
Week 4 / Opera and Race in the US / Brooks / Spring 2021

Puccini: Popularity, Possibilities, 
Problems
Wednesday Lecture: The case of Madama Butterfly 



I. The creation of Madame Butterfly



An American story…

• 1898: short story written by American author John Luther 
Long…somewhat inspired by biographical connections as 
well as an earlier exoticist play Madame Chrysanthème by 
Pierre Loti 

• Main characters: Lt. Benjamin Franklin Pinkerton and Cho-
Cho-San, set in Nagasaki 

• historical context: Spanish-American war, US conquest of the 
Philippines, Open Door policy to China 

• huge amounts of anti-Japanese racism: anti-voting laws, 1906 
San Francisco law requires children of Japanese descent to 
attend segregated schools; another 1913 California law 
preventing land ownership by Japanese citizens; 1924 federal 
law prohibits immigration from Asia…. 

• Japan expansion of colonial empire: starting in the 1870s and 
80s, creation of an empire. Victories in wars against China 
(1894-95) and Russia (1905), officially annexes Korea in 1910.

Madame Butterfly



An American story…

• 1898: short story written by American author 
John Luther Long…somewhat inspired by 
biographical connections as well as an 
earlier exoticist play Madame Chrysanthème 
by Pierre Loti 

• Main characters: Lt. Benjamin Franklin 
Pinkerton and Cho-Cho-San, set in Nagasaki 

• 1900: American playwright David Belasco 
collaborates with Long to create a 1-act play 
Madame Butterfly: A Tragedy of Japan (the 
play opens to full houses in both NYC and 
seven weeks later in London)

Madame Butterfly



II. Giacomo Puccini and Madame Butterfly



Composing Madama Butterfly
• “tragedia giapponese" in 2 acts 

• libretto by Giacosa and Illica, based on Belasco’s play (itself 
based on John Luther Long’s short story) 

• Puccini saw Belasco’s play performed in London in June 1900 and 
immediately asked for the rights—he saw the play in English, 
which he did not understand well… 

• Libretto not complete until 1902: lots of tension about what to 
change… 

• Score completed December 1903 

• February 1904 premiere in Milan is a disaster: La Scala audience 
hisses, Puccini accused of plagiarism etc 

• Puccini withdraws the opera, makes revisions 

• May 1904: new version premieres in Brescia, this time a huge 
success 

• Upon further revisions, major successes in 1906 in Paris and 
thereafter 

Giacomo Puccini



 -RXUQDO RI WKH 5R\DO 0XVLFDO AVVRFLDWLRQ, 2015 B 5RXWOHGJH
 9RO. 140, 1R. 1, 41-92, KWWS://G[.GRL.RUJ/10.1080/02690403.2015.1008863 A } 7D\LR,L.F,.QmG,RXS

 3XFFLQL DQG WKH 0XVLF BR[HV

 :. A17H21< 6HE33A5D

 IQ WKH ORQJ KLVWRU\ RI RSHUDWLF H[RWLFLVP, GLDFRPR 3XFFLQL'V 0DGDPD BXWWHUIO\
 (1904/6) DQG 7XUDQGRW (1924/6) RFFXS\ SDUWLFXODUO\ SURPLQHQW SRVLWLRQV.1 7KHVH
 WZR ZRUNV KDYH EHHQ FRPPRQO\ YLHZHG DV ODWH H[HPSODUV RI RULHQWDOLVW RSHUD DQG DV
 PDUNLQJ WKH HQG RI WKDW WUDGLWLRQ. 6RPH VFKRODUV KDYH HPSKDVL]HG WKH ZD\V LQ ZKLFK

 WKHVH RSHUDV DOOHJHGO\ GLYHUJHG IURP WKH QLQHWHHQWK-FHQWXU\ PRGHO RI RSHUDWLF
 H[RWLFLVP DQG LQ ZKLFK 3XFFLQL DFKLHYHG QHZ IRUPV RI 'H[RWLF DXWKHQWLFLW\'. 7KHVH
 RSHUDV KDYH HYHQ EHHQ KDLOHG DV KDYLQJ WUDQVFHQGHG RULHQWDOLVW UHSUHVHQWDWLRQ
 HQWLUHO\.2 HRZHYHU, UDWKHU WKDQ VLJQDOOLQJ DQ HQG WR RSHUDWLF RULHQWDOLVP RU D EUHDN
 ZLWK WKDW WUDGLWLRQ, WKHVH RSHUDV KDYH SURYHG WR EH WZR RI WKH PRVW LQIOXHQWLDO LQ WKLV

 OLQHDJH, DQG WKH\ FRQWLQXH WR LQVSLUH QXPHURXV RWKHU ZRUNV RI H[RWLF UHSUHVHQWDWLRQ

 LQ P\ULDG JHQUHV DFURVV WKH JOREH. FXUWKHUPRUH, WKH VFKRODUVKLS WKDW WKHVH WZR RSHUDV
 KDYH SURPSWHG - SDUWLFXODUO\ TXHVWV WR LGHQWLI\ H[RWLF PHORGLF VRXUFHV DQG WR SURYH

 EPDLO: Z.DQWKRQ\.VKHSSDUG@ZLOOLDPV.HGX
 0\ UHVHDUFK RQ WKH GXLQQHVV PXVLF ER[ ZRXOG QRW KDYH EHHQ SRVVLEOH ZLWKRXW WKH H[SHUWLVH, SDWLHQFH
 DQG VWHDG\ HQFRXUDJHPHQW RI -HUH 5\GHU DW WKH 0RUULV 0XVHXP LQ 0RUULVWRZQ, 1HZ -HUVH\. I DP
 LQGHEWHG WR VHYHUDO 3XFFLQL VFKRODUV IRU WKHLU DGYLFH, SDUWLFXODUO\ WR AUWKXU GURRV DQG GDEULHOOD 5DYHQQL.

 CRUQHOLXV .XELHU DQG 3LQJ :DQJ SURYLGHG FUXFLDO WUDQVODWLRQV RI PXOWLSOH CKLQHVH LQVFULSWLRQV, DQG
 BLELDQD GDWWR]]L SURYHG DQ LQYDOXDEOH UHVHDUFK DVVLVWDQW DQG VNLOIXO IWDOLDQ WUDQVODWRU. I DP DOVR JUDWHIXO

 IRU WKH HGLWRULDO DVVLVWDQFH RI HDQQDK /HZLV. IQ 2012-13 I SUHVHQWHG WKLV UHVHDUFK DW WKH 0RUULV
 0XVHXP, 7XIWV 8QLYHUVLW\, WKH 8QLYHUVLW\ RI CDOLIRUQLD, DDYLV, WKH 8QLYHUVLW\ RI CDOLIRUQLD, BHUNHOH\,

 CRUQHOO 8QLYHUVLW\, WKH .QLFNHUERFNHU COXE LQ 1HZ <RUN CLW\, DQG WKH DQQXDO PHHWLQJ RI WKH
 APHULFDQ 0XVLFRORJLFDO 6RFLHW\ LQ 3LWWVEXUJK, DQG I EHQHILWHG IURP FRPPHQWV PDGH E\ SDUWLFLSDQWV DW
 HDFK RI WKHVH HYHQWV. 6SHFLDO WKDQNV DUH GXH WR EWKDQ DQG 0DLD. 6XSSOHPHQWDO PDWHULDO IRU WKLV DUWLFOH
 (VRXQG FOLSV IRU E[DPSOHV 2, 3, 7 DQG 9) DV ZHOO DV FRORXU YHUVLRQV RI FLJXUHV 1 DQG 3-8 PD\ EH DFFHVVHG
 KHUH: <KWWS://G[.GRL.RUJ/10.1080/02690403.2015.1008863>. 6RXQG FOLSV IRU E[DPSOHV 3, 4 DQG 6 PD\
 EH DFFHVVHG DW <KWWS://PXVLF.ZLOOLDPV.HGX/SURILOH/ZVKHSSDU/>.

 1 7KH RULJLQDO YHUVLRQ RI 0DGDPD BXWWHUIO\ ZDV SUHPLªUHG LQ 1904; LW ZDV UHYLVHG VHYHUDO WLPHV XQWLO
 1906, ZKHQ WKH ILQDO YHUVLRQ ZDV SUHPLªUHG. 7XUDQGRW ZDV LQFRPSOHWH ZKHQ 3XFFLQL GLHG LQ 1924; LW
 ZDV FRPSOHWHG DIWHU KLV GHDWK E\ FUDQFR AOIDQR DQG SUHPLªUHG LQ 1926.

 2 6HH, IRU H[DPSOH, HHOHQ 0. GUHHQZDOG, '3LFWXULQJ CLR-CLR-6DQ: HRXVH, 6FUHHQ, DQG CHUHPRQ\ LQ
 3XFFLQL'V 0DGDPD BXWWHUIO\ , CDPEULGJH 2SHUD -RXUQDO , 12 (2000), 237-59 (SS. 239-40), DQG .XQLR
 HDUD, '5XGROI DLWWULFK'V 1LSSRQ GDNXIX DQG GLDFRPR 3XFFLQL'V 0DGDPD BXWWHUIO\ , 0XVLF 5HVHDUFK
 FRUXP , 19 (2004), 1-25 (SS. 21-3). 2Q WKH 'FRPSOH[ DQG FRQWUDGLFWRU\' QDWXUH R® 0DGDPD BXWWHUIO\
 LQ WHUPV RI RULHQWDOLVW UHSUHVHQWDWLRQ, VHH 5DOSK 3. /RFNH, 0XVLFDO E[RWLFLVP: IPDJHV DQG 5HIOHFWLRQV
 (CDPEULGJH, 2009), 206-13. FRU DQ RYHUYLHZ RI VFKRODUVKLS RQ RSHUDWLF RULHQWDOLVP, VHH P\
 'E[RWLFLVP', 7KH 2[IRUG HDQGERRN RI 2SHUD, HG. HHOHQ 0. GUHHQZDOG (1HZ <RUN DQG 2[IRUG,
 2014), 795-816.
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ADVERTISEMENT

CLASSICAL

By W. Anthony Sheppard

June 15, 2012

MORRISTOWN, N.J.

THE Murtogh D. Guinness Collection of mechanical musical

instruments and automata at the Morris Museum here received

national attention after Martin Scorsese’s film “Hugo,” which

appeared last November. The museum’s Clown Illusionist, with a

disappearing and reappearing head accompanied by a cheery tune,

was featured on “CBS Sunday Morning.”

Even now few visitors spend much time in the room where the

Swiss music boxes are displayed. Yet, being a musicologist, I

lingered there alone last January as my children ran ahead. I kept

listening to one box in particular, a harmoniphone from around

1877, equipped with a reed organ and able to play six Chinese tunes

from a cylinder.

Confused at first, I suddenly realized that I had stumbled on the

key to a musicological mystery many decades old. Scholars have

long known that Puccini used Chinese tunes in his opera

“Turandot” (set in China and left incomplete on Puccini’s death in

1924). But they have been puzzled by the origins of two “Japanese”

tunes in his “Madama Butterfly” (set in Japan and first performed

in 1904). What I had found were Chinese sources for two major

themes in “Butterfly” and a surprising connection between that

opera and “Turandot.”

ADVERTISEMENT

Was it possible that Puccini had heard this very box in Italy and

that it provided crucial inspiration for “Madama Butterfly”?

Refer someone to The Times.
They’ll enjoy our special rate of $1 a week.

We know that he heard a “Chinese” music box in 1920 at the Bagni

di Lucca home of Baron Edoardo Fassini-Camossi, a veteran of the

1900 Boxer Rebellion in China and of a military operation there at

the end of World War I, and an amateur composer with published

pieces to his credit. The baron probably acquired this box and

other souvenirs in China at the notorious “loot auctions” that

followed the suppression of the Boxers.

Puccini’s visit was leaked to the press and later reported in the

librettist Giuseppe Adami’s books on the composer, so opera lovers

have long known that three tunes from the Fassini music box, now

in the private collection of Lionello Ghiotti in Italy, were

prominently featured in “Turandot.” The most famous Chinese

song, commonly called “Mo Li Hua” (“Jasmine Flower”), signals

the seductive and glorious aspects of the fairy-tale Chinese

princess Turandot; another tune accompanies the entrance of the

three ministers; a third serves as an imperial hymn.

Thanks to a tip from a gas station attendant, this music box was

rediscovered in Rome on Feb. 5, 1965, by the musicologists Michael

Rose and Hans Hammelmann just in time for a BBC radio

broadcast about the opera. This box was also featured on Italian

television in the 1970s and ’80s and by William Weaver in a 1974

Metropolitan Opera intermission broadcast.

ADVERTISEMENT

The Guinness box at the Morris Museum includes two of the

“Turandot” melodies but also includes a principal theme from

“Madama Butterfly,” a melody that the British scholar Julian

Budden referred to as “almost the mirror of the soul of Butterfly.”

Puccini used several popular Japanese tunes in “Butterfly,”

including “Sakura, Sakura” and “Miya Sama,” but the Guinness box

reveals that around 1901 he was apparently willing to use Chinese

music as well in his representations of what he termed the “yellow

race.”

For decades, in an effort to reconstruct Puccini’s models, scholars

have been stitching together fragments of published Japanese

songs that he might have seen. Fortunately the Guinness box

includes its original tune sheet, listing the folk-song titles in

Chinese and in transliteration, which turns this music box into a

Rosetta stone. The main theme for Butterfly, a geisha, is labeled

“She Pah Moh” on the tune sheet. Some musicological detective

work, with help from the Chinese language scholars Cornelius C.

Kubler and Ping Wang, identified the tune as “Shiba Mo,” or “The

18 Touches,” an erotic song often banned in China. This folk song,

which also turns up in Chinese operas, is delivered in the voice of a

male lover celebrating 18 parts of a woman’s body in explicit detail,

moving caress by caress from head to toe.

The specific moments when “Shiba Mo” appears in “Madama

Butterfly” and Puccini’s sense of humor, said to have been rakish,

suggest that he knew what the song was about. The melody

appears prominently at the climax to Butterfly’s entrance, as she

presents herself to her lustful American bridegroom, Lieutenant

Pinkerton. Butterfly sings the whole melody, in the same key as on

the Guinness music box, as she explains to Pinkerton that she has

severed all ties to her Japanese past and will devote herself

entirely to him. The tune also appears at the climax of the Act I

love duet, as Pinkerton eagerly leads Butterfly into the house to

consummate their marriage.

Scholars have praised Puccini’s “Japanese orchestrations,” but his

setting of “Shiba Mo” can best be described as sounding like a

music box. This is especially true when the tune is heard at a fast

music-box clip, complete with imitation birdcalls, as dawn breaks

in Act II after Butterfly’s long night anticipating Pinkerton’s return.

Knowing the pornographic and mechanical sources for this melody

will certainly color our emotional response to this archetypal,

cross-cultural tragedy.

The second musical motif closely associated with Butterfly —

heard most prominently when reference is made to her father’s

death — has also inspired an extended hunt for its Japanese

source. This motif appears in two of the Chinese melodies on the

Guinness box. It seems to have gone unnoticed that this second

mystery motif in “Madama Butterfly” appears in slightly different

form in “Turandot” as part of the Emperor’s hymn. So the same

motif represents an exotic father in each opera.

ADVERTISEMENT

Long-held assumptions concerning Puccini’s devotion to exotic

authenticity have obscured this and other connections between his

two Orientalist operas. On closer inspection the opening measures

of “Turandot” seem to pick up exactly where the final measures of

“Madama Butterfly” left off. Indulging in some interpretive fantasy

play, we might even ask whether Turandot in 1924 has the 1904

Butterfly in mind when Turandot justifies her ruthless riddles and

decapitations of suitors by telling of a long-lost female relative who

had been ruined by a foreign male.

How likely is it that Puccini heard the box now on display at the

Morris Museum? Unpublished letters made available to me by a

descendant of the Fassinis indicate that Puccini had known the

family long before his 1920 visit and that he was a friend of Baron

Alberto Fassini-Camossi, Edoardo’s brother. Mounting evidence

indicates that the Guinness box may also have been owned by the

Fassinis and heard by Puccini in time to be of use as he drafted Act

I of “Madama Butterfly.”

The tune sheet on the Guinness box bears the name of a Shanghai

department store that carried Swiss watches and music boxes in

the late 19th century. The title list in Chinese corrects the

transliterated order of the last two tunes to match how they

actually appear on the cylinder, with “Shiba Mo” as the last melody,

indicating that someone in China inspected this box. Finally, the

name and address of a repair shop in Rome on the tune sheet

reveal that unlike most other Swiss-made music boxes exported to

China, this one returned to Europe and was even owned in Italy.

Mr. Guinness acquired the box by the early 1960s. Arthur Cunliffe,

the president and registrar of the Musical Box Society of Great

Britain, reports that in the registry of more than 10,000 music

boxes compiled over the past 30 years, only 13 are listed as playing

Chinese melodies. This indicates that few boxes returned to the

West from China. Of those that did return to Europe, few had the

combination of melodies that appeared in Puccini’s operas, and

fewer still would have passed through Italy. So far only the

Guinness box presents all the right clues suggesting an encounter

with Puccini.

The origin of Chinese music boxes like the one in the Guinness

collection is as fascinating as their role in Puccini’s operas. Up to

the mid-19th century the primary sources of knowledge and

transcriptions of Chinese music in Europe were the writings of

French Jesuit missionaries. But no French Jesuit would touch “The

18 Touches.” That racy tune, one in a set of 10, was taken to Europe

in 1845 by Frederic Bovet, a violinist, composer of a published

string quartet, vice consul for France during the Second Opium

War and member of the successful Bovet Swiss watchmaking

family.

ADVERTISEMENT

Seeking to expand their export business to include mechanical

music, the Bovets decided to market music boxes featuring

Chinese songs. Selections from Bovet’s modest collection of

Chinese melodies were soon pinned onto numerous cylinder music

boxes for export to China. Leading a multinational company based

in London, with offices in Canton and Macao and production in its

hereditary home in the Jura valley of Switzerland, the so-called

Bovets of China were clearly captains of globalization. But the

global impact of Bovet’s Chinese song collection was not previously

realized.

The highest-profile tune in Bovet’s collection had already been

known in Europe as “Mo Li Hua” (“Jasmine Flower”). But the title

given for this melody on the music-box tune sheets is always

“Sinfa” (“Fresh Flowers”), and this is the title that Puccini would

have seen as he listened to one or more of these boxes. This

melody first appears in “Turandot” sung by a boys’ choir

accompanied by offstage saxophones. The sound of the saxophones

playing this Chinese tune closely resembles the sound of the reed

organ appearing on the Guinness and other musical boxes that

include “Sinfa.” This is but one of several clues indicating that a

music box was Puccini’s source for this melody.

By featuring “Mo Li Hua”/“Sinfa” in his final opera, Puccini

ensured that it would continue to represent China for the next

century. The Chinese composer Tan Dun used this melody, in a

setting inspired by Puccini’s, in his “Symphony 1997,”

commemorating the transfer of sovereignty over Hong Kong from

Britain to China, and in music for the Beijing 2008 Summer

Olympics medal ceremonies.

Previously, “Mo Li Hua” was used in World War II Hollywood films

to represent the Chinese, and the Chinese motif symbolizing

Butterfly’s grim Japanese heritage (the one that turns up in

“Turandot”) shaped musical stereotypes signaling the Japanese

enemy. The cycles of influence and representation set in motion by

these music boxes continue in the 21st century.

Some mysteries inspired by the well-traveled Guinness box remain

unsolved. A recent exploration inside this box revealed fake

Chinese writing beneath a caricature of a woman with European

facial features. So far this boxed Mona Lisa has refused to give up

her secrets.

My own discovery of this tale was serendipitous. The Guinness

automata drew my family to the Morris Museum, but by the time

we left I was embarked on an entirely unforeseen research project.

Perhaps another mechanical musical treasure at the Morris holds

secrets awaiting the chance encounter of another unsuspecting

musicologist.

ADVERTISEMENT

Music Box as Muse to Puccini’s
‘Butterfly’

A tune sheet from an 1877 Swiss music box with Chinese tunes that Puccini might have
listened to, at the Morris Museum in Morristown, N.J. Morris Museum, Morristown, N.J.

An 1877 Swiss music box with Chinese tunes that Puccini
might have listened to, at the Morris Museum in
Morristown, N.J. Morris Museum, Morristown, N.J.

A production of Puccini’s “Turandot,” at the Metropolitan Opera in New York. Marty

Sohl/Metropolitan Opera

A production of Puccini’s “Madama Butterfly,” at the
Metropolitan Opera in New York. Sara Krulwich/The New

York Times

Giacomo Puccini in 1908. A. Dupont/Library of Congress Prints

and Photographs Division

Frederic Bovet, who brought Chinese tunes to Swiss music
boxes.

Baron Edoardo Fassini-Camossi

MUSIC PLAY THE CROSSWORD Account

Refer friends and family to The Times for $1 a week.



Puccini’s Borrowed Tunes
Music Box as Muse

An 1877 Swiss music box with Chinese tunes 
that Puccini might have listened to, at the Morris 

Museum in Morristown, N.J.

Credit...Morris Museum, Morristown, N.J.



Puccini’s Borrowed Tunes
Music Box as Muse

 38CCI1I A1D 7HE 086IC B2;E6 53

 E[DPSOH 2. '6KLED PR' WUDQVFULSWLRQ IURP WKH GXLQQHVV PXVLF ER[.

 VRXO RI BXWWHUIO\' ('TXDVL OR VSHFFKLR GHOO'DQLPD GL BXWWHUIO\').38 7KLV PHORG\, HLWKHU
 LQ SDUW RU LQ LWV HQWLUHW\, DSSHDUV DW PXOWLSOH VLJQLILFDQW PRPHQWV LQ WKH RSHUD, DQG
 PRVW RIWHQ GLYHUJHV IURP WKH PXVLF-ER[ PRGHO RQO\ LQ PLQRU GHWDLOV. IW RIWHQ DSSHDUV LQ

 FRQMXQFWLRQ ZLWK WKH 3DWULPRQ\ WKHPH, DV WKRXJK WKHVH WZR WXQHV IURP WKH PXVLF ER[ -

 SUREDEO\ HQFRXQWHUHG E\ 3XFFLQL HDUO\ LQ KLV FRPSRVLWLRQDO SURFHVV - IRUPHG D SDLU LQ
 WKH FRPSRVHU'V PLQG. (BRWK PHORGLHV RFFXU PRUH IUHTXHQWO\ LQ AFW 1 WKDQ ODWHU LQ WKH

 RSHUD.)39 FXUWKHUPRUH, ZKHQ HPSOR\LQJ '6KLED PR' 3XFFLQL RFFDVLRQDOO\ VHHPV WR
 PDNH WKH RUFKHVWUD LPLWDWH WKH VRXQG RI D PXVLF ER[, HYHQ JRLQJ VR IDU DV WR VHW WKH

 RSHQLQJ RI WKH WXQH DW D IDVW PXVLF-ER[ FOLS, ZLWK PHFKDQLFDO ELUG ZKLVWOHV LQ AFW 2, 3DUW

 2, IROORZLQJ BXWWHUIO\'V ORQJ QLJKW DQWLFLSDWLQJ 3LQNHUWRQ' V UHWXUQ.

 BXWWHUIO\'V HQWUDQFH LQ WKH RSHUD, EHILWWLQJ DQ H[RWLF KHURLQH LQ DQ\ RULHQWDOLVW
 RSHUD, LV RWKHU-ZRUOGO\.40 :H KHDU KHU IULHQGV VLQJLQJ EHOO-OLNH 'DK' V DQG KHU YRLFH
 IORDWLQJ DERYH IURP DIDU DV WKH\ JUDGXDOO\ HQWHU IURP RIIVWDJH. BXWWHUIO\ UHPDUNV RQ
 WKH EHDXW\ RI WKH VHWWLQJ DQG KRZ VKH LV H[FHHGLQJO\ KDSS\ WR EH JHWWLQJ PDUULHG.
 7KHVH GLVHPERGLHG YRLFHV DQG WKH IORDWLQJ SXOVH HQKDQFH WKH P\VWHU\ DQG DSSHDO
 RI WKLV H[RWLF ZRPDQ ERWK IRU 3LQNHUWRQ DQG IRU 3XFFLQL'V LQWHQGHG DXGLHQFH.

 7KLV HQWUDQFH PXVLF FOLPD[HV ZLWK D VOLJKWO\ PRGLILHG VWDWHPHQW LQ WKH RUFKHVWUD RI
 WKH ILUVW KDOI RI '6KLED PR' (VHH E[DPSOH 3).41 IQ 3XFFLQL'V RUFKHVWUDWLRQ RI WKLV
 PRPHQW - IHDWXULQJ VWDFFDWR IOXWH, SLFFROR, JORFNHQVSLHO DQG RFWDYH JUDFH QRWHV LQ WKH

 38 JXOLDQ BXGGHQ, '/D GLVVRFLD]LRQH GHO /HLWPRWLY QHOOH RSHUH GL 3XFFLQL', GLDFRPR 3XFFLQL , HG. 5DYHQQL
 DQG GLDQWXUFR, 453-66 (S. 460). GURRV KDV VWDWHG WKDW 'LQ VSLWH RI 3XFFLQL'V H[WHQVLYH XVH RI
 JDSDQHVH PDWHULDOV WR UHSUHVHQW KLV YLVLRQ RI D "WUXH JDSDQ", WKHUH VHHPV WR EH QR JDSDQHVH PHORG\
 DVVRFLDWHG SDUWLFXODUO\ ZLWK WKH KHURLQH' ('CLR-CLR-6DQ DQG 6DGD\DNNR', 62). I DUJXH WKDW WKLV
 CKLQHVH PHORG\ LV TXLWH FORVHO\ DVVRFLDWHG ZLWK BXWWHUIO\ LQ WKH RSHUD, ZLWK RQO\ D IHZ H[FHSWLRQV.

 39 .LL-0LQJ /R KDV PDGH D VLPLODU FODLP UHJDUGLQJ 3XFFLQL'V XVH RI WKUHH PHORGLHV IURP D PXVLF ER[ LQ
 7XUDQGRWL DUJXLQJ WKDW WKH\ VHUYH D PRUH LQWHJUDO IXQFWLRQ LQ WKH VFRUH WKDQ GR WKH CKLQHVH PHORGLHV
 WKDW KH GHULYHG IURP SULQWHG VRXUFHV. 6HH /R, 'GLDFRPR 3XFFLQL'V 7XUDQGRW LQ 7ZR AFWV: 7KH DUDIW
 RI WKH FLUVW 9HUVLRQ RI WKH /LEUHWWR', GLDFRPR 3XFFLQL , HG. 5DYHQQL DQG GLDQWXUFR, 239-58 (SS.
 252-3).

 40 HHUH I DP LQ DJUHHPHQW ZLWK /RFNH ^0XVLFDO E[RWLFLVP , 207-8) EXW QRW ZLWK JDPHV 3DUDNLODV, ZKR
 ODEHOOHG BXWWHUIO\'V HQWUDQFH 'QRQ-H[RWLF'. 6HH 3DUDNLODV, '7KH 6ROGLHU DQG WKH E[RWLF: 2SHUDWLF
 9DULDWLRQV RQ D 7KHPH RI 5DFLDO EQFRXQWHU', 2SHUD 4XDUWHUO\ , 10/2 (ZLQWHU 1993), 33-56 (S. 47),
 DQG 10/3 (VSULQJ 1994), 43-69 (SS. 50-1).

 41 A VRXQG FOLS IRU E[DPSOH 3 PD\ EH DFFHVVHG DW <KWWS://PXVLF.ZLOOLDPV.HGX/SURIOOH/ZVKHSSDU/>.
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Music Box Borrowings: Madama Butterfly
“Shiba Mo” (⼗⼋摸)
 38CCI1I A1D 7HE 086IC B2;E6 53

 E[DPSOH 2. '6KLED PR' WUDQVFULSWLRQ IURP WKH GXLQQHVV PXVLF ER[.

 VRXO RI BXWWHUIO\' ('TXDVL OR VSHFFKLR GHOO'DQLPD GL BXWWHUIO\').38 7KLV PHORG\, HLWKHU
 LQ SDUW RU LQ LWV HQWLUHW\, DSSHDUV DW PXOWLSOH VLJQLILFDQW PRPHQWV LQ WKH RSHUD, DQG
 PRVW RIWHQ GLYHUJHV IURP WKH PXVLF-ER[ PRGHO RQO\ LQ PLQRU GHWDLOV. IW RIWHQ DSSHDUV LQ

 FRQMXQFWLRQ ZLWK WKH 3DWULPRQ\ WKHPH, DV WKRXJK WKHVH WZR WXQHV IURP WKH PXVLF ER[ -

 SUREDEO\ HQFRXQWHUHG E\ 3XFFLQL HDUO\ LQ KLV FRPSRVLWLRQDO SURFHVV - IRUPHG D SDLU LQ
 WKH FRPSRVHU'V PLQG. (BRWK PHORGLHV RFFXU PRUH IUHTXHQWO\ LQ AFW 1 WKDQ ODWHU LQ WKH

 RSHUD.)39 FXUWKHUPRUH, ZKHQ HPSOR\LQJ '6KLED PR' 3XFFLQL RFFDVLRQDOO\ VHHPV WR
 PDNH WKH RUFKHVWUD LPLWDWH WKH VRXQG RI D PXVLF ER[, HYHQ JRLQJ VR IDU DV WR VHW WKH

 RSHQLQJ RI WKH WXQH DW D IDVW PXVLF-ER[ FOLS, ZLWK PHFKDQLFDO ELUG ZKLVWOHV LQ AFW 2, 3DUW

 2, IROORZLQJ BXWWHUIO\'V ORQJ QLJKW DQWLFLSDWLQJ 3LQNHUWRQ' V UHWXUQ.

 BXWWHUIO\'V HQWUDQFH LQ WKH RSHUD, EHILWWLQJ DQ H[RWLF KHURLQH LQ DQ\ RULHQWDOLVW
 RSHUD, LV RWKHU-ZRUOGO\.40 :H KHDU KHU IULHQGV VLQJLQJ EHOO-OLNH 'DK' V DQG KHU YRLFH
 IORDWLQJ DERYH IURP DIDU DV WKH\ JUDGXDOO\ HQWHU IURP RIIVWDJH. BXWWHUIO\ UHPDUNV RQ
 WKH EHDXW\ RI WKH VHWWLQJ DQG KRZ VKH LV H[FHHGLQJO\ KDSS\ WR EH JHWWLQJ PDUULHG.
 7KHVH GLVHPERGLHG YRLFHV DQG WKH IORDWLQJ SXOVH HQKDQFH WKH P\VWHU\ DQG DSSHDO
 RI WKLV H[RWLF ZRPDQ ERWK IRU 3LQNHUWRQ DQG IRU 3XFFLQL'V LQWHQGHG DXGLHQFH.

 7KLV HQWUDQFH PXVLF FOLPD[HV ZLWK D VOLJKWO\ PRGLILHG VWDWHPHQW LQ WKH RUFKHVWUD RI
 WKH ILUVW KDOI RI '6KLED PR' (VHH E[DPSOH 3).41 IQ 3XFFLQL'V RUFKHVWUDWLRQ RI WKLV
 PRPHQW - IHDWXULQJ VWDFFDWR IOXWH, SLFFROR, JORFNHQVSLHO DQG RFWDYH JUDFH QRWHV LQ WKH

 38 JXOLDQ BXGGHQ, '/D GLVVRFLD]LRQH GHO /HLWPRWLY QHOOH RSHUH GL 3XFFLQL', GLDFRPR 3XFFLQL , HG. 5DYHQQL
 DQG GLDQWXUFR, 453-66 (S. 460). GURRV KDV VWDWHG WKDW 'LQ VSLWH RI 3XFFLQL'V H[WHQVLYH XVH RI
 JDSDQHVH PDWHULDOV WR UHSUHVHQW KLV YLVLRQ RI D "WUXH JDSDQ", WKHUH VHHPV WR EH QR JDSDQHVH PHORG\
 DVVRFLDWHG SDUWLFXODUO\ ZLWK WKH KHURLQH' ('CLR-CLR-6DQ DQG 6DGD\DNNR', 62). I DUJXH WKDW WKLV
 CKLQHVH PHORG\ LV TXLWH FORVHO\ DVVRFLDWHG ZLWK BXWWHUIO\ LQ WKH RSHUD, ZLWK RQO\ D IHZ H[FHSWLRQV.

 39 .LL-0LQJ /R KDV PDGH D VLPLODU FODLP UHJDUGLQJ 3XFFLQL'V XVH RI WKUHH PHORGLHV IURP D PXVLF ER[ LQ
 7XUDQGRWL DUJXLQJ WKDW WKH\ VHUYH D PRUH LQWHJUDO IXQFWLRQ LQ WKH VFRUH WKDQ GR WKH CKLQHVH PHORGLHV
 WKDW KH GHULYHG IURP SULQWHG VRXUFHV. 6HH /R, 'GLDFRPR 3XFFLQL'V 7XUDQGRW LQ 7ZR AFWV: 7KH DUDIW
 RI WKH FLUVW 9HUVLRQ RI WKH /LEUHWWR', GLDFRPR 3XFFLQL , HG. 5DYHQQL DQG GLDQWXUFR, 239-58 (SS.
 252-3).

 40 HHUH I DP LQ DJUHHPHQW ZLWK /RFNH ^0XVLFDO E[RWLFLVP , 207-8) EXW QRW ZLWK JDPHV 3DUDNLODV, ZKR
 ODEHOOHG BXWWHUIO\'V HQWUDQFH 'QRQ-H[RWLF'. 6HH 3DUDNLODV, '7KH 6ROGLHU DQG WKH E[RWLF: 2SHUDWLF
 9DULDWLRQV RQ D 7KHPH RI 5DFLDO EQFRXQWHU', 2SHUD 4XDUWHUO\ , 10/2 (ZLQWHU 1993), 33-56 (S. 47),
 DQG 10/3 (VSULQJ 1994), 43-69 (SS. 50-1).

 41 A VRXQG FOLS IRU E[DPSOH 3 PD\ EH DFFHVVHG DW <KWWS://PXVLF.ZLOOLDPV.HGX/SURIOOH/ZVKHSSDU/>.
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Butterfly’s Entrance, Act I: 

• Butterfly’s entrance marks her in the world of 
operatic exoticism as an “other-worldly exotic 
heroine.” 

• We hear her friends singing bell-like ah’s and her 
voice floating from afar as they gradually enter 
from offstage.  

• Disembodied voices and floating pulse=mystery 
and appeal.  

• Entrance music climaxes with first half of “Shiba 
Mo.”  

• Puccini orchestrates this with staccato flute, 
piccolo, glockenspiel, and octave grace notes  



Music Box Borrowings: Madama Butterfly
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 E[DPSOH 2. '6KLED PR' WUDQVFULSWLRQ IURP WKH GXLQQHVV PXVLF ER[.

 VRXO RI BXWWHUIO\' ('TXDVL OR VSHFFKLR GHOO'DQLPD GL BXWWHUIO\').38 7KLV PHORG\, HLWKHU
 LQ SDUW RU LQ LWV HQWLUHW\, DSSHDUV DW PXOWLSOH VLJQLILFDQW PRPHQWV LQ WKH RSHUD, DQG
 PRVW RIWHQ GLYHUJHV IURP WKH PXVLF-ER[ PRGHO RQO\ LQ PLQRU GHWDLOV. IW RIWHQ DSSHDUV LQ

 FRQMXQFWLRQ ZLWK WKH 3DWULPRQ\ WKHPH, DV WKRXJK WKHVH WZR WXQHV IURP WKH PXVLF ER[ -

 SUREDEO\ HQFRXQWHUHG E\ 3XFFLQL HDUO\ LQ KLV FRPSRVLWLRQDO SURFHVV - IRUPHG D SDLU LQ
 WKH FRPSRVHU'V PLQG. (BRWK PHORGLHV RFFXU PRUH IUHTXHQWO\ LQ AFW 1 WKDQ ODWHU LQ WKH

 RSHUD.)39 FXUWKHUPRUH, ZKHQ HPSOR\LQJ '6KLED PR' 3XFFLQL RFFDVLRQDOO\ VHHPV WR
 PDNH WKH RUFKHVWUD LPLWDWH WKH VRXQG RI D PXVLF ER[, HYHQ JRLQJ VR IDU DV WR VHW WKH

 RSHQLQJ RI WKH WXQH DW D IDVW PXVLF-ER[ FOLS, ZLWK PHFKDQLFDO ELUG ZKLVWOHV LQ AFW 2, 3DUW

 2, IROORZLQJ BXWWHUIO\'V ORQJ QLJKW DQWLFLSDWLQJ 3LQNHUWRQ' V UHWXUQ.

 BXWWHUIO\'V HQWUDQFH LQ WKH RSHUD, EHILWWLQJ DQ H[RWLF KHURLQH LQ DQ\ RULHQWDOLVW
 RSHUD, LV RWKHU-ZRUOGO\.40 :H KHDU KHU IULHQGV VLQJLQJ EHOO-OLNH 'DK' V DQG KHU YRLFH
 IORDWLQJ DERYH IURP DIDU DV WKH\ JUDGXDOO\ HQWHU IURP RIIVWDJH. BXWWHUIO\ UHPDUNV RQ
 WKH EHDXW\ RI WKH VHWWLQJ DQG KRZ VKH LV H[FHHGLQJO\ KDSS\ WR EH JHWWLQJ PDUULHG.
 7KHVH GLVHPERGLHG YRLFHV DQG WKH IORDWLQJ SXOVH HQKDQFH WKH P\VWHU\ DQG DSSHDO
 RI WKLV H[RWLF ZRPDQ ERWK IRU 3LQNHUWRQ DQG IRU 3XFFLQL'V LQWHQGHG DXGLHQFH.

 7KLV HQWUDQFH PXVLF FOLPD[HV ZLWK D VOLJKWO\ PRGLILHG VWDWHPHQW LQ WKH RUFKHVWUD RI
 WKH ILUVW KDOI RI '6KLED PR' (VHH E[DPSOH 3).41 IQ 3XFFLQL'V RUFKHVWUDWLRQ RI WKLV
 PRPHQW - IHDWXULQJ VWDFFDWR IOXWH, SLFFROR, JORFNHQVSLHO DQG RFWDYH JUDFH QRWHV LQ WKH

 38 JXOLDQ BXGGHQ, '/D GLVVRFLD]LRQH GHO /HLWPRWLY QHOOH RSHUH GL 3XFFLQL', GLDFRPR 3XFFLQL , HG. 5DYHQQL
 DQG GLDQWXUFR, 453-66 (S. 460). GURRV KDV VWDWHG WKDW 'LQ VSLWH RI 3XFFLQL'V H[WHQVLYH XVH RI
 JDSDQHVH PDWHULDOV WR UHSUHVHQW KLV YLVLRQ RI D "WUXH JDSDQ", WKHUH VHHPV WR EH QR JDSDQHVH PHORG\
 DVVRFLDWHG SDUWLFXODUO\ ZLWK WKH KHURLQH' ('CLR-CLR-6DQ DQG 6DGD\DNNR', 62). I DUJXH WKDW WKLV
 CKLQHVH PHORG\ LV TXLWH FORVHO\ DVVRFLDWHG ZLWK BXWWHUIO\ LQ WKH RSHUD, ZLWK RQO\ D IHZ H[FHSWLRQV.

 39 .LL-0LQJ /R KDV PDGH D VLPLODU FODLP UHJDUGLQJ 3XFFLQL'V XVH RI WKUHH PHORGLHV IURP D PXVLF ER[ LQ
 7XUDQGRWL DUJXLQJ WKDW WKH\ VHUYH D PRUH LQWHJUDO IXQFWLRQ LQ WKH VFRUH WKDQ GR WKH CKLQHVH PHORGLHV
 WKDW KH GHULYHG IURP SULQWHG VRXUFHV. 6HH /R, 'GLDFRPR 3XFFLQL'V 7XUDQGRW LQ 7ZR AFWV: 7KH DUDIW
 RI WKH FLUVW 9HUVLRQ RI WKH /LEUHWWR', GLDFRPR 3XFFLQL , HG. 5DYHQQL DQG GLDQWXUFR, 239-58 (SS.
 252-3).

 40 HHUH I DP LQ DJUHHPHQW ZLWK /RFNH ^0XVLFDO E[RWLFLVP , 207-8) EXW QRW ZLWK JDPHV 3DUDNLODV, ZKR
 ODEHOOHG BXWWHUIO\'V HQWUDQFH 'QRQ-H[RWLF'. 6HH 3DUDNLODV, '7KH 6ROGLHU DQG WKH E[RWLF: 2SHUDWLF
 9DULDWLRQV RQ D 7KHPH RI 5DFLDO EQFRXQWHU', 2SHUD 4XDUWHUO\ , 10/2 (ZLQWHU 1993), 33-56 (S. 47),
 DQG 10/3 (VSULQJ 1994), 43-69 (SS. 50-1).
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I follow my destiny

and, filled with humility,


I kneel before

Mr. Pinkerton's God.


It is my fate.


In the same little church,

beside you on my knees,


I will pray to the same God,

and to please you I may perhaps be able


to forget my own people.

My dearest love!
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An image supplied to the 
costume designer Palanti by 
Ricordi, published in Uniforms and 
Equipments for O!cers U.S.N.,  
New York, undated

The tenor Giovanni Zenatello, 
who created the role of Pinkerton, 
photograph by C. Capitanio, 
Brescia, 1904

Pinkerton, Act 1, costume design  
by Giuseppe Palanti, world premiere, 
La Scala, 17 February 1904
 

The tenor Enrico Caruso, the !rst 
Pinkerton at the Royal Opera 
House of London (1905) and at the 
Metropolitan Opera of New York 
(1907) during an ocean crossing,
photograph by Studio Atlantic

The soprano Emmy Destinn in  
the role of Butter"y, photograph  

by Johnston & Ho#mann,  
London, 1905

Coi#ures, prop designs by  
Giuseppe Palanti, world premiere,  

La Scala, 17 February 1904

PINKERTON 

Everywhere in the world 
the roving Yankee 

takes his pleasure and his profit, 
indifferent to all risks. 

He drops anchor 
at random... 

(He breaks off to offer a drink to Sharpless.) 
Milk punch or whisky? 

...He drops anchor 
at random 

till a sudden squall wrecks 
the ship, hawsers rigging and all... 

He's not satisfied with life 
unless he makes his own 

the flowers of every shore... 



III. Performing Madama Butterfly: 
Geraldine Farrar and American Women



An American story…

• 1900: returning for a moment to American 
playwright David Belasco’s collaboration with Long 
to create a 1-act play Madame Butterfly: A Tragedy 
of Japan in NYC 

• The character of Butterfly was performed by White 
actress Blanche Bates 

• Bates: a complicated story in that she included 
mannerisms and speech and biographical details 
from her hired Japanese maid Suki 

• Reception: audience knowledge that Bates was 
costumed as Cho-Cho-San 

• Reception tended to emphasize “theatrical skill” of  
Bates’s performance as opposed to “authenticity"

Madame Butterfly



• American singer: born in Melrose, 
Massachusetts


• studies voice in NYC, Paris, Berlin


• sang in Berlin, Monte Carlo, 
makes Met debut in 1906


• foremost American opera singer of 
the first two decades of the 20th 
century—only Enrico Caruso was 
paid more at the Met than Farrar


• one of the “singing actors” of the 
early 20th century: placed a huge 
emphasis on acting and drama as 
opposed to “just” singing

Geraldine Farrar (1882-1967)



Geraldine Farrar (1882-1967)

• interesting generational appeal: had a huge number of fans, 
including a set of young female fans who referred to 
themselves as “Gerry Flappers”—we really see Farrar 
connected with American modernity, female suffrage, youth, 
glamour 


• New Women: connected with theater, 1890s and 1920s, 
challenging Victorian gender norms and the ideology of 
separate spheres by participating in women’s suffrage and 
other political movements


• immense media popularity: was an early recording star for 
Victor Talking Machine.


• 1908: Farrar’s recording of “Un bel di vedremo” (aria from 
Madama Butterfly) sells 4,663 copies in one year 


• immense media popularity: the first crossover opera/film star—
makes silent films such as Carmen (1915) with Cecil B. DeMille


• played the role of Cio-Cio-San for the Met in the first two 
decades of the opera’s production in the United States



As Butterfly
• Again, obsessed with “research”:  Farrar read about Japanese culture, designed 

her own costumes from various prints. Therefore her conception inherited and 
perpetuated existing Orientalist discourse.  

• Like Blanche Bates, she hired a Japanese “maid” in order to observe her 
personality and manners. For weeks she worked with a Japanese actress 
Madame Fu-ji-Ko and incorporated into her portrayal of Cio-Cio-San much of her 
Japanese Teacher’s counsel.  

• Reception of Farrar’s performance: very much based on American audience’s 
notions of Japanese women.  

• Reception: The discussions say as much about Farrar’s identity and role as 
performing white American womanhood—particularly this role of a “New Woman” 
in America—as they do about her performance of Japanese feminitity.  

multilayered context of white women’s performances of Japanese femininity:  

• actual politics of US-Japanese relations  

• the producer’s (author, playwright, composer, actress/singer) construction of 
Japanese identity 

• the American audience’s assumptions about Japanese femininity 

• the singer’s identity as white American women 

• the audience’s notions of American womanhood 

• the audience’s understanding of this performance as an act of racial crossing

Geraldine Farrar (1882-1967)

Text from Mari Yoshihara,  
“The Flight of the Japanese Butterfly: Orientalism, Nationalism, and Performances of 

Japanese Womanhood” 
American Quarterly 2004 



IV. Performing Madama Butterfly:  
Tamaki Miura and Exoticism



Butterfly in Japan?
• Yet Butterfly was not just a White female performance of White male Orientalist fantasy. 

• The Japanese themselves entered their stage and created their own Butterfly—Japan 
pursued modernity and sought recognition from its Western peers in part through the 
adoption of Western arts and culture, but there was also growing disenchantment with 
the West.  

• The Japanese Butterfly was thus much more than a Japanese female singer playing the 
character created by Western men.  

• The Butterfly played and claimed by the Japanese was also a performance of the 
Japanese nation-state as a modern, civilized peer of the Western powers, a performance 
of Japanese women’s newly gendered identity in multiple publics, and a performance of 
Japanese people abroad intent on proving their status to their neighbors.  

• Not a simplistic binary between “resistance” and “complicity”—multiple forms of agency.  

• It also sheds light on why, despite such agency and resistance on the part of the 
Japanese, Orientalist performances continue to have strong appeal not only for Western 
audiences but also for those represented in such productions: the performance 
functions as a powerful political, cultural, and artistic tool for asserting their racial, 
national, and cultural identities.

Text from Mari Yoshihara,  
“The Flight of the Japanese Butterfly: Orientalism, Nationalism, and Performances of 

Japanese Womanhood” 
American Quarterly 2004 

• Western music had a lot of meaning in Japan: long story, but 
deliberate decisions of authorities and carefully planned policy 
rather than pressure from European colonizing powers 

• Western music programmatically introduced through 
establishment of state-sponsored Tokyo School of Music 
(though opera comes relatively late….it’s expensive and 
“morally questionable” due to the plots…obvious Butterfly’s 
plot is particularly complex in this way) 

• F.P. of Butterfly excerpts in Japan in 1914: conducted by 
Takaori Shūichi and his wife Sumiko playing role of Cio-Cio San
—they were among the first Japanese musicians to study music 
in US at turn of the century. Sumiko Shuichi studied with Farrar 
in NYC. 

• Touring companies from Russia and Japan do Butterfly in 
Japan in 1910s and 1920s 



• born to bourgeois family in Tokyo in 1884


• Enrolls in new Tokyo School of Music against her family’s wishes


• Rides a bicycle to school, becomes symbol of “modern girl.” 


• performs in earliest staging of Western opera by a Japanese cast


• Leaves Japan to study in Germany and then makes successful debut in 
London in 1915 when invited to play Cio-Cio-San


• After this performance, becomes only Japanese singer who attained 
international acclaim in prewar period. 


• Made a name as “Japanese Butterfly”—toured extensively around the 
world, performing Butterfly in NY, Boston, Chicago, LA, San Francisco, 
Portland, Baltimore, Honolulu, Havana, San Juan, Caracas, Milan, 
Rome, Monte Carlo, Lisbon etc etc


• After more or less seventeen years of touring, returns to Japan in 1932.

Tamaki Miura (1884-1946)



• In 1912 she edited and published a collection of 70 opera plots to Japanese 
readers. She said of Butterfly:  

“Seen from our Japanese eyes, the Japanese culture and customs that appear in 
this opera are not merely extremely strange but rather infuriating. However, 
judging in terms of its musical value, it seems rather understandable that the piece 
received unprecedented acclaim in Europe and America…..this first act is almost 
thoroughly absurd to the Japanese, and one can see this as an unfiltered 
expression of the fantasies of the foreigners who have no understanding of 
Japan.”  

• She skillfully enacted Cio-Cio San to appeal to Western audiences. She said: 

“After all, this story was first written by a foreigner based on his imagination; and 
then a foreign genius composed the music out of his own head by incorporating 
melodies of Japanese music here and there. Therefore, no matter how hard I try to 
perform in an authentically Japanese fashion, such a performance would not fit 
neatly within the opera as a whole. One has to harmonize Japanese emotions and 
manners into the opera.” 

• While she understood Butterfly’s distorted representation of Japanese culture 
and Orientalism of the Western audience, Miura did not refrain from performing 
her role in ways that were intended by the opera’s creators and expected from 
its non-Japanese audience. There is an acute awareness about how Western 
Orientalism worked and the skillful way she capitalized on her Japanese identity 
in dealing with her Western audience.

Tamaki Miura (1884-1946)




