as though the title claimed the textewehat it is not. What | mean by
‘referential deception’ is slightly different frorthough close to, what Roland Barthes meantelgrential

illusion. In Barthes’s definition, referential illusion lges upon the fact that, within a book, a sign nyerel

20 Many books sport such titles linked to musicalke§ee John R. Gibbs bibliography.

2! The term was coined by Aldous Huxley Boint Counter PointThe musico-literary criticism frequently uses tieem
(Wolf, 1999).

22 Frédérique Arroyas examines the analogical proressusicalized texts (Arroyas, 2001). | adherehe idea of there
being an analogical process at stake, analogy bmiegtype of metaphor. | am inclined to add, thqubhat the idea of
analogy is partly founded on an iconic prociesabsaentia Indeed, if a given book is supposed to be a symphthen the
entire book becomes thenor of the metaphorical (analogical) relationship, vef@s music (any kind of musical reality a
given reader may turn to) becomes a virtual andedignated/ehicleof this metaphorical relationship. It is virtuédy the
reader’s recourse to the field of music can onlycbesidered potential, as it is subjective and graak depending on the
reader’s knowledge or access to musicological messu It is disseminated, for it is dependent ot libe virtual musical
field already mentioned and the paratext which,sidet the textual boundaries, plays the role of ikaicle of the
metaphorical/analogical relationship as well ag tfehe vehicle-reminder, every time the readerpsethe text at bay and
turns to the paratext for clues.



stands for a token of fictional verisimilitude, ¢obuting to the reality effect (Barthes, 1984). thvi
referential deception, the reader is presented aitheaning which is not what it claims to be, thus
deceptive. In both cases, something there is ¢habi what it pretends to be. In both cases tresoine
trompe-I'ceildynamic to it. But in the case of referential qem, it is deceitful only by virtue of being
cast in a medium in which it does not ordinarilypagar. And this seems to me a totally different {msi
Whereas Magritte points to the falsehood of refeabty by naming one of his workshis is Not a Pipea
musical title does precisely the opposite by pritemto be music, and thus reaffirming and fullguasing
its trompe-I'ceilcharacter. Needless to say, a metaphoric or symbmaaning can hardly be charged with
semiotic or hermeneutic fraud. But since the muisstaictural meaningnustbe taken into account in
interpreting some of those musicalized literary kgotheir play with intermedial referential deceptimust
also be accounted for, all the more so as oftestitrie part and parcel of a text’s ludic internadurn.

Such play with extratextual referentiality can hetg extensive in some texts. The phenomenon
has something in common with both antithetical fedtaiality (Genette, 1987: 79) and the concept of
programme music. The latter relies on some kingaphtextual programme for its interpretation (mainl
19th-century expressive and thematic musical workeld so do rhematic musicalized works which call
for a thorough form-oriented interpretation — th@gsent the reader with a specific key for intetgiien
within the paratext.

Epigraphs, chapter titles and the paratextual appaatus in musicalized fiction

But then, reading a literary text through the prisihmusical formal analogies is not the same as
attributing metaphorical or symbolical content testj any text. On the one hand, formal musical
interpretation requires a degree of knowledge andspacific, intermedial hermeneutic gesture.
Consequently, in order to ensudae interpretation, texts frequently resort to a septated musicalized
paratextual apparatus, such as epigraphs or chéfgey since the mere title may prove an insigfit key
for interpretatio”’. On the other hand, such a paratextual apparatsesrsome problems, such as the
guestion of pre-established interpretation or theblem of learned paratexts, codes, and specialized

readership.

2 As to chapter titles, they often follow musicalidions in movements (symphonies) or parts (fugubh)sicalized
paratextuality sometimes filters into the acadeanid critical discourse as well. Indeed, many aitlwooks are presented as
variations on a theme, for example.
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The formal aspect of musicalized texts may appesaa aode to be deciphered, which ¢
highlights their specialized hermeneutic aspece GinRichard Powers’s noveThe Gold Bug Variatior,
intertextually hints both at a ditary work (Edgar A. Poe™*The Gold-Bug’) and a musical compositic
(Bach’s Goldberg Variations The idea of readinbeing akin to coderacking alreadyunderlies Poe’s
story. Powers associates this hermeneutic activith music byexploring the numerical structure
Goldberg VariationsPowers’s novi is composed of thirty chapters) that the number of chapte— and
thus theparatextual disposition itse— becomes numerically meaningful, as it refers to rinenber of
variations in Bach’s composition. Moreover, thetthichapters are preceded and followed by‘Aria,’
just like theGoldbergs The ‘Aria’ displays an ambiguous status, for it is pabperly a paratext, but it is
not completely part of the text either. It is mafea structuralante-text the theme or template for t
variations that follow. Powers'#\tia,” modelled on Bach’s ‘Aria,is an interesting case in point, detac
from the body of the texdn account cits generic nature, since it is a text in verseouhiicing the novel i
prose. Through its structure,rigveal: the theme of the novel, that is to sayuest for a structural coc
hence a hermeneutic rapol. Subtitled ‘The Perpetualalendar,’it is composed of four poems, e
comprising four foulline stanzas, the numbeur being numerically significant for the structafeBach’s
variationé*. Consequently, from the very beginning of the motlee reader’s attention is drawn to
importance of an intermedial coded message, alhtbee so athe book’s epigraph is al symbolic of

codes:
RLS CMW DJP RFP J?0O CEP JJN PRG

ZTS MCJ JEH BLM CRR PLC JCM MEP

JNH JDM RBS J?H BJP PJP SCB TLC

KES REP RCP DTH I?H CRB JSB SDG
Powers’s paratext is highly illustrative of the tféttat musicalized texirequiresome specific hermeneu
act, related to specializempetence. Form perceptionequated with enigmeeading or coc-cracking.
The paratexts rhematic and partly sereflexive. It has undoubtedly somethirggdo with mathematic:
formulas and metatextualitpasmuch ait constitutes some kind of formulansiniature or condensation of
the text to follow.

Another form of pecializedknowledge is required when epigraphs are allomeHialepigraph i

usually composed of a quoted text. Two major miized kinds of epigraphs may be pointed to. On

24 For more information about the noveaffiliation with Bach’scomposition, see William Gillespie’s “MappitThe Gold
Bug Variations’
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one hand, there are textual, thus autome¢ quotations bearing a relationship to iic. These may either
deal with musi@as a subject matter or quote some textual partrofisical work (lyrics, libretto, etc On
the other hand, there are musical quotations pr allomedial epigraphsthat appeaas score insertions.
Both imply thatthe reader be more or |t acquainted with music. Allomedial epigraphs natyrdémanc
more prior musical knowledge, since they make usa different sign system. The ab~mentioned

Cotroneo’sPresto con Fuocpresents the reader with such an alloial epigraph:

Frédéric CHOPIN, Ballade opus 52. mesure 211-212.

Even though such musical quotation necessitates specific readindsskiis nottotally void of meaning
for readers unacquaintedith musical sign. In fact, the sheeinsertion of a score becomes signific
insofar as the score stands fousical sigification itself, suggesting musical interpretation of the noy
Much as it may seem opaque, anreadable, undeciphere signdoessignify.

Furthermore, whereaallomedial paratextuali — epigraphs in particular calls for specialized
competence, automedial paratextuality is far fraeing unproblematic. Indeed, some epigraphs resc
technical musical datihat the reader may not be knowledgeable abouhnigges related to counterpo
and fuguestructure are particularly difficult to grasp fan aninformed readeHence, rany texts insert
definitions to apprise the reader of the formalyphbnic aspe at stake in the novel. Edgardc. Yunqué,

for instance, usea definition as an epigrapt Blood Fugues

A fugue generally consists of a series of expo-
sitions and developments with no fixed num-
ber of either. At its simplest, a fugue might
consist of one exposition followed by optional
development. A more complex fugue might
follow the exposition with a series of de-
velopments, or another exposition followed
by one or more developments. Fugues that
are tonally centered will expose the subject
without venturing out of an initial tonic/
dominant constellation.
TIMOTHY A, SMITH
PROFESSOR OF MUSIC THEORY
NORTHERN ARIZONA UNIVERSITY
“The Canons and Fugues of J. S. Bach”
(May 20, 2001)



What seems particularly important in such defim-based epigraphs is the fact that some interpret
deficiency shows throughso thatthe reader is asimed to be in need of guidanThe paratextual
apparatus is on a par with some kind of readermpendium or guidéook, which leads to two kinds
implications. On the one hand, the text itself gppeas sonwhat deficient, or at leét its interpretation
needs to be backed up by the paratunder-significatiof. On the other hand, the paratext seems t
overdetermined, providing the reader with overly dethinformation oversignificatior).

An interesting example of this phenomenorFrank Hardy's novelBut the Dead are May,
whose paratextual musicalized apparatus is-determined. First, the rhematic stitte informs the reade
of the intermedial nature of the te’A Novel in Fugue Form.Second, the paratext comprises bott
epigraph, defining the fuguand chapter titles which not only remind the reaafethe fugal structure ¢
the novel, but they also serve as encyclopaguide to the fugueChapter titles sign the fugue’s parts,

such as exposition, and sabapter titles star for fugal divisions or techniques:

EXPOSITION

In which the main character (or subject)
and contributory voices are introduced.

ENTRY OF COUNTER-SUBJECT

In which an answer to the subject is
given by another voice.

Moreover after each chapter title or -chapter title, a summary is proposedthe manner of ancie
chapter summaries whiaksed to provid indications as to the contentstbg text itself, except that he
the summary revolves around the formal and notttbmatic contess.

Consequently, some rhematic musicalized paratextd to be ov«interpretative, rendering tt
text self-reflexive. This phenomen mayprove ludic, parodic ocomical. But whatever its function, tl
paratextual apparatus in musicalized fiction causts a problematic example of interme:
paratextuality, given its call for specialized rizgy and the difficulty the reader maxperience in drawing
parallels between the arts.

Epitexts and theinterpretation of musicalized texis

Due to the difficlty in reading musicalized te the paratextual apparatus appears prop to

interpretation. Yet elements from outside the téhdt ic to say the epitext, often prc a helpful source for

musicalized reading. Indeedpitextual contextsare of crucial importance in reading musiized fiction,
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for it is far from easy to determine in what wayscéional work takes after music in terms of itsrh and
structure. Interesting examples may be observéshihony Burgess’s works.

Generally speaking, the reader will find clues tasin in Burgess's autobiograpgflyAdditionally,
some of Burgess's essays on intermedial relatipsshie enlightening as to his fictional writifys
General epitextual data may thus reinforce musidakpretation of Burgess’s works. But there aoal
more specific epitexts. The two fictional works tt@anthony Burgess wrote with a close link to music
Mozart and the Wolf Gangnd Napoleon Symphony present an interesting example of epitextual
background.

Napoleon Symphonystructured upon Beethoven&ymphony No. & E-flat major, Op.55is
followed by “An Epistle to the Reader” in verse (Bass, 1974, 1975: 363-367), used as a postface
justifying the musicalized nature of the text. Bles this paratextual justification, the reader mefgr to
the epitextual technical commentary upon the newdten by Burgess himself in “Bonaparte in E Flat,
published inThis Man and MusiqBurgess, 1983, 2001: 180-192). The reader mitgd eonsult the
numerous studies written upon the musical natutéapbleon Symphofiy

In Mozart and the Wolf GangBurgess plays tribute to Mozart by staging thengoser
anachronichally along with other composers andtartiThe book is about music, but it also avadislitof
a musical structure, since one of the chapterkedcéK. 550 (1788),” is based on Mozar&ymphony No.
40 in G minor, KV. 55@Burgess, 1991, 1992: 81-91). The paratext guidegeader through the musical
structure of the chapter: not only does the tiéer to the catalogue number and date, immediately
allowing us to identify Mozart's composition, butet text also provides subtitles, suggesting a rausic
symphony-like mode of reading (in movements). Toealation between the text and its musical paragon
would be extremely difficult to identify were it hor the paratext. But yet another clue is proudidethe
last chapter of the noV&l It constitutes a historical meditation upon musiad Mozart's music in

particular. But it also questions the musico-litgraelationships themselves, taking on a metatéxtua

% Little Wilson and Big Go@Burgess, 1986) andou’ve Had Your Timé@urgess, 1990).

2 Especially the essay on “Musicalisation”Jaysprick: An Introduction to the Language of Jardegce the essay entitled

“Craft and Crucifixion — The Writing of Fiction” i®ne Man’s Chorus: The Uncollected Writings Burgess’s comparisons
between music and languageAiMouthful of Air: Language and Languages, Espégihglish

27 Wolf, 1999: 197-207, Alder and Hauck, 2005: 37-8&recz, 2008, or the recently publiskedhony Burgess: Music in
Literature and Literature in Musj009.

28 Owing to its ultimate position, the text may bensiolered as an epilogue. However, the textual statuhis chapter is

quite ambiguous. Burgess appears as one “integpatiesthn,” contrary to the previous chapters, wiieeeauthor was staged
through a tmesis, split into two, Burgess and Anghgust like Mozart in the title. Besides, the exgtory character of the
text makes it closer to an independent postfaceerGihe transgeneric nature of the book, with ciffie interweaving literary

genres, the postface may be considered as papaaoel of the multi-genre character of the novel.
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aspect. In this respect, it denudes clues as totisical nature of the text, alluding to the “syrmpisation
of fiction” (Burgess, 1991, 1992: 146). The sefigetive character of this chapter underscorestied for
paratextual justification of musicalized fictfon

The fact that musical fiction needs justificatiaardgrounds the importance of the musicalized
paratextual mechanism as well as its singular ch@raln some cases, novels are entirely depermient
their paratextual devices and cannot do withoumthia the sense that they become totally diffeiént
considered without their paratextual apparatus.e@erspeaks of a ‘conceptual state’ of a work of ar
(Genette, 1994: 166-176), putting forward the idé&onceptual reduction’. Pieter Bruegelandscape
with the Fall of Icarus as Genette points out, could be perceived intalyodifferent light (probably
without any attention paid to Icarus’ tiny limbsupbing into water), were it not for the paintingitte. It
thus seems permissible to speakahpulsory paratext®r some musicalized novels.

Consequently, musicalized paratextuality cong##n interesting field of study as far as rhematic
musicalized paratexts are concerned. The idea fefergtial deception and the concepts of guided,
specialized, or conceptual reading, show how nacgdhe paratext becomes in intermedial texts and
emphasize specific hermeneutic gestures, be thkgdito code-deciphering or extratextual activities
I PARATEXTUAL PERFORMATIVITY AND MUSICO  -LITERARY INTERACTIVITY

By virtue of its call for actualization through tlgency of a performer, music does not abide by
the same aesthetic experience as literature. Omrteehand, there is a dual paratextual contracttwhi
testifies to the fact that a work’s paratextuality different according to whether the compositien i
apprehended by the listener or by the performencEgthe latter has a more active role to play than
former. On the other hand, the score being onliftaal notation of a given musical work to be atitzexl
through the act of performance, the performer igsalig much expected to personally contribute to the
interpretation of a compositidh Thus, however problematic and simplistic it magem, it bears
reaffirming that musical reception is a highly ebibrative, performative, and interactive one.

In literature, the importance of text-reader cadiation has long been emphasized by reader-

response criticism. IiThe Act of Reading: A Theory of Aesthetic Respdsdfgang Iser highlights the

2% What underlies this need for justification is fassibility of the reader’s failing to recognizetnusical nature of the text,
were it not for the paratext.

%0 As is evidenced, for instance, by today's keemrizgt in multiple interpretations. In France, fomample, aFrance
Musiqueradio programme called “La Tribune des critiquesdisques” features different recordings of oneioalisvork
every week, commented on and analyzed by critics.
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dynamic interaction between the reader and the taxderlining the temporal aspect of reading and
allowing for the existence of gaps of indetermindwt readers face up to and are incited to fibbintheir
own.

Hence, literary texts are obviously far from voitl the reader’'s participation in the aesthetic
process. Nevertheless, by suggesting extratextassilflities of interpretation, musical paratexts i
literature bring along an additional layer of reatixt response. Even at a minimal scope, musical
paratextuality in literature brings together twéfetient artistic domains, and by doing so, incites reader
to constantly bear in mind the musical aspect eftéxt. The participative and collaborative acyivii
made more specific, as though literary texts thessguired a dual paratextual contract, comparablbe
one in music. For Frédérique Arrayas, it is posstol consider the reader as a performer on acafiait
possible associations and modes of interplay thatréader can build up in reading musicalized texts
(Arroyas, 2001: 35).

Indeed, some music-inspired texts toy with the getyous nature of the concept of interpretation
in aesthetic reception. Consequently, reading ismerely reading for understanding, but it becomes
reading-as-performancas well. However metaphorically, the reader istéd/to consider the reading
experience on a par with the musical one, at lpagty related to the condition of performativifijhis
phenomenon may present itself in two different waysthe one hand, reading becomes performinghen t
other hand reading is paralleled with listening.

Reaplaying musical spaces of indeterminacy and the metaphaf performativity

Musicalized texts may incite the reader to consi@ading in a metaphorical way as playing or
performing. The text is at one with a musical scsh®se understanding may only be ensured by mdans o
its performance. The virtual becomes the actual wfien the score/text is performed. And such sdems
be the hermeneutic prerequisite in the musicalisats whose paratextual devices are founded on the

suggestion of some kind of textual performatitity

81 Capacity of being performed or potential for periance.
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In Anthony Burgess'$/F, the enigmatic title is followed by an allomedmusical subtitle. Th
reading of the novel is immediately oriented toveaedmusical interpretation. The reader will likére

mysteriousVI/F to the musical dynamics mezzo fort&, inscribed in the score followil the title:

Anthony Burgess

At the very threshold of the noyéehe reader is confronted with an intermedial etion. The text sugges
performance is part of theermeneuti@act.

Musical scores are rife with allomedialverbal indications, more or less innovative, raggiom
ordinary indications of dynamicpiano, forte, andanjeto more unusuahdication®® which are closely
linked to the score itself, thus its performance.cbnsider verbal indicatis within the sore as paratext
seems problematic. Yet, those verbal indicatiotsnofilter into the paratext proper. In fact maitles are
tempo indications themsel&sThus, if one considers musical indications withie score as sowhat
paratextual, however prt@matic it may seer and ins¢ar as the paratext in a musical score is first
foremost an indication of how the composition is e performed, it seems to me that mus
paratextuality is closely linked to what has beesighed in linguistics aan llocutionary act.The term
defines the phenomenon afverbal message leading to the accomplishmennadch, by means of
promise, order or request.

To take up the example of the paratext in BurgeM/F, mezzo fortedoes not constitute a
description of sound, but amjunctior destined to exert an impact on how the act of pevdmce might b
accomplished Consequently, Burgess's text takes on an illocatipncharacter, or rather it becon
suggestive of the fact that reading is sujed to be on a par with performingr at leasconstitute some
sort of act Thus, musical performativity filters inthe literary text highlighting the dynamic, interacti

character of readeesponse, transforming the paratext into an iliociatry ac.

32 |n fact, the musical sigmfacts partly as a screen, temporarily keeping atthbaytheme of incest in the no. It is only
later that the reader will be able to get backhtparatextuly encoded message and draw parallels between theahsigin
mfand ‘motherfucker’.

% Like in Eric Satie’s scores where ambigucverbal indications may be found. See Frarg@iscal (Escal, 1996: 2-287).
34 Like Chopin’sAllegro de Concertop.46, or Barték'sAllegro Barbarq BB 63. Besides, hints at performativity may ¢
be found in movement titles, frequently containiegnpo indications in larger works, such as sympts, sonatas or
concertos. After all, is not the mere title of asical composition pregnant with suggestions of grenfitivity? Does not e
dedication imply that the dedicatee will perforne $core*Are not musical prefaces frequently advisory toperformer? Is
not the title frequently taken into account for thay in which a musical composition is to be perfed”
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Furthermore, there seems to be a greater degopennesg musical scores. By openness I m
interpretative, hermeneutic and performative opssnéllowingUmberto Ecés definition ir The Open
Work In so far as they allow for multiple interpretatiacts, all works of art are open to a certairermx
But some works bring thedpennes to the foreground, dramatising the need for thelega participatior
in the aesthetic att It seems to me th by inserting a musical score as a $itle; Burgess not onl
suggests musical performativity, but also greattarpretative libert

Goldberg: Variations written by Gabriel Josipovici, is one sucitovel where the suggion of
musico-literary interprive/performative freedom comes tchead. Just like in BurgessM/F, the title is
followed by a score. Omrcagain, we e presented with an allomedial paratext in the fofna anusical
score. Here, the musical stitle is more iconic in the sense tht is supposed to be apprehended nas a
symbol of musicality than a musical score to be deciphehedeed, the scorbelow the title is empty,

which is evocative of opennessinterpretative indeterminacy:

Goldberg: Variations

Gabriel Josipovici

On the one hand, reading is pailed with performing. Thus, owing to the musical evitma in the
paratext, the reader might search for musical chi#sn the text itself. On the other hand, thet-reader
contract becomes a performative daking on an illocutionary aspect, since fuereis rid of any sign, as
though reading weran invitation towriting. Moreover, every chapter is enclosed within twalde bar
lines| || which remindthe reader of the musical source of inspirationndgée Josipovici's paratext
Goldberg: Variationsseems to be suggestive of both a degree of meiajhorelated to musice
performance as a blueprint foterary hermeneuticand a degree of illocutionary forcconnected with
paratextual performativity as amticemer to an open and active act of readingeBcore is an invitatic
to a musical interpretation of the text, ancindeterminacyan invitation to interpretative creativi
Reasteningwhen the reader becomes a listen

Close to the metaphor of the reader’s performatile i< the suggestion of the reader’'s somel

being the listener. It is in the tesd¢ader contract agreed to withme paratext that the metaphor beco

3% Karlheinz Stockhausen’s compositi, for instanceare often founded on the concept of open
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operative. lere reading becomes listen of sorts But then, even though there may be several @ifift
cases of paratextual suggestion of pelism between reading and listening, it seems to e they all
remain part of the illocutionary character of thargiext: there isstill the idea that an act must
performed.

In this respect, the paratext oancy Huston’s novel,es Variations Goldbel, is suggestive of an
ambiguous type of reading. After the title and tfeglication, the reader is presented with an epit

unfolding upon two pages:

Vous avez exactement quatre-vingt-seize minutes. Wous avez tout votre temps.

By underlining the idea of temporali— “Vous avez exactement quatre-virsgize minute Vous avez tout
votre temps.® — the paratext may be interpreted either as allusivperforming time or to listening «
reading tim&”. The novel telling the story of a won-performer playing th&oldberg Variation, the text
is closely linked to Bach’s composition. Like iGoldbergs the novel is divided into thirty parts, told frc
thirty different points of view. What with its ] its numerical structure and its cha-titles, all
musically-oriented, the parateximdoubtedlycalls fora musical interpretation of the novel.t then, owing
to the ambiguity of the epigraph, the idea of thader’'s hermeneutic activity proves polysemoumdy
involve listening (to a recordinginc metaphorical or real performir(gf the text/score. Much as it seems
ambivalent, the paratext is illocutionary. The m’s activity at stake is not emely a symbolical musical
interpretation of the text, but may also involvalrand active listeningo a recording, parallel to tl
reading of the text.

More literal listeningis suggested bthe discparadigm. Here playing goes hand in hand
listening. The paratext becomes a different kinillocutionary act —since the text pretends to be aud
the paratext contains hints @erformativity. In Noél Balen’'(La Musique adoucit les meurtl, the text is
divided into two bookletsA-side and I-side which is suggestive of the gesture to be accamet wher

playing music on a cassette or di

36 “You have precisely ninety-six miites. You have all your time.” (Huston, 1981-11).

%7 The epigraph is paradoxical insofas it suggests both temporal constraint and terhdirerty. To an exten
performativity appears as theatricality, as théatams are associated with the drent characters playing a part in -
novel, which is further highlighted by the paratiself, the table of contents being called “disfition” or “cast”
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Christopher MillersSimon Silber: The Works for Solciano is formally arranged as a d as
well. The paratext of this novérings the paratextuahermeneutic fraudo its climax: both the Hamis
Hamilton edition and Houghton Mifflin Company editi present the reader withdisc-like cover. The title
itself is a frame paratext, a titleithin-atitle device, since it contains the title of theaigmary disc th
novel draws upon (Simon SilbeWorks for Solo Piano But, most interestingly, the book makes use
table of contents, appearing before the text propévided into four discs, the tablprovides time-

indications:

Simon SILBER (1958-1999)

Disc One

1 Variations in a Minor 15:55
2 “Chopsticks” Variations 13114
3 “Babbage” Permutations 1:47
4 The Music Room 8:20-%
5 Crows 0:04
6 My House 2:38
7 Tinkertoy Fugue 3:03
8 From Day: 4:55-5:00 P.M. 5:00
9 My Face 10:09
10 Ode to the West Wind 1:11

71:21

This paratextual device is furthesedin chapter titles. Indeed, the novel being divid®d four discs an
each disc sulitle being used as a chapter title in each pamesof them are further split into other titl
always with timeindications. Nevertheless, purposefully or, the timeindications are errati*®

Hence, the status of the novel is that of an epii@xa fictitious work of art. In fact, the nov
overtly claims to have beamomposed of liner notes to the disc. The text efrtbvel is thus a paratext tc
work in absaentialts own paratext thus becomes a shared paréieixiy both the paratext to tinexistent
disc and thereby the paratext to the novel. Byttilen, the titles presented in the table of cdsiact as a
summary of the novel arghratextual notice of an imaginary work of art. The novel’'s statuslépenden
on a novelistic trick: the reader is supposed tdigtening to a disc while reading the liner notkat
compose the novel. The bodgkelf is a paratext, but it also possesses its own pctual apparatus. Since

the novel implies, at least virtually, a listeniagtivity, parallel to that of reading, it leadsatguggestion ¢

%8 |n fact, thetime indications do not add up exactly to the olv¢ime (71:21 should be 70:( 57:15should be 55:95, 72:03
should be 72:23, 62:10 should ®&@:09)
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anillocutionary act, inciting the reader to becomlestener. But then, paradoxically the listeninghatt is
foiled, for the musical compositions are not provi

Two other recent works may be mentioned to illuetrhis performative turn: Joshua Cohe
Cadenza for the Schneidermann Violin Conc and James Chapmartiow is it Qing to Continue, both
published in 2007hoth suggesting some kind of performati\

Joshua Cohen'€adenza for the Schneidermann Violin Conc displays a musical parate
already within the cover the reader is given information about the worklfautttle, work number, date

within the paratextual apparatusitating ¢ musical edition (Schirmer), thus resembling a s

Classical Series OF MUSICAL CLASSICS

Y
Fugue State Press i W@cmmsk’s LIBRARY

Mo 11 Yol 24

e MENDELSSOHN
SCHNEIDERMANN :

Concerto
Violin Concerto i in E minor

n For the Violin
JOSHUA COHEN With Biase Accempariment

BOAMEEE

Within the cover, the reader is already confrorwith a case of paratextual geneagonistics, since the
work is both a novel and@denza from a violin concerto. The subsequentgers composed of a title,
generic indication, two epigraphs (both relatedmiasic), anoth¢ mention of the title, another epigra
(musical as well and somewhat ¢reflexive, as dealing with epigres), and finally a short introducto
text whose textual status seems ambiguous. Ther [glttys the function canepigraph, giving definition
of the cadenza, but it is longer than usual eplyggagnd more integrated into the text proper. Bex#ue
technique of cadenzas is linkedimprovisation, openness is suggestereover, an original paratextt
device is used within the textthe first word of every page is given in the margirthe previous pag
which feature further contributes to the formative aspect of the novel. Indeelde harrator explains tt

use of this device in “Acknowledgment,” by statitigat “it intends to replicate in prose the practixt
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indicating musical cues on individual instrumengatts; these cues are indicated so that a musistaose
hand might soon be occupied playing, does not havevaste time [....] on turning pages” (Cohen,
2007:383). Hence, the text points to the possjbiit its performance, intimating a specific hermatie
act. The paratext is “an aid to those who woulddredoud, with or without an audience” (Cohen,
2007:383), so that it aims at an act and aims idirguthe reader through the accomplishment ofdhts
James Chapmanidow is it Going to Continue@lso presents us with a musicalized paratextual
apparatus linked to performativity. The novel wablshed spiral-bound, so that its material aspaats
after score editions. The cover itself is an aneotdand-written score. The title is followed bgeneric
indication: “The memoir of Eckhard Unruh’s finalgreas a musician, composed by him for narrators,
prerecorded tapes, contralto and baritone soldisis, choirs, chamber orchestra, percussion orcaestr
electronic and concrete sounds, electric ukuleld, gipe organ.” (Chapman, 2007:3). The work is thus
related to a literary genre (a memoir), but it [soaa composition to be performed. The paratexhés
followed by a short text, stating that the workais oratorio, or rather a compact libretto editidrthe
original “expensive orchestral score” (Chapman, 7200 The book is thus presented to us as a musical
work, but in its literary version, for a “non-spaltst reader” (Chapman, 2007:7). It is to be penied and
the paratext is to guide readers in thmiivate performance of the oratorio: “The libretto is te tead
across both open pages at a time, and from topttorh. Each double-page layout represents anywhere
from one to six minutes of the score, dependingemnpo” (Chapman, 2007:7). Next, follows a text, a
guote forThe New Grove Dictionary of Music and Musiciaimgroducing the composer of the oratorio,
Unruh Eckhard Rabindranath. Moreover, the pageoditipn is divided into parts (tape, speakers and
soloists), each comprising columns (Track |, Trd¢clContralto, Baritone, etc.), resembling orchastm
in a musical score. Nevertheless, the columnsduoire verticality, unlike the musical score werdettiént
parts are to be read horizontally, so that the hloseps the traditional reading-direction of litgravorks,
but suggests musical horizontality (simultaneifgyery page contains time-indications, so that tloekw
takes fifty-three minutes to perform. Finally, tparatext at the end of the book provides the nevel
sources (both real and fictional). Consequentlg, gharatext calls for an act and takes on a perfibrena
character. Since the novel is composed of quotgsefarences to musical performances, the mosbabvi
type of performativity might consist in the readesearching for the sources alluded to in the veord

listening to them.
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Miller’'s, Cohen’s and Chapman’s novels constitutplayful invitation to some kind of reader-
listener act, bothreaplaing and reastening In this way, they dramatize the existence epiitextual
temporality which can be defined as the need, the implicatiothe invitation to any kind of activity other
than merely reading a given text. It is the temppoedure of reading and the temporal environmerthef
reader that are underlined. Epitextual time isalp$inked tointertextual timeas defined by Umberto Eco,
that is to say the need for readers to explore &k wb art outside its own boundaries by looking up,
guestioning or validating the references they camm®ss while reading a text (Eco, 1985). Intertaixtu
time may be considered as a sub-species of epitetitoe. One may also speakinfermedial temporality
as part of the reading experience. Intermedial tealjy is characterized by the reader’s resortmgther
arts or other artistic media for the understanaihgne specific work of art. The intermedial tergdiy is
a species of intertextual temporality itself. Jasthe intertextual reading experience presuppseecific
time — the act of to-ing and fro-ing between thgt tand its multifarious extratextual references —,
intermedial temporality also implies time devoted extratextual interaction with other works of art,
parallel to reading.

This temporal and epitextual aspect of readingjustrated by literary works implying a degree of
interactivity, heightened reader-text responseijllocutionary force. Miller's, Cohen’s and Chapman’
novels fictionally stage this paratextual activaty part and parcel of text. Thus the epitextuaptaaity,
be it intertextual, intermedial or musical as ihexe, is brought to the foreground, but it seemitedlear
that it pertains to the reader’s privacy and intinaand thus cannot be accounted for or objectively
analyzed.

Conclusion

In examining musicalized paratextuality in liten&tul first focused on its characteristics. A two-
tiered dynamic of paratextual analysis seems napgess account for both the text-paratext relatiops
and the paratext-music relationship. This doubleadyic has enabled me to discern different types of
musicalized paratexts, but also to question spgeiblems related to paratextual functions. Onehef
problems | have pointed to is the rhetoric of genagonistics, resulting in a creative intermediahflict
of genres. This first level of analysis shows thatine musicalized paratexts may appear singulainati
or even curious. | secondly centred my analysiparatextual hermeneutics, namely what | called the

semiotic and hermeneutitaud. The referential deception raises the questiomaf to find a middle
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ground between metaphorical meaning and literalninga Owing to the sometimes specialized nature of
the paratextual apparatus in musicalized ficti@rapexts may appear as either guides to readicgd®s

to decipher, engendering specific hermeneutic gestisome of them are closely linked to perfornitgtiv

as | have argued in the last part of my paper. déliged paratexts provide an incitement to perfamact,

be it interpreting as listening or interpreting @forming. In some of the musicalized paratextave
studied, there exists an underlying virtuality afrformance the reader may actualize in one way or
another. This performative aspect also constitukes interactive or open specificity of intermedial
reception, close to today’s hypertextual turn. @ossible implication of that is the epitextual tergl
aspect of reading. The major distinction betwedfemint types of paratexts is the one between tkiema
and rhematic paratexts, which, in turn, may comgpaoethe one between presentative and representativ
works of art. Taking after music for its form, mealized fiction seems both representative and
presentative. That is why the formal aspect becomeaningful in itself and paratextual devices pday
crucial role in ensuring adequate form perceptjost, as they do in music. It seems well worth exangj
intermedial forms of paratextuality, since it allws to query paratexts on the whole. Is it thenary role

of the paratext to suggest and guide performafivigyit to guide the reader through interpretabbrthe
text or is it to guarantee the perception of thettestic or poetic aspect of a given work? As | hsivewn

in this paper, all these roles are equally impdritamusicalized fiction.
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