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The Use of Myth in Garmen Opera, 1912 — 3%, with sovecial refarenc=2 ts the

[ 4

Austrian contribution. o ) . ABSTRACT,

The subject of myth in German opsra from the y2ars just befors 191% to the
end. of the Veimar Republic is developed hzre on three fro
the notion of myth as historical 'Bild' or image;s

guise of folktale and the mouiis associated with ¥

myth in its more traditional seanse in conn2cition with Hellenism and. the
classical heritage. The works discussed are illustrated by nusic examnles in

Appendix Do

Part One consisis: of a brief introductory chaoster on the period,followad
hy a:more substantial one outlining the three meanings of the word 'myth' as
~usad here, Chapter 3 ofifers a necessary and rele o]
. betwean opera and. certain literary movements and fi

©in Germaany and Austria,

Part Two, 'History,Fiction and. Myth' opens: with = chapter on the impact

. of literary 'Renaissanceism' (the Ni

Mona: Lisay

notably Das So

Chapter & (Purt

Heger's De

by oA retrospective Oonelusion,
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This study of Austro-Geiman operes concenirates on a twenty-
year span from 1912 to 1933 for reesons which the Introduction will try

3

to elucidate. It is a pericd at the besginning of which Wagner's ines

imebly powecful influence was still a major force thirty vears after
death, remeaining so despite numerous and variously successful attempts

to escape or overcoms it, It alsc follows the death of Gustav #anlar,

cut short at the age of L in 1911 wher, in the view of some (but not all)

critics, h2 was on the verge of extending his musicel style inte new and

work Dar Rosenkavalier (1910) which ensured him & degrae of pooular acclaim
gxceadsd during those yesrs only by Fuccini, and appreached only by Mascagni
and d'hAlbert. Finally, as Strauss seitled into a2 comforlbablie chzndstill
posture in terms of pregressive artistic development - his detrectors nave
used the expression 'downward curve' from the high point of Elekirs, despite

the richness of Ariadne and Dis Fray ohne Schaiten, t¢ say nothing of Arsbells

cion, works of his cld age - 2a Austrian composer only ten ysars
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Strauss' junlor was moving beyond the

7' characterised by his

Die aliétaizliche Hand (l91C - i3) and

for specking voice and chamber enszmile

)
the implications of thase and other non-tonally cantred scores down to 1214
(his Fortieth year) inic & systom of dodacaphony oo itwelve-note serialisam

which nzd the most profound repercussicns, not just on his celebr
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Berg and Webern (and subsequently Gerhard and Skalkottas) but on a much
later, post~1945 generation of Buropean and American composers.

Thus as Strauss achievad w2alth, official prestige and world acclaim
in nis so-celled artistic 'stagnation', Schoenberg's febrile, questing
intellect and difficult music attracted devotion from the initiate few,
and provoked incomprehensicn or cutright execration from the majority.

Liks nhis grcat contemgorary, the Silesicn dramatist Gerhart Hauotmznn

diction to the forgotten, pre-1914 zge. Schoenberg, dying less than two

vears latay with the word ‘Harmonie' on his lips, just survived intc e period

(0

which was boglnning tc listen to and understand his music on its own %

There is thus a tengible ocne-ness aboul the century opehween the concepiicon

the

periomnance in 1957 of Schoenberg's unfinished opera losg und Aron, the

completed two acts of which were written in 1930-32 hefore Sciwenkesrg left
Gernany for good. The purnose of tinls preamble is Lo say something, on the
one hand about the Genran Wagner-Strauss tradition up to 1214, and on the

othar, the allied Austrian Mahler-S5Schoenberg tradition, so as to set the

(.’)

or the two decades

il

to 1933,
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¥fhat Beethoven signified for the generation of Schumann, Mendelssohn,
Liszt and ¥agner himself, as well as the older Berlioz and the much younger

Brahms, Vagner came to signify for a large part of the late 19th century

[a}]

: and musical world in France, togethar with the lzte Romantic
German-Austrian generation including Wolf, Strauss, Pfitzner and Schillings,
the somewhat older Humperdinck, and even the very much older Bruckner, only

s Wagnnr s junior. Though Beethoven and Wagnar were thus placed
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on padestcls, the idolatry was on the whole informad and in many respects

fruitful. In each case, the composer came to symbolise something beyond
his music, human freedom and dignity in the one casse, the profundities of
the nsychoe and the innerm t fenlinns i me 23 avarsssad Fhronioh rL

a2 DoYCne In ne inn2mostT eQLinas 0L man g3 axgrassad tnre gn omycn in

As the 19th century progressxi, music tzceme increesingly involved
with extrez-musical ideas and achievements, especislly in literature and phil-

csoohy, to the extent that from mid-ceniury onwards it is difficult to dis-

directly to the work of & professional philosopher {Kant) so the influence

isf

Arthur Schopenhauer's Morld as ¥Will and Imzce (181G} on Wagner (music as

the 'immediate lznguagz of the will') came to have a significance outreaching

lar and devastaoting embodiment of Schopennauerian pessimism in

Tristen and Tsolde. furthemmore, Wegner's influsnce can be seen as the
most spectzculer element in the totsl oicture of G2rman Romanticism, of which

music and music dramz ars only a part, if one of th2 most vitally important.

It is clsar enough that systematic philoscphy tnhrougn Kant, Fichte,

Schelling, Hegel and Scheperhauer was the most nobable single contribution

= =

of Germany to European learning between 1790 and 1200, though history and
classical studies run it close. The lyric, drametic and speculative genius

of Scniller and the lyric-irtenic spirit of Heire may ba seen as the supreme

A




(iv)

literary talents of this rich period apart from the Leoneardo-like figure

o=

of Goethe, already past his fiftieth birthday in 1200, \t least as im-
portant for musicians were lesser figuraes liks Hoffwmann, Rickert, Jean Paul

Richter and, through their Volkslieder collection Das

Achim von Arnim and Clemens Brentano. The versatility of Goetne's protean

genius, however, had an influence on the whole 19th century as axtensive as

hv]

Beethoven's and YWagner's in music, and of Marx and subsequantly of iietzache

and Freud in othzr areas of thought and sncquiry. In particular the figure

of Faust, though hardly Goetne's ovin cra2ation,came, through Goetve's two

Faust dremas (widely separated in tima) to have an influence on poets and
musicians in both Germany and France unspproached by any other fictional or
mythic persona of earlier Limes.

Hithout Webar's and te 2 lesser extent the works of

S WOrKS up to

Loriring and Harschne- i

Lohenarin in their trus parspective.  Plitznsr describad Webzr as the
. - e . . g ‘
'glorious davin preced: Ig the brillisnt middey sun' of vagner, He vias

. - 3 . - Eomnt e,
paying tribute to th2 specilal sound-world of Der Freischutz, that total ident-

cation of music and taxt vwhich was the main achievement of German Romantic

e

if

[ T
s

& . Cf Viagner

I

oce

bodying this ideal. Not for nothing was it the most performed o

works wo to. 1914. It wes, for instance, ths first work conductad ilahler
on nis arrival at the Vienna Court Cpera in Mday 12%7. tlahler's subsscuent

i P {: L ~ep yed P T A 2 -~
work on Weber's benalf {fthe attempts to orovids new texts for Curyanthe and

Oheron and the version of Die drei Piniss) show nis davotion as no less than

i@ ralation of pit and sta

of tno overgll theatriceol

1. BS,193¢
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Viagner's theatrical vision, of course, far outreached Vieber's in ail

als.

any ma2ans

in that he

The early ¥agnerians, such as Heinrich Krehbiel, wers not by

wrong when thay associatad him with Aeschyhus and Asschylean tragedy,

was poet and composar in cne.  As racent discussion has shown,

several Greak tragic figures can b2 shown to have influenced Wagner's own later
heroes and heroines. Though the Ring is based on the VYolsunga 3aga (in turn

de

rived from

LPCO‘.-JO"?I tes
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the Poetic Edda) there is strong evidence that Hagner's Sriinnhilde

§
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aspacts of the character and behaviour of Promatheus, to mantion

only the most importanl instance. The special use of Alberich's gold, and

the building up of Albarich and Wotsn, as well as 5Siegfried, in ways which

depa

was on
has discoverad with r2

conne

m T
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ans

ha

from the Volsunga turn the Ring, as has

Orat

san well said, into a story of

o
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fer mor2 than this, whether one sees it, like

N
U"

ry 0f & changed world-order or, liks Donington™ as

tuitive exslaoration of the psvychic subgonscious througa mytho-

tions

DOC

The

LT aensi

achilevemant

peing revaaled to him as he composad itf. Somatimes, as Westernhagen
arpect to the Rhaincold przlude and the Zrda mot

y of the myth born of the spirit of music.

srzation of his mythic music dramas apart, Wagner's plonearing
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during his middle and late 30s was to introcduce an elamant

elaborata verbel spaculation 'into the creative process unknown

A . ~ . - —
treatises agarvh) in the worid of music uo to that bime. The 'art-

future' w3 nob to ve alioswed simuly to appsar unhzralded, but had

sopious detail in a series of pros2

Osgonod, *

Yagner and

9 Jan.,
The JCrlu
Naaner'
Curt v.B
1975, 11

2ing' (zZlrich, 1973) Eng.
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works during the ysars 1843-51. fagner was, it was later seen, clarifying the

total art-work' or unifisd work of music,
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nis ovn mind, prevaring the ground for the magig-
e works from Des Rhei: (

3
o]
(]
o
Q.
—
.—-
o
Ol
N
1
-
cr
0
o
[<}]
[}
[#]
h
3]
1=

s orose is verbose, indigestibls and as full

1

of the longueurs which Hanslick founs
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later music dramas, including

Dig Msistersinger. The mere fact that a professional musician and man of the

theatre should set out his ideas in this way is still zs astonishing as it was

to the Germeny of the i85Cs and 1850s. Mor doss it matter that ‘agner's dramas
are seldem read as literary texts in the way that he wished and racommended.
Linguistic bathos and excess in the text of Tristan, for example, gived no clue

to that work's coverwhelming effect, dzriving frem the irreasisiibls powsr of the

music, a5 Histzsche underztood perfactls

a3 anokic

1
vas xdﬂu.. as

Lietrzsche's

theatre's

opaning in 1870, after ne nad accused Wegner of being aa inspired but mannsred

genius, indulging in passivnate exsltation without proving its 'truth and

gnew as a bri
It is unthin
valid operes

ovi gatii, dange

follows

Y
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Humperdinck's Hinsal und Grotel was first performed uader Richard Strauss
at Weimar In December, 1893 and seen by Hanslick in Vienns a year later. In view

'swarmad with reminiscences' of the Ring and Diz2 Meistarsingsr, the composer's
personaliiy was 'completaoly submerged in VWagner' and the marshnallow statues at

3 works from Der flisqgende Ycllindor onwards. Yhen

the young Strauss' symphonic poem Don Juan {1335) in Yienna in 1892 the 'tona-

1~ PR D L SR | ) e e Ny oy s Ny R e Y e T b 3 T & 1.y - 1
nsugl~-pothological’, wiith the prosramme-note descsristion of th2 old man's

| R -~ FETPo e o o T e -3 . | - 17 Py tersa m oy T oamy oy } -~

death zs 'Welt-mrillsung, ¥Welt-Verhilirung' seized o0 witn waary imnpatianze. Yet

onie might usefully compare

songs in @ Yienna Philharmonic concarsi in Jenuzroy 1900, end his remark that

. s . - Y - . L oav .
new work produced by the musical 'Sexaszsion' (lah

etc. ):

a vy2ar
at Uresdan. The old

to that of omai

=
2

2]

Y

bla dramatic power' of Vilda's play, it hed 's nausa2ous and sickly atmos-
1and, whose
tona-poems of

Salomnz : he doscribed

hunderiorn Years
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songs, Un. 15 and the Five Orchestral

Pieces, Cp, 15) but this did net sicp Zrweriung from being, in Charles Rosen's

words, o 'well-atiested mirvacle' and 'one of the most effesciive, easily accessible
21 .

and irmediately convineing of lchoennaxg's works,' Danl Stafen, present atv the

first merformance in Pregue (1924) declared that 'it rushes over it

[#]

audience with
Force of a torrent, of a wild beast.' The 455 bars zre over in 25 minutes,
vhile the 2%5 of Die gllickliche Hand nass in 23, like, said Stefzn, 'some mon-~

o~
. 22 . . . .
strous dwean experisnce,’ or, as 1["31]\'. sz gescribad it before its first staging

in Viema {auiumn 1924, ander Stiedir) a "nsychological nantomime'.
\ 3 I

-

In calling "'"ua:r'mnﬂ a monodreme end Die slickiiclie Hénd & drama with

rusie, CSchoenberg avoided the

anf noxen of 1922 wes his first

in &n cbsossionudl Jorm, Like
connwatad way, iney deal with

iz g oollloguy or linterion wonoles

soprene S8t in e nocturnal, meonlit

Tozest, sytholic of the womin's sence of drsed o2 Zhic goes to reed her lover, IHis
tody, stuzblied on by accideni, iz nweof to hex

womon, i proovable mmxderer, Mo igt sie deny

mit den veissen famen?' Thus es she siends over

ona drmesn.  The iwring, fragmented

I - as, - A o~ 2 el ten 43
A= e il the crelitisg of nishinero uie
Ly -4
¥ ) =
crelizstrel score. -

nariton2, £ ciiorus of

wmrsns's own toxt. The sinsing
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PREFATORY NOTE

The introduction to this study comprises the first three
chapters., It is necessarily of some length in order to set out the
background historically and place in some sort of detailed context
various arguments and themes of the whole. There is a deliberate
emphasis on the three Viennese composers - Zemlinsky, Schreker and
Wellesz - who despite their differences in age and outlook grew to
maturity during the lifetime of Mahler, together with certain others,
sometimes younger figures of a more 'radical' outlook, like Krenek,
who relate to the main idea. The common Mahlerian background and
influence on the older men will not be pursued, however, nor will
Strauss be discussed in any detail, except‘insofar as his work bears
on theirs.

Those chapters which form the main part, while pursuing the theme
of 'myth' and the mythopoeic, inevitably involve extensive descriptive
analysis of works seldom, if at all, examined since they appeared.
This means that the many music examples and extracts in Appendix D
form an integral part of the discussion, and relate closely to the
text. The exception to this is Chapter Five, which takes a slightly
different form, the few musical examples relating only incidentally to
two now forgotten works. It is one of the regrettable hazards of
studying opera as an art-form that this kind of divisive approach -
divisive, that is, in having to attend to both musical and literary
aspects of a work - should be unavoidable. It will be observed that,
in pursuit of this study's main theme, discussions of works are
extended or abbreviated according to relevance.

All translations are the writer's own, except where stated. In
certain instances, footnote reférences are direct to the Bibliography,
though in most cases, titles of books, articles and papers are quoted

in full., Pagination references are by number only.
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of ératitude for invaluable assistance is owed to Frau Maria Schreker
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Vienna, for their unfailing help in tracing autograph scores.

Thanks are also due to the following, for their patience and
courtesy: the staff of Durham University Library; Dr. Anthea Baird of
London University Music Library and Mr. Oliver Neighbour of the British
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Abbreviations gaz Separate authors or works

Bekker, B. Z, M.

Bekker, G.S.

Corr.

Curjel

DH

DNI

Duthie

Edler

Eloesser

Ferguson

FFC

GMOL

Graves

Guthrie (G)

Guthrie (0)

HvH, G. W.

HSB

Paul Bekker: Briefe au zeitgendssischer Musiker,
Max Hesse, Berlin, 1932,

Paul Bekker, Gesammeélte Schriften, 3 vols.
Schuster and Loeffler, Berlin, 1922-3 (Vols. 1 and
2), Deutsche Verlags Anstalt, Stuttgart, 1924
(Vol. 3).

The Correspondence of Richard Strauss and Hugo von
Hofmannsthal, tw Hans Hammelmann and Michael Rose.
Collins, 1961,

Hans Curjel, hg. Eigel Kruttge. Experiment Krolloper,
1927-31. Prestel Vlg. Munchen, 1975.

GOsta Neuwirth: Der Harmonik in der Oper Der ferne
Klang von Franz Schreker. G. Bosse, Regensburg, 1972,

Egon Wellesz: Die neue Instrumentation, 2 vols.
Max Hesse, Berlin, 1929.

Enid Lowry Duthie: L'influence du symbolisme frangais
dans le renouveau poétique de 1'Allemagne: les
Blatter fiir die Kunst de 1892 a 1900. Bibliothkque
de la Revue de litterature comparée, Paris, 1933.

Arnfried Edler: Studien zur Auffassung antiker
Musikmythen im. 19 Jh. Bdirenreiter, Kassel, 1970,

Arthur Eloesser: Deutsche Literatur von der Romantik
bis zur Gegenwart. 2 vols. B, Cassires, Berlin, 1931,

Wallace K. Ferguson: The Renaissance in Historical
Thought: five centuries of interpretation.
Houghton Mifflin, Boston, 1948,

Folklore Fellows Communications, Helsinki.

German Men of Letters, ed. Alex Natan, 5 vols.,
Oswald Wolff, London, 1961 ff.

Robert Graves: The Greek Myths. Penguin, 2 vols.,
1955,

The Greeks and their Gods. Methuen, 1950.

Orpheus and Greek Religion. Methuen, 1935, 2nd rev.
ed. 1952.

Hugo von Hofmannsthal. Gesammelte Werke Prosa,

Dramen, etc. Fischer, Berlin, 1959 f.

Haidy Schreker-Bures: H8ren, denken, fiihlen: eine
kleine studie iliber Schrekers Operntexte. Eigenverlag,
Buenos Aires, 1970,
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KLL
Ley (tr.)

Rehm (G)

Rehm (R)

Sebeok
Selig
Soérgel

Thompson

™I

AT

Vollstedt

Wunberg
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Walter Jens: Hofmannsthal und die Griechen Max
Niemeyer, Tiibingen, 1955.

Kindlers Literatur - Lexicon, 7 vols., Ziirich, 1965f.

Rosamond Ley (tr.) Ferruccio Busoni: The Essence
of Music and other papers. Rockliff, 1957 (incl.
Von der Einheit der Musik, 1921)

Walther Rehm: Griechent und Goethezeit: Geschichte
eines Glaubens. Dieterich'sdie Verlagsbuchhandlung,
Leipzig, 1936.

Walther Rehm: Der Renaissancekult um 1900 und seine
Uberwindung, orig. in ZfdP, 54, 1929, 296-328, repr.
in Der Dichter und die neue Einsamkeit, ed. R.
Habel, Vandenhoeck and Ruprecht, Géttingen, 1969,
3“-77 .

Thomas Sebeok (ed.) Myth: a symposium. Bloomington,
Indiana, 1958.

Helmut Selig: Jugendstil - der weg ins 20. Jahrhundert.
Keyser, Heidelberg, 1959.

Albert Soérgel: Dichtung und Dichter der Zeit, 2 vols.
19th ed., Voigtldnder, Leipzig, 1927-8.

Stith Thompson: The Folktale, Princeton, 1946.

Stith Thompson: Motif Index of Folk Literature.
6 vols. Helsinki, 1932-6. (FFC 39-42, 46, 47).

Antti Aarne, tr. and enl, Stith Thompson.
Verzeichnis der Marchentypen. Helsinki, 1928,
rev, 1961 (FFC 1964)

Hans Vollstedt: Die Darstellung der Reformation

und der Gegenreformation in deutschen Schulgeschichts-~
lehrbiichern des 19. and 20. Jhs. Deutscher
Fachschriften - Verlag, Wiesbaden, 1969.

Wolfgang Briickner (ed.) Volksessdhlung und Reformation.
Ein Handbuch zur Tradierung und Funktion von
Erzdhlstoffen und Erzidhlliteratur im Protestantismus.
E. Schmidt, Berlin, 1974,

Hofmannsthal im Urteil seiner Kritiker. Dokumente

zur Wirkungsgeschichte Hugo v. Hofmannsthals in
Deutschland. Hg., eingeleitet und Kommentiert von
Gotthart Wunberg. Athendum Vlg, Frankfurt a. M., 1972.



Anb,

Auft.

BS
CG
CL
CQ
CR

DA

DML

DVjs

Fab,
FMLS
GLL
GR
HTR

JAAC

JEGP

JWI
Mf

Mfdu

MLQ

(xx ix)

Abbreviations (b) Periodicals

Musikblatter des Anbruch, Vienna, 1919-28, then
Anbruch, 1929-37. '

Auftakt, Prague.

Almanach der deutschen Musikblicherei, Regensburg.
American Historical Review, Washington, D.C.
Archiv fiir Musikwissenschaft, Wiesbaden.
Bla'tter der Staatsoper, Berlin.

Colloquia Germanica, Kentucky.

Comparative Literature, Eugene, Oregon.
Classical Quarterly, Oxford.

Classical Review, Oxford.

Die Antike, Berlin, 1925-33.

Die Musik, Berlin.

Das Musikleben, Mainz.

Deutsche Vierteljahrschrift fiilr Literaturwissenschaft
und Geistesgeschichte, Stuttgart,

Fabula: Zeitschrift fiir Erzdhlforschung, Berlin.
Forum for Modern Language Studies, St. Andrew's.
German Life and Letters, Oxford.

Germanic Review, Columbia, N.Y.

Harvard Theological Review,

Journal of Aesthetics and Art Criticism, Temple University
and Cleveland Museum of Art, Ohio.

Journal of English and Germanic Philology, Evanston,
Illinois.

Journal of the Warburg Institute, London.

Die Musikforschung, Kassel,

Monatshefte fiir deutschen Unterricht, S. Carolina.
Music and Letters, Oxford.

Modern Language Notes, Baltimore.

Modern Language Quarterly.



Mls

NZfM

oMz

0GS

PMLA

PNM

PRMA

Ps

SF

SG

SchwiMz

TDR

YCR

Z£4p

M

(09

Melos, Berlin and Mainz, 1920-34.

Modern Music, New York.

Monthly Musical Record, London.

Music Review, Cambridge.

Neue Rundschau, Berlin,

Neue Zeitschrift fiir Musik, Mainz,
Osterreichische Musikzeitung, Vienna.

Oxford German Studies, 1966f.

Proceedings of the Modern Language Association, London.
Perspectives of New Music, Princeton, N.J.
Proceedings of the Royal Musical Association.
Philologus, Wiesbaden.

Sinn und Form, Potsdam.

Studium Generale, Oporto.

Schweizerische Musikzeitung, Ziirich.

Tulane Drama Review, New Orleans.

Vortrige der Bibliothek Warburg.

Wirkendes Wort, Diisseldorf.

Yale Classical Review.

Zeitschrift fiir deutsche Philologie, Berlin.

Zeitschrift fiir Musik, Berlin.




Freud/S.E.

Nietzsche/Works

Bierbaum

Goethe (J.A.)
Hauptmann

Hebbel

Heine

Hoffmann

Kleist

Ludwig

Meyer, C.F.

Schelling

Schiller

Schlegel, A.VW,.

Schlegel, C.W.F.

Stifter, A.

Stramm, August

Wedekind, Frank

)

Complete [Editions

The Standard Edition of the complete psychological
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INTRODUCTION

CHAPTER ONE: AUSTRO-GERMAN OPERA AND THE PERIOD 1912-1933.

The period covered by this study begins in 1912 near the end of the
Wilhelmine era in Germany and the end of the Austro-Hungarian Empire, and
closes in 1933 with the termination of the Weimar Republic and Hitler's
advent to power., These two decades form, of course, a time of central
significance for modern Europe, containing as they did the massive upheaval
of the Great War, the far-reaching political und economic complexities of
the period following the Versailles treaty, the intensified impact of
modern technology and urbanisation on affairs both in Eu;ope and further
afield, and, not least, increasing preoccupation with the immediately
fashionable, aggressively contemporary or experimental in matters of taste.
As the ferment of activity in painting, literature, theatre and music
persisted,~the political mood of Europe moved steadily rightwards. Far
from providing a solution to political problems, Versailles simply created
new tensions and reinforced the old. Germany's economic revival, the
reparations question, and the post-1929 depression ushered in a period of
revived militarism, intolerance, censorship and darkness, in which cultural
activity was forced either into a vortex of political relevance, or a
cul-de-sac of triviality and isolation. The famous 1937 Entartete Kunst
exhibition at the Munich Archaeological Institute symbolises the new
atmosphere, if in an extreme form. It helps to remind us that the Fascist
powers were strangely allied in artistic outlook to the main political
enemy, the USSR,1 where only twenty years previously, a few brief years of
euphoric artistic freedom of a kind had been initiated, associated with

such names as Lunacharsky, Lissitzky, Eisenstein, Meyerhold and Tairov.2

1. John Willett: Expressionism. Weidenfeld and Nicolson, 1970, 210-11,

2. Art in Revolution: Soviet Art and Design since 1917. Arts Council
exhibition catalogue, 1971.




The first German Autumn Salon, organised in Berlin by Herwarth Walden in
1913 was both international and universal in its application to modern
painting, following close on the formation of the Briicke (1905) and

Blaue Reiter (1911) groups3

but including also the work of artists from
outside Germany, especially France and Switzerland. It is notable that the
most influential painter of the time in Germany, Wassily Kandinsky, should
be a Russian, and that Walter Gropius should have worked with the Swiss
Paul Klee and the Hungarian Moholy-Nagy to create the Bauhaus, a School of
art and design which had profound international reverberations.

This internationalism of outlook, in the circumstances of the time,
gave to Weimar Germany its special flavour of radical excitement and frequent
overripe excess. More will be said in Chapter three about the literary
background to Austro-German opera between 1912 and 1933, and the points at
which opera was influenced by drama. It is necessary at this stage to
observe that, despite the cataclysm of war, and the psychological changes it
effected in the relationship between society and literature, the Bourgeois
culture of Wilhelmine Germany and, pre-1914 Austria had also absorbed outside
influences, though on a less feverish scale. Hauptmann's early indebtedness
to Ibsen, Strindberg's influence on the Expressionists, the international
eclecticism of Hofmannsthal and the pervasive impact of the French Symbolist
movement originating in Mallarmé's circle are obvious e;amples of this,

Since German-language culture ranged across three different capital
cities and one quasi-capital - Berlin, Vienna, Prague and Munich - not to
mention numerous smaller centres, the range of activity was as diverse as
it was localised.h If the largest of these, Berlin, was the great cultural
market-place, the central urban experience which produced such works as

Heinrich Mann's novel Im Schlaraffenland (1900), the satirical comedies of

3. Herbert Read: A Concise History of Moderm Painting, Thames and
Hudson, 1959, 224 f.

4. Roy Pascal: From Naturalism to Expressionism: German Literature and
Society, 1880-1918. Weidenfeld and Nicolson, 1973, esp. ch., 6.




Sternheim, the poetry of Gottfried Benn5 and Brecht and Weill's

Aufstieg und Fall der Stadt Mahagonny, it is equally true that the other
cities and regions coloured the output of writers associated with them,
and provide an essential element in the understanding of their work.
Examples of this are the Rhenish roots of George (and some of his circle),
Wedekind's links with Munich, and Thomas Mann's with Liibeck, the origin of
Hesse (and also Brecht) in Wirttemberg, Schnitzler's inseparability from
the Viennese locale, Hauptmann's Silesian habitat and, of course, Kafka's
association with Prague. In Germany, even more than elsewhere, artistic
expression has tended to be rooted in regionalism. At the same time, the
diversity of local centres, and the great pride taken at local government
level in the provision of facilities for drama, opera and ballet meant that
any work which seized the popular imagination in some way was likely to
reach production throughout the country, in a way inconceivable in France
or the United Kingdom. In this way, it becomes easier to understand the
effect, to take opera alone, of Strauss's Salome or Der Rosenkavalier,
d'Albert's Tiefland, Schreker's Der Schatzgridber, Krenek's Jonny spielt
auf and Weill's Dreigroschenoper on the opera ﬁublic of these years, even
allowing for wide variations in the standard of presentation and performance.
Cultural internationalism was further complicated by that spirit of
conservatism formulated most clearly in Thomas Mann's Betrachtungen eines
Unpolitischen (1917), a weighty endorsement of Germany's aggressive role
in the war, and an attack on the z1vﬂuationslitera§ position of his
Francophile brother Heinrich. Diederich Hessling's authoritarian stance
in Heinrich's Der Untertan had much in common with that of the sombre
Jewish Catholic Naphtha in Thomas's Der Zauberberg (1922-4), the most
significant novel to come out of the war. At its close, the life of the
young consumptive Hans Castorp achieves a new level of reality and
S 'Keine Stadt Europas war so reich an schroffen Gegensﬁtzen, an
heterogenen Elementen aller Art......wer sich hier heimisch fiihlte,

dem schmeckte die Luft anderswo nicht mehr, der hielt es in anderen

Stddten gar nicht mehr aus'. Walter Lennig: Gottfried Benn,
Rowohlt, 1962, 28.




significance on the battlefield. What was true for many Germans in the

new postwar conditions was also true for Austrians looking back on the

lost era of Hohenzollern Austria-Hungary. The foundation of the Salzburger
Festspiel in the wake of the war (1920) by Hofmannsthal, Strauss, Reinhardt
and Franz Schalk was, in its way, a monument to the pre-war period.

Franz Werfel, born in 1890 and himself a significant product of the

mainly anti-war Expressionist movement later spoke nostalgically of

'a unique, a memorable world which is gone forever ...... True, every soul
born in the last century and alive today ...... belongs to two epochs .....
But to belong not only to two epochs but to two worlds - that is the lot

of those alone who are children of that dead world of which 1 write.
Austria was a wonderful home, a home of humanity without regard to blood

or confession, to origin or goal of its children. The Austrian born in old
Austria no longer has a home.'6 Schreker completed the Nachspiel of Der
Schatzgrédber on 12 November 1918, less than two years before he left Vienna
forever. His score bears the comment 'Am Tage der Ausrufung der Republik

7 Within months

Deutsch Usterreich in den Anschluss an das Deutsche Reich',
of that day, the Spartacist movement in Munich had been crushed, Karl
Liebknecht and Rosa Luxembourg murdered, and the hopes of the Left in
Germany destroyed. Political impotence, however, brought in its wake a

new freedom of literary expression for the Left, borne in the rising, mainly
posthumours reputation of Wedekind (d.1918), the plays of Ernst Toller and
the young Brecht, the dramatic and sculptural visions of Barlach, the social
criticism in the prolific output of Georg Kaiser, and the explicitlx ,
'political' theatre of Erwin Piscator. Like the Dada movement in art, the
era of Neue Sachlichkeit or ‘matter-of-factness' in the theatre was
essentially an anti-romantic reaction. It produced much work which, for

6. An Essay upon the Meaning of Imperial Austria 1n-TWilight of a World.
tr, H. T. Lowe-Porter, Jarrolds, 1936, 9 and 41. But cf. dialogue

between the Lawyer and Public Prosecutor in Hermann Bahr's late

novel Osterreich in Ewigkeit (1929).

Bahr saw the ironic aspect of the title as 'vorderhand nur noch ein
pompdser Name fur den Schatten einer Bloss allenfalls in der Erinnerung
einiger Pensionisten noch vorderhanden Herrlichkeit' (p.158).

7. Autograph score, Wiener NB.




all its scrupulous avoidance of the grandiose gestures which had
characterised the products of Neo-Romanticism, Impressionism and
Expressionism,8 was doomed to ephemerality through its concentration on
the immediate issues of the day. As far as opera was concerned, though
Neue Sachlichkeit inevitably appealed to almost all the younger composers,
the influence of Busoni's Junge Klassizit&t, bound up with judicious use
of pre-Romantic textures and formal structures, was equally strong, and
lasted longer. New works apart, these years saw revivals of the long-
forgotten operas of Handel, and ‘a renewed interest in Verdi; as well as
productions of the classics of German Romantic opera in avant-garde stagings,9
associated particularly with the producer and designer Arfhur Maria
Rabenalt and Wilhelm Reinking.

The international spirit undoubtedly made Germany the centre of new
European opera and music-theatre after the war. Before 1914, when Puccini
and his Italian contemporaries, as well as such non-Germans as Wolf-Ferrari
and E. M. v, Reznicek were establishing themselves on German stages,
interest had also been shown in Debussy's pelleas et Mélisande ;nd Dukasg’

Ariane et Barbe-Bleue. It was postwar Germany which created the success

of Schreker, Korngold, Krenek and of Berg's Wozzeck, while also welcoming
Ravel's two one-act operas, the neo-classical works of Stravinsky (especially
Oedipus Rex) and such other products of the opera-oratorio movement as
Honegger's Antigone and Milhaud's Christophe Colomb.10 The success of this

last work in the 1930 Berlin production was due even more to Claudel's text

than to Milhaud's music. Claudel's following in Germany was considerable,11

8. The term (first used at a Mannheim art exhibition in 1925) was
described as 'konzentrierte, aber uberscharfte Einfachheit,'
'Rationalismus eines bedingungslos sozialen Kritizismus.' Walter

Hinck: Das moderne Drama in Deutschland, Vandenhoeck and Ruprecht,
Gottingen, 1973, 61-2,

9. Walter Panofsky: Protest in der Oper Lalkdon, Miinchen, 1966, esp.
69f. ed 150f.

10, The work is 'Oper und Oratorium, Historie und Allegorie, mischt
antik-chorisches Drama mit Mysterienspiel, Filmzauber mit Shaw,
Piscator mit Pirandelloscher Bewtsstseinspaltung.....' H. Schmidt-

Garre Oper: eine Kulturgeschichte. Arno Volk, Kéln, 1963, 372.
11, Cf. George Steiner, The Death of Tragedy, Faber, 1961, 334,




reflecting in part the growing awareness of recent French drama, especially
Gide and Cocteaﬁ; Dostoievsky provided one of the salient influences on
Wozzeck, and also the text of Janacek's 2 Mrtvého Domu, given at Mannheim

in Max Brod's German translation as Aus dem Totemnhaus on 14 December 1930,

?
more than two months before its (Czech) Prague premiere. Weills IDie
Dreigroschenoper adapted a foreign source in such a way as to achieve a
huge popular success while also mirroring the strong general Anglo-Saxon

influence in Germany at this time, most clearly shown in Brecht's straight

plays down to Die Heilige Johanna der Schlachthéfe (1929-31)

A further factor in the cultural climate, though a difficult one to
assess fully, was the growth of psychoanalysis, and the cumulatively
powerful dissemination of the pre-1914 work of Freud, Adler and other
leading Viennese psychoanalysts, together with the work of Jung in
Switzerland. Opposition to and dislike of this after 1918 was, it need
hardly be said, one of the strongest elements in that current of anti-
semitism which had found its 19th century voice in Count.de Gobineau,
Wagner, Paul Lagarde, W. Marr, Eugen Dilhring and Julius Langbehn.12 Anti-
semitism, now allied to progressively intolerant anti-democratic
nationalism effectively brought about the end of Weimar. The signs of
this nihilistic nationalism in the literature of the period are clear
enough in the work of Spengler, Moeller van den Bruck, Ernst Jiinger and

13

others from 1919 onwards. With increasing freguency from the mid-1920s,

the question of German versus foreign art was raised. Klemperer's Krolloper
in Charlottenburg, Berlin, for example, was closed in 1931 after four years

of relative freedom, without explanation,lu less than a year after the

15

National Socialist Volksbiihne had opened in the Klosterstrasse. The

12, Even the teachings of Nietzsche, never himself anti-semitic, were
congistently misunderstood and misapplied.

13. Cf. W. Killy ed., Die Deutsche Literatur: , 1880-1933. C. H. Beck,
Miinchen, 1967, 1071ff., also S. D. Stirk, The Prussian Spirit, Faber,
1940 and Pascal, op. cit., Ch. 4,

14, P. Heyworth (ed.) Conversations with Klemperer, Faber, 1973, 66f.

15. 16 December 1930. Herbert Jhiering: Von Reinhardt bis Brecht: Vier
Jahrzehnte Theater und Film. Vol. 3 (1930-2) Aufbau, Berlin, 1961,
122-4.




mocking of militarism, too, was viewed with ever greater hostility by

the right, Piscator, whose production of 'The Adventures of the Good

Soldier Schweik' had been a popular success in 1928, was arrested and

briefly imprisoned in January 1931.16 As Brecht wrote in exile some years

later, speaking of his own didactic dramas: 'The theatre (now)becomes

a place for philosophers, and for such philosophers as not only wish to

explain the world but ..... to change 1t.'17
Schreker's Christophorus, composed in 1924-7, had been planned

for performance at Freiburg i. Breisgau in 1931, but was stopped by Nazi

pressure. His last opera, Der Schmied von Gent achieved its premiere at

the Unter den Linden theatre, Berlin on 29 November, 1932, but was
destroyed by noisily hostile Nazi groups in the audience. After Hitler
became Chancellor, right-wWing influence, led by, among others, the Berlin

periodicals Neue Zeitschrift flir Musik and Die Musik18 quickly established

the new orthodoxy. Weill's Der Silbersee (to a text by Georg Kaiser, as
non-Jew, whose plays were banned henceforth for their subversive social
content) was performed briefly, vilified and withdrawn. Die Burgschaft,

given in Berlin in March 1932 had raised execration of Weill to new heights,

19

so that his exile, like Brecht's, became inevitable. At the same time

the designer Caspar Neher, also a gifted librettist, who had written the
text of Die Bﬁrgschaft, remained in Germany, and during the next seven years

produced three libretti for his friend Rudolf Wagner-Régeny.20 Although

16. Piscator's troupe was finally disbanded in July 1932 following his
departure for Russia. C. D. Innes: Erwin Piscator's Political,
Theatre, CUP, 1972, 6.

17. The German Drama: pre-Hitler, (1936) in Willett, ed., Brecht on
Theatre, Methuen, 1964, 80.

18, Cf. Sachs, PNM, Fall 1970, 74-95.

19. But cf., Herbert Connor's pro-Weill article in DM November 1932,
101-4, where Die Blirgschaft is praised as 'das interessanteste,
zwiespdltigste und fur die Zukunft der Oper bedeutungsvollote
Werk Weills.

20. Begegnungen. Henschel Verlag, Blue, 1968, 75ff,




‘performed at Stettin in 1934, Zemlinsky's Der Kreidenkfeis was prevented
from achieving more than four performance521 in its Berlin production.
Difficulties were placed in the way of Mathis der Maler and the incomplete
Lulw, while in Vienna, despite Krauss's advovacy, Krenek's Kérl V failed to
achieve its promised 1934 premiére, at a time when Nazi infiltration of
Austria was gaining ground monthly, The chief German first performances of
1933 were Egk's radio work Columbus, Klenau's Michael Kohlhaas, and, a
year before the composer's 70th birthday, Strauss and Hofmannsthal's

final collaboration, Arabella, given no fewer than 461 times in the 1933-4

season in Germany.

11

Thus 1933 is in every sense a fitting terminal date for the period
under review. The subsequent subordination of the arts to racist nationalism
brought an abrupt end to the public careers, both rising and established,
of many opera composers. Apart from Strauss, Schillings, Pfitzner and Heger,
the main Austro-German figures in this account suffered the ignominy of
silence on the grounds of their 'cultural-bolshevist' tendencies or
Jewish ancestry, or both, 0f the non-nationals who were not actually
proscribed, the Swiss Othmar Schoeck was allowed performances of his
Massimilla Doni_ (after Balzac) and Das Schloss Diirande (after Eichendorff)
in 1937 and 1941 respectively.22 Busoni's chief work, Doktor Faust, along
with his three earlier operas, vanished from the German stage, though it
should be said that Doktor Faust's progress before 1933 had been limited
in extent. The Dane Paul von Klenau and the Swiss Heinrich Sutermeister
were speclal cases who each received official support from the new regime.
Thus it was that while Gefmans during the Hitler years could see the works

of Glinka, Tchaikovsky, Mussorgsky, Smetana and Janacek,23

along with Verdi;
21. Staatsoper, 25 January - 24 February 1934.

22, The latter quickly withdrawn as 'decadent’.,

23. BS, Bln, 1937-40, passim. Also Walter Rubsamen: Political and

1deolo ical Censorshi in opera. ers of the American Musicological
Association, ed. Reese, I?ﬂ%, printeg 1946 oglca



Puccini and other 19th Century Italians, and, of course, the whole range
of German Romantic opera culminating in Wagner, the.Austrian contribution
to German-language opera ih the twenty years before 1933 virtually
disappeared overnight.

The tradition of the Ogernfﬁhrer or synoptic guide to the operatic
repertory has no real equivalent outside Germany. Over the years, it has
given rise to a number of publications, of which a typical Third Reich
example was Meyers Opernbuch by Otto Schumann.zh In this, the senior
figures, including Busoni and Schoeck, are present, except for Zemlinsky
and Schreker. Wozzeck receives a gfudging approval, E. W. Korngold a
brief denunciation, while Hindemith and Krenek are'represented with a
certain tolerance by Cardillac and Leben des Orest. Of Schoenberg, the
author says 'Seine Opern waren tot, ehe sie geboren waren' (p.473) - this
only three years after Schoenberg had ceased work on the as yet unpublished
and unperformed Mose und Aron. The best-known opera guides currently in
print are those of the Reclam and Knaur houses. Knaurs Ogernfh'hrerz5 is
by the composer and Nazi fellow-traveller Gerhart von Westerman (1894-1963)
and provides what is still the most detailed, if selective general account
of German opera during the inter-war years. Yet, in coumon with other
surveys of its kind, the political background of the selectivity is entirely
omitted. No indication is given, except by implication, of the effects of
the dictatorship on operatic life, as.on every other form of public artistic
expression, 1t is only since studies such as those of Panofsky (see n.9)
and the detailed documentation of Wu1f26 that it has been possible to grasp
fully the contrast between the flavour of Weimar opera and the works
tolerated or encouraged by National Socialism.

24, Subtitled 'Einflthrung in die Wort und Tonkunst unserer $pielplanopern'.
Bibliographisches Institut AG, Leipzig, 1935.

25. Droemersche Verlagsanstalt, 1952. Tr. Anne Ross and ed. Harold
Rosenthal (Thames and Hudson, 1964) under the title Opera Guide.

26. 5 vols., Sigbert Mohn, Giitersloh, 1963-4.
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In the following account of the use of myth in opera from 1912 to
1933, attention will be chiefly focused on the works of those composers
who suffered seriously from the post-Weimar censorship, men whose main
period of activity and influence coincided with the First World VWar and
with the Weimar Republic. These included some, mainly older figures,
notably Pfitzner, Heger and Kaminski who lived in Germany throughout the
period of the Third Reich, as well as Schillings (d. 1933) and the Dane
Klenau, whose music the authorities encouraged. Strauss and Hindemith,
who each fell foul of the regime in different ways and for different reasons,
are also referred to where relevant. In the main, however, the German
operas which receive the most extensive discussion are, in fact by Austrian
composers.

Even omitting Schoenberg and Berg, the Austrian contribution to German-
language opera during these decades was wide-ranging and impressive., From
the post-Wagnerian, neo-Romantic background which they shared for a time
with Schoenberg and Berg, the chief figures are Alexander Zemlinsky (1871-

1942) Schoenberg's only teacher, and persistent advocate of his music,27

and Franz Schreker (1878-1934) also a lifelong friend of Schoenberg,28 his

colleague for some years at the Berlin Hochschule, and much earlier, an
influence on Berg through Der ferne Klang. Both were mainly opera composers,
Schreker almost exclusively so, and were associated with two very different
Viennese composers a generation younger who became their pupils. Erich
Wolfgang Korngold (1897-1957), the son of the formidable Vienna music critic

9

Julius Korngold,2 became Zemlinsky's pupil in 1912, lis early prodigious

rise to fame embraced the composition of four staged operas, three of them
by the time he was 23. Like the two older men, he was a victim of the anti-

Romantic reaction of the 19208, but had in addition suffered from excessive

27. Cond. Erwartung and Die glilickliche Hand, premidres, Prague, 1924,

28, Schreker conducted Gurrelieder and Friede auf Erden (lst Perfs, Vienna, -
1913).

29, 1860-1945. He succeeded Hanslick as music critic of the Neue Freie
Presse in 1901, and, as an old man, emigrated with his son to America.

Their tense interaction was sarcastically discussed by Karl Kraus in
Die Fackel, 1922, 115-19.
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adulation as a Wunderkind. In later years, his boyhood genius was usually
contrasted with his premature decline as a composer, and particularly with
his departure for Hollywood in 1934 to compose music for films.

Three years younger than Korngold was Ernst Krenek, who shared the
same Viennese passion for the theatre, but was from the beginning a composer
of a quite different, self-consciously radical stamp. For some years a
pupil of Schreker, he reacted against his teacher's conservatism, though
he had accompanied Schreker from Vienna to the Berlin Hochschule in 1920,
In the early 1930s he turned to dodecaphony under Schoenberg's influence,
though never actually taught by him. During the 1920s, he underwent at
least two stylistic voltes faces, achieved general recognition and esteem
as a prolific young composer, and in 1927 wrote the jazz opera Jonny spielt
auf, the work with which his name has ever since been associated. It
broﬁght him universal popular fame in Germany. Others, both then and since,
did not view Jonny so kindly. Unlike Weill's Dreigroschenoper of a year
later, the popularity of Jonny was not sustained, and despite occasional
revivals it remains essentially a period piece.30 After Karl V's production
had been stopped in 1934, the versatile Krenek earned a living as a literary
Journalist in Vienna for some years before the inevitable emigration to the
UsSeA. in 1938, From the outsgt he showed a considered, articulate interest
in classical myth and ancient history, of which the chief fruits in these
years were Orpheus und Eurydike after Kokoschka's Expressionist play, and

Leben des Orest to his own text broadly based on Aeschylus and Euripides.

Fifteen years older than Krenek, the somewhat isolated figure of Egon
Wellesz has a singular importance during the period 1921-31, not so much
in terms of popular success, which his operas could never have achieved,
as in the distinctive vision he had of the role of myth (mainly classical)
on the stage, and music's function as a means of dramatic, ritualistic support.
30, Krenek's friend and advocate of that time, Hans Redlich (1903-68)
expressed the view in 1964 that Jonny had done lasting damage to Krenek's
reputation, presumably on the grounds of its unabashed eclecticism,

cinematic sensationalism, excessive use of 'period' jazz, and lack of
artistic 'seriousness',



12

He wrote his first opera, Die Prinzessin Girnara to a text by his friend
the novelist Jakob Wassermamn in 1919-20, shortly before producing the

31 Whereas Krenek

first study of his teacher Schoenbefg in book fomrm,
subsequently became a successful academic teacher in the U.S.A., Wellesz'
first calling (like that of his near contemporary and fellow Schoenberg-
pupil Webern) had been that of musicologist, first of all in the field of
Baroque opera, then as a pioneer student of Byzantine church music. His
Byzantinische Kirchenmusik appearedpin 1927,32 midway between his two

Euripidean operas, Alkestis (1923) and Die Bakchantinmnen (1930/31). Wellesz's

extremely long life (1885-1974) and his recourse to symphonic writing
during his years of exile tend to obscure his place and position among
Austrian opera composers of the 1920s. On the other hand, his virtual
silence as an opera composer after Die Bakchantinnen could be used to stress
his specific historical position, in both locality and period.
Thelsignificance of an arbitrary beginning in 1912 lies in the
curiously central position of the year in the rich cultural cross- currents
of the time. Much was purely coincidental - like the collected edition of
Falke's works and Wedekind's Schloss Wetterstein - yet the year was
remarkable for the range and intensity of important literary and related
activity in the German-speaking world. It has been described as the annus
mirabilis of Expressionism, especially in poetry, and in this connection

saw the appearance of Pierrot Lunaire and the Altenberglieder.33

Major
works by Hauptmann, Schnitzler, Hofmannsthal, Rilke, and Thomas Mann were

either begun or completed.Bh The first version of Ariadne auf Naxos was

given in Reinhardt's production (as well as Paul Ernst's verse drama Ariadne

31. Arnold Schonberg, E. P. Tal, Viemnna, 1912. Preceded by several articles.

As Krenek put it much later, Schoenberg and Kraus ‘'waren verfemt,
gefurchtet, gehasst als die grossen Widersacher, als die rihilistischen

Zerstires alles dessen, was der ordentliche, aufbauwillige Mensch fiir
schon und gut hielt', Musica, 1962, 105.

32, F. Hirt, Breslau.

33. Also Egon Friedell's encommium of Altenberg, Ecce Poeta.

34, Der Bogen des Odysseus; Professor Bernhardi; Andreas; Das
Marienleben; Tod in Venedig respectively,
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on the same theme) while Busoni's Die Brautwahl, Schreker's Der ferne
Klang and the boy Korngold's pantomime Der Schneemann were all staged.

Schreker completed his second mature opera, Das Spielwerk und die Prinzessin,

Pfitzner began work on the music of Palestrina and the Strauss~-Hofmannsthal

collaboration on Die Frau ohne Schatten took major strides forward. In

aesthetics, 1912 was an important year for Kandinsky and Worringer, as it

was in psychoanalysis for Jung (Wandlungen und Symbolen der Libido) Adler

(Uber den nervdsen Charakter) and Freud himself (Totem und Tabu) quite

apart from the final break in Jung's discipleship to Freud. Of the large

number of relevant historical and critical works published in Germany, one

35 36 37

P might mention those of Kurt Kaser, Eugen Wolff,

E. Menke-Gliickert,

39

Hartmann Grizar,38 and Fritz Mauthner, and especially the monumental

MBrchen der Welt series begun under the editorship of Paul Zaunert and

Friedrich von der Leyen,

Deutsche Geschichte am Ausgang des Mittelalters.
Chl 5’ nl106.

Ch. 5, n.113.
Ch. 2, n.108,

Des letzte tod des Buddhas. The periodical Imago was founded

in 1912 by two of Mauthner's fellow-Austrians, Hanns Sachs and
Otto Rank,




CHAPTER Twu: MYTH IN THREE GUISES

The concept of myth is inseparable from the history of opera.
Classical myth had proved the literary material for the earliest operas,
had continued to do so through the lifetimes of Lully, Alessandro Scarlatti,

Handel, Rameau and the poet Metastasio. Important aspects of the opera

seria tradition were questioned by Gluck, but his 'Reform' of opera did

not include dethronement of mythology from its central position. Wagner,
in his search for new ways of expressing psychological truth, had turned
to Nordic myth, but only after declaring his profound admiration for the
power and force of Greek tragedy1 'The incomparable thing about the mythos',
he wrote, 'is that it is true for all time, and its content, how close
soever its compression, is inexhaustible throughout the ages. The only
task of the poet was to expound 1t'.2 Yet the sheer magnitude of Wagner's
genius in producing his own solution to the problem of myth, music and
drama had created great difficulties for late 19th and early 20th century
composers anxious to escape from his shadow.3 As the Wagnerian influence
receded, so the question grew of how to produce texts which would relate to
the central operatic tradition and also show some relevance to the present.
The subject-matter of opera became more and more of an issue, and the
German musical periodicals of the time, especially after the war, returned
obsessively to the matter; the words 'Opernkrise', 'Opernproblem' and
'Opernstatistik' appear with wearisome repetitiveness.

Of those who advocated a return to classical m&th, Hofmannsthal spoke
1. 'Greek tragedy is the artistic embodiment of the spirit and contents

of Greek mythos. As in this mythos the widest-ranging phenomena were

compressed into closer and ever closer shape, so the drama took this

shape and re-presented it in the closest, most compressed of forms'.
Wagner on Music and Drama, tr. H. Ashton Ellis, loc. cit., 89,

2. Ibid., 90.

3. Discussed in terms of Schoenberg and Stravinsky by R. Middleton,
After Wagner, MR 1973, 307ff.
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with the greatest experience and authority. It has been suggested that he
used Greek myth simply as background, ‘'ein weisser Hintergund' against which
his otherwise modern characters might be the more sharply defined.h In

this context his Elektra, both as a stage play and as an opera, was seen

as an extreme product of its period, as 'eine pathologische Studie', in
wh%ch there was 'Kein Hauch des antiken Pathos'.5 Von der Leyen's criticism
dates from 1927, when Hofmannsthal's elaborate treatment of the Helena and
Menelaus myth was complete, Harry Graf Kessler attended the second
performance of Die Agzyptische Helena on 13 June 1928 and was only able to
express disappointment and boredom. As early as 1913, an American critic
had discermed the twin tendencies in Hofmannsthal's work, one away from

active participation in life to objective analysis, the other 'thrilling

him with the fever of existence and endow'ing him with the fever of action',6

a view confirmed in the preface to Josephslegende (1914) in which he observed
that legendary material contained the human element, always fresh and

unsullied for each new generation, and also the element he called 'die

7

Phantasie der Welt' which could be set independently in motion. In his plea

for a unity of spirit between antiquity and the contemporary world8

Hofmannsthal made his final statement in the preface to Die Kgyptische Helena:
Ich weiss Keinen anderen Ausdruck fiir eine Existenz, die sich vor so
ungeheuren Horizonten vollzieht ..... fiir diese ungeheure innere Weite, diese

rasenden inneren Spannungen, dieses Hier und Anderswo, das die Signatur

unseres Lebens ist. Es ist nicht méglich, dies in burgerlichen Dialogen

anzufangen., Machen wir mythologische Opern. Es ist die wahrste aller Formen.9

4, Jens, 26.

5 Friedrich v. der Leyen: Deutsche Dicht in Neuerer Zeit, Diederich
Jena, 1927, 237.

6. George M. Baker: Hofmannsthal and Greek Tragedy JEGP, 1913, 399.
7 Dramen, I1II1I, 117.

8. 'Wenn Hofmannsthal von der Antike spricht, meint er ein Fernes, das
dennoch das Lenen des Modermen bestimmt; wenn Gegenwartiges als
abweichenden Variation erkennbar ist, muss das Urbild, die einmal
gesetzte Norm, immer noch durchschimmern.' Jens, 6.

9. Insel Almanach, 1929, 106f. also Prosa, 1V, 441-60. Cf also
Vermlichtnis der Antike. (neue Freie Presse, 1926, in Prosa, 1V,
313-18).

! ] 4
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Hofmannsthal was here writing from the viewpoint of an older generation,
and for all his reputation, could not expect universal agreement. Many
progressive commentators felt concerned about the state of opera im a
rapidly changing world, in which the new media of film and radio were fast
advancing. At the centre of this concern was a belief that any art form,
including opera, should try to reflect contemporary life and issues in some
way, and a fear that the overwhelming preference of the huge German opera-
going public for established older works would mean the ultimate death of
genre. 'Der Hasskegen die Moderne', as Adorno was truthfully to remark,
'beim Opernpublikum viel virulenter als bei dem des Schauspiels, verbindet

' sich mit dem verbissenem Lob der guten alten Zeit.'10 The Zeitoper movement
‘ pushed opera firmly‘into the contemporary arena for the first time since
middle-period Verdi and, arguably, since Fidelio or even Figaro. Yet the
movement destroyed itself through its very contemporareity, despite Brecht's
influential attack on 'culinary opera' of the older ‘'bourgeois' kind.11 The
Aristotelian theatre on which Brecht turned his back was exemplified by Gide,
whose plays based on Greek myth approach it as 'the exaltation and
celebration of exceptional man' and aim at 'self—transcendence'.l2 Yet it
was Gide who in his Thoughts on Greek Mythology of 1919 had spoken of the
'reasonableness' of myth, whose truth is to be found in the 'psychological
paradoxes of a character', a position closely approached by Brecht in later
years. Thomas Mann's later fiction, in its elaborate structural use of myth
is a self-conscious attempt to help man 'recognise himself in the past'.13
In 1936 he went so far as to claim that ‘myth is the foundation of life .....

the timeless schema, the pious formula into which life, flows when it

10, Einleitung in die Musiksoziologie. Suhrkamp, Frankfurt, 1962, 94,

11. Notes to Aufstieg und Fall der Stadt Mahagonny, Versuche 2 (1930).
G. A. (1955).

12, Hugh Dickinson: Myth on the Modern Stage, Illinois U.P., 1969, 333.
13. Erich Heller: The Ironic German, CUP 1959, 247.
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reproduces its traits out of the unconscious.'lh Mann was directly and

unashamedly influenced by Freud who in 1904 had postulated a
relationship with myth, a psychology of the unconscious, which had been
permanently influential. 'I believe' he wrote 'that a large part of the
mythological view of the world, which extends a long way into the most

modern religious, is nothing but psychology projected into the external
world.'15 If psychoanalysis gave myth a central place in its language,

s0 did the work of anthropologists, whose enquiries gained in range, intensity
and sophistication during these years. Their emphasis on myth as 'a narrative

resurrection of a primeval reality'16 has tended to restrict the idea of

7/

'true myth'! to primitive societies. Yet the connection between myth and
ritual is far from irrelevant to operatic uses of mythic material. The
common aetiological view - that myths were created to explain phenomena -~ as
well as the euhemerist view - that myth is always related in some way to
persons who had actual historical existence - have been extensively

challenged since 1912, beginning with Jane Harrison's hypothesis that myth

arises out of rite, and is its spoken correlative.17 It is not carrying the

argunent too far to relate opera to ritual insofar as its capacity for
dramatic expression is peculiarly suited to the mythic, the fantastic and
the allegorical, through its heavily structured, patterned and thus, in one

sense, ritualistic nature.18 Hofmannsthal wrote to Strauss on 12 February

14. Freud and the Future in Essays of three decades, tr. H. T. Lowe-Porter.
Secker and Warburg, 1947, 422. The Urbild of this is Friedrich
Schlegel's celebrated Rede iitber die Mythologie (1800) which, in
pleading for a new, synthesised mythology for the times, saw it as 'ein
Kunstwerk der Natur. In ihrem Gewrebe ist das Héchste wirklich
gebildet; alles ist Beziehung und Verwandlung, angebildet und umgebildet.
Mythology and 'Poesia' (by which Schlegel meant the unconscious force
of moral good in nature) were ‘'eins und unzertrensrlich'. K.A., II,
311f. :

15, The Psychopathology of fiveryday Life. S.E., VI, 258-9,

16. B. Malinowski: Magic, Science and Religion and other essays, Boston,
1948, 78-9.

17. In Themis (C.U.P., 1912) discussed by Hyman (The Ritual View of Myth
and the Mythic) in Sebeok 85.
18, Kandinsky, Concerning the Spiritual in Art, tr. Michael Sadleir, 1914,
Wittenborn, N.Y., 1955, 71-2., ‘'Ritual is the content of dramatic action
not (the) source of origin' was Northrop Frye's formulation in
Anatomy of Criticism Princeton, 1957, 109.
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1919 that 'opera is, after all, a Gesamtkunstwerk, not just since Wagner,
who merely, most boldly and audaciously, gave shape and substanée to old
universal trends, but ever since its glorious beginning in the 17th

century, and by the terms of its fundamental purpose: the rebirth of the

19

Gesamtkunstwerk of antiquity.' Above all, through music, opera has the

ability to arouse emotion in concentrated and sustained form, a fact
recognised by most composers of all periods since 1600, and formulated in

a non-musical context by the philosopher Ernst Cassirer in his remark that

'the real substratum of myth is not (one) of thought, but of feeling'.zo

1

Also susceptible of a musical interpretation is Richard Chase's definition
of myth as 'an aesthetic device for bringing the imaginary but powerful world
of preternatural forces into a manageable collaboration with the objective

21

facts of life'. The fullest comment of recent years on the relationship

between opera, the illusionistic genre par excellence and the material or

concept of myth has come frop the Schoenbergian French critic Rene Leibowitz.
Both myth and art, he says express man's dissatisfaction with external,,
everyday realities. Both, as a result, seek the mode of ego-destroying
hallucination. He concludes:

Essentiellehent, tont opéra tend vers le mythe - pen importe qu'il
s'agisse de ce que 1l'on considére comme étant des réincarnations de mythes
deja existants (Orphée, Don Giovanni, La Tétralogie, etc.) on comme une
creation de mythes nouveaux (Die ZauberflGte, Pelléas et Mélisande, etc.) -
et, non moins essentiellement, tont opéra tend vers 1'hallucination, puisque,
plus qu'aucune antre forme d'art, il a pour mission de briser les cadres de
la convention dite realiste et finit par nous présenter le spectacle ﬁ%me de

1'irréalitée la plus totale par rapport aux normes de la vie courante. I1 faut

19. Corr, ’ 32" .
20. Essay on Man., OUP/Yale, 1944, 81

21. The Quest for Myth Louisiana State .U.P., 1949, 97. Cf. also

M. Eliade, The Yearning for Paradise in_the Primitive Tradition
in H. A. Murray, ed., Myth and Mythmaking, Braziller, N.Y., 1960,

64, and C. M. Bowra, Primitive Song, W. and N., 1962, Ch., 9.
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ajouter aussi que c'est de la force et de 1'intensité de 1'hallucination
que dépendent l'unification et la constitution, en un tout parfait des
6lements épars et incompatibles a premiere vue - action, texte, décor,
musique - du drame musical.22

Thus for Leibowitz, the hallucinatory quality of opera, its removal
from the rational, the quotidian, is of its essence, not a mere accidental
outcome of its development. The modern dictionary definition of myth as
'a purely fictitious narrative usually involving supernatural persons, actions
or events'zu fits closely Leibowitz's conception, in that the 'fictitious
narrative' may, however prosaic its origins, become mythical through
subjection to hallucinatory or dreamlike treatment. For Samuel Johnson,
mythology had been 'a system of fables' whose function was the 'explication

3 In the 19th

of the fabulous history of the gods of the heathen world’.2
century, F. W. von Schelling replaced this limited 18th century approach by
an Idealist view in which mythical figures become 'autonomous configurations

of the human spirit'.26 This came close in content as well as time to

Wagner's view in Oper und Drama (1848). In the period after the Great War,
Ernst Cassirer's highly influential Philosophie der symbolischen Formen26
took Schelling (and Kant) as its springboard and developed a philosophical
view of myth as a particular form of consciousness opposed in nature to the
tempirical-scientific' mode, an intuitive rather than a discursive mode of
thought, a 'unitary energy of the human spirit®.

Critics of our own time have reached a broad consensus both in defining
myth as a 'story' and in regarding the element of fact or fiction as secondary.
The story may involve 'human limitation and superhuman stirrings and

27

accomplishments', may demonstrate the 'inner meaning of the universe and

22. Histoire de 1'ogéra. Bﬁchet-Chastel, Paris, 1957, 3%0-1.
23. 0.E.D., 1933 ed.

24, Johnson's Dictionary, 1816 ed., vol. 2.
25, Philosophic der Mythologie (1842) Werke, Vols. 4 and 5, C. H. Beck,
Minchen, 1968.

26. Berlin, 1923-31, esp. Vol. 2 Das mythische D@nken.
27. Lilian Feder: Ancient Myth in Modern Poetry, Princeton, 1972, 11.
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of human life'28 or may 'manifest some aspect of the cosmic order'.29

It
might seem difficult, at first, to recognise the broad religious and
metaphysical implications bf such definitions with a form of theatre rooted
in practical problems of presentation, whose ultimate raison d'8tre has
usually been regarded as entertainment rather than instruction. Schoenberg's
Mose und Aron stands out as the one 20th Century opera aspiring to the levels
suggested in the definitions of myth already given., Owing to its hybrid
nature, opera has never ceased to provoke speculation over its complexities
and possibilities. The neo-Marxist philosopher Ernst Bloch felt that
although opera and oratorio were successful means of uniting the expressive

/ qualities of instruments and voices, opera's additional dimension of visible

stage action creates separate problems and tensions. Writing 27 years after

Busoni's famous plea for opera as a lofty, near-religious expérience,30 he

observed that '.... dazu noch dient die Oper seit dem Barock, worin sie

erst breit aufbliihte, dem Fest, der Reprisentation, dem gehobenen Dasein'.31

This 'gehobene Dasein' or 'transcendent reality' has led writers on

opera repeatedly back to myth as its proper métier, pointing out that most

28, Alan W, Watts: Myth, Ritual and Christianity, qu. Philip Wheelwright,
The Semantic Approach to Myth in Sebeok, loc. cit., 95ff.

29, Ian G. Barbour: Myths, Models and Paradigms, SCM Press, London,
1974, 20.

30, Uber die Moglichkeiten der Oper (1922)

31. Dargestellte Wunschlandschaft in Malerei, Oper, Dichtung: Prunk,
Elysium in Oper und Oratorium. SF, Vol. 1 (2) 1949, 53. For Bloch,
sound creates an extra, equivocal dimension beyond that of colour
or language. Music produces tears or consolation, and, he observes,
never sticks to the point, whether the mode be major or minor. (Ibid)
In 1942, Siegmund Skraup pointed out that opera is neither a concert
nor a play with music, but a theatrical form in which the music must
be produced and given 'scenic form' along with the rest. 'Es geht
mir zundchst hier gar nicht ausschliesslich um Musik, wenigstens nicht
um Musik im Sinne des AnhOrens; es geht um jene Schau des Theaters,
um ein szenisch Klangbild, also um eine Musik im Sinne des Sichtbar-
Werdens and des Sichtbar-Gemachtseins.' Die Oper als lebendiges
Theater, Konrad Triltsch, Wl#rzburg, 1942, 5. The problems of form
and time-relationship have been stressed by Boris de Schloezer, who
pointed to the essential contradiction between the scenic representation
of events, and their musical expression, owing to the different relation
of each to the time element. The Operatic Paradox in MM, 1926, 6-7.

l
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successful operatic heroes and heroines are mythical figures,32

emphasising

the need for 'Distanzierung' through ballet, pantomime or puppetry and

33

marionette theatre, or suggesting that emphasis on historical subject-

matter (as in Germany after 1930) must in the nature of things lead to a
34
return to myth as it had done in earlier periods, notably Gluck's and Wagner's.

Not all critics saw the issue in these terms. The Leipzig critic Adolf Aber

described the period as a time of experiment, even confusion, in which one

35

could no longer speak of operatic development as a single process. It was

possible for Oskar Bie to dismiss as backward-looking a work such as Herbert
windt's Andromache (1930), a stylised, rococo version of a classical myth,

and welcome Weill's Die Blirgschaft as an attempt to create an allegorical
36

structure out of a contemporary social theme. Writing in 1940, Edward

Dent underlined the disagreement between those who saw opera's proper realm

as that of 'magic and fantasy' and the general public's supposed preference

37

for heroic opera set in a period as glose as possible to the present.
From certain specialised viewpoints, such as that of Freemasonry, some stage
works have been endowed with a special symbolic significance connected with
their humane atmosphere, their search for ultimate truths. Die Zauberflote,
Parsifal and Goethe's Faust have been seen, collectively, as 'un oeuvre

grandiose d' éducation, de pensée et d'art', synthesising the simplistic

32. W. H. Auden: The World of Opera in Secondary Worlds, Faber, 1967, 95.

33. Hans Mersmann: Probleme der gegenwartigen Operndichtung Anb., 1927.

34, H. F. Redlich: Geschichtliche Stoff im zeitgendssischer Opernspiel,
Anb., 1937, 285-8, Ernst Bicken had earlier made the same point,

contrasting the 'harmonisch-griechischen (Gluck) with the earlier

‘einseitig-romischen Tatheroismus'. Der Heroische Stil in der oper.
Kistner and Siegel, Leipzig, 1924, 137.

35. Zeitgendssische Oper in ihren Hauptstromungen, Auft, 1927, 147ff,
36. Stand der Oper, NR, 1932, 124-31.

37. Opera (Penguin, 1940) 192-3, But cf. Northrop Frye's suggestion of
'a close analogy between the poet's (and thus also the composer's)
subject-matter and those significant actions that men engage in simply
because they are typical and recurring, the actions that we call
rituals, The verbal imitation of ritual is myth .....' Murray, loc.
Cit. 9 116"‘17 .
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8
optimism of the 18th century and the resigned pessimism of the 19th.3

As a tradition, this view of art's function goes far beyond freemasonry,
however, 1Its ethical didacticism has always had a strong following in
Germany, where the word 'Kiinstler' has an untranslatable overtone meaning

n
half craftsman, half priest, From Schiller's letters Uber die a@sthetische

Erziehung des Menschen (1795) to Worringer's Abstraktion und Einflihlung (1908)
and Kandinsky's Uber das geistige in der Kunst (1912) the absorption of

content in form, and the principles of mimes;a_and revelation were a recurring

theme. Mallarmé's 'toute chose sacrée eesessss S'enveloppe de mystt‘n:‘e':’9

was an early Symbolist statement of this lofty standpoint, and at first
seems far away from Pau} Kornfeld's remark in 1918 that ‘once the bourgeois
mask is torn away, the link with eternity given to every human being will be
revealed',ho until one realises that they sprang from a similar, revelatory
idea of art's function, This idea is present not only in Wagner's Ring, but
in the work of the solar mythologists led by Max Miiller, who believed that

all myths and fairytales could be reduced to one essential myth, the conflict

between night and day, darkmess and light.l’1

However tendentious the conclusions of the solar mythologists may have

38. G. Leti and L. Lachat: L'Esotérisme a la Scene, L. Depollier, Annecy,
1935, Ch. 1. Yet Adorno suggested that many of the most characteristic
operas - like Der Freischiitz., Die Zauberflote and Il Trovatore - are
most properly presented :to an- audience of children. ' Biirgerliche oper
in Klangfiguren, Suhrkamp, Frankfurt, 1959, 34, Adorno saw the anti-
mythological trend of 19th century opera (counteracted by- Wagner) as
following a formulaic myth of its own, expressed as 'Fremde oder
Verfremte, an denen;Leidenschaft entflammt und in Konflikt gerat mit
der etablieren Ordnung. Ibid., 44.

39, L'art pour tous (1862). 0. C., Gallimantd, 1945, 257.
This Baudelairean view entered Germany principally through George's
early verse. An article in Le D€ cadent, 24 April 1886 repeated the
idea df art as the private language of an 'enlightened’ elite, 'use
sorte de sacerdoce inaccessible au vulgaire sous peine de n ‘etre plus
l'art'., qu. Duthie, 268.

40, Der Beseelte und der psychologische Mensch in Das junge Deutschland,
I, January 1918,

41. Max MGller: Comparative Mythology in Oxford Essays, J. W, Parker
London, 1856, 1-88. Also R. M. Dorson: Theories of Myth and the

Folklorists, in Murray, loc. cit., 76f, and R, Donington-”ngger's
Ring ‘and its ngbols- the music and” the myth, Faber 1963, esp. 203f.

on the opening of Gotterdammerung (Life's two faces: the light and
the dark).
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been, they did emphasise the notion of myth as the provider of a metaphor,
and paved the way for Eliot's later 'objective correlative'. For the 17th,
18th and most of the 19th centuries myth meant Greek mythology, in the
sense of a body of stories universally known among sophisticated audiences,
stories whose formulaic quality expressed a universality rediscovered by
20th century dramatists. The Greek myth was an agreed and agreeable metaphor
for human experience, its survival ensured by its relevance to 'the lasting
problems of man'.h2 An enquiry into the uses of myth in opera begins and ends
with Greek myth, not only because it is the foundation of the genre, but
because in a time of Entmythologisierung in many spheres, Greek myth came to
have a wide general significance as a structural device, and continued to
attract artists because it remained a permanent crystallisation of
consciousness among educated apirits. Writing in 1935 about the saturation
of German literature in Greek influences from Winckelmann through Goethe,
Schiller, HGlderlin and Heine down to Nietzsche, Spitteler and George,
Eliza Butler expressed it thus:

Greece has profoundly modified the whole trend of civilisation
imposing her thought, her standards, her literary form, her imagery,
her visions and dreams wherever she is known. But Germany is the supreme
example of her triumphant spifitual tyranny. The Germans have imitated
the Greeks more slavishly: they have been obsessed by them more utterly,
and they have assimilated them less than any other race. The extent of
the Greek influence is incalculable throughout Europe; its intensity is

at its highest in German)r.l‘3

42, Joseph Kerman: QOpera as Drama, OUP, 1957, 27. Gilbert Highet
expressed the same idea in The Classical Tradition: Greek and
Roman Influences on Western Literature, OUP, 1957, 540,

43, E. M. Butler: The Tyranny of Greece over Germany, C.U.P. 1935, 6.
Kohn has emphasised (The Mind of Germany, Methuen, 1960, 238n.) that
the leading German Hellenists did not visit Greece., Hauptmann and
Hofmannsthal actually went, as pilgrims to the Hellenic idea.
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11

Nineteenth century opera in Germany had, in the main, turned its back
on Greek myth, beginning with the late 18th century buffa tradition and
the romantic operas of the Biedermeier period. Wagner's use of non-Greek

legendary material from Der Fliegender Hdllander to Parsifal was part,

albeit the most fertile, of a movement in the direction of vernacular myth,
‘fairy-tale' or, as Michael Grant has described it, 'backyard mythology'.“b
The nineteenth century Marchenoper or Zauberoper embraced works as different

and far apart in time as Hoffmann's Undine (1816) and Bruch's Lovelei (1863),

/ Weber's Oberon (1826) and Humperdinck's Hansel and Gretel (1893), Marschner's

Hans Heiling (1833) and Pfitzner's Die Rose vom Liebesgarten (1901) to
mention only some of the best known. Though the Grimms' Kinder-und
Hausm3rchen collection of 1819 provided the main sources for German composers
after that date, Perrault's Contes and Straparola's Tredtci piacevoli notti
(tr. F. W. V. Schmidt, 1817) were already available, and G. Basile's
Pentamerone appeared in 1846 in Felix Liebrecht's translation. In addition ,

Antoine Galland's version (1704-17) of the Thousand and One Nights was made

generaliy available to Germany in F. H. von der Hageﬁ's 1827 translation.

All these sources had been widely used before 1800 by composers outside
Ger'mz-myl‘5 while Rossini's Cenerentola (Rome, 1817), Cherubini's Ali Baba
(Paris 1833) and Rimsky Korsakov's Snegourotchka (St. Petersburg, 1882) are
the most distinguished of the numerous non-Germans to be attracted to the
genre in later years. It was, however, the Romantic movement in Germany
which made the Mirchenoper increasingly a national product, in relation both
to pure Marchen sources, and to the literary or KunstmBrchen, such as
Wieland's important Oberon (1780) and Dschinnistan (1786), Tieck's Melusine

of 1800 (which among many others produced an opera in 1833 from Conradin

Kreutzer and no less a librettist than Grillparzer) Brentano's Loreley (1801)

L4, Myths of the Greeks and Romans, Weidenfeld and Nicolson, 1962, 81,

45. Laruette's Cendrillon (1759) Shield's Aladin (1788) and Grétry's
‘ Barbe bleue (1789). .
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and La Motte Fouque's Undine of 1811. 1In 1810, the Gespensterbuch by

J. A. Apel and Friedrich Laun had appeared, eleven years later providing

Friedrich Kind and Weber with the material for Der Freischiitz, a work which,
though not a Mirchenoper in the proper sense, has many of its attributes
and atmosphere, and became the cornerstone of German Romantic opera.

The Marchen in its pure form was described by the Grimms as 'die
wunderbaren letzten Nachklédnge der uralten Mythen'.l‘6 In 1896, Leopold
Schmidt wrote in his pioneer study:

Wir verstehen heute unter Mirchen nur solche Erzﬁhﬂungen, in denen
das Ubernatiirliche in wunderbarer Weise in die Vorgdnge des Wirklichen
eingreift: deren Vortrag durch Einfachkeit in der Auffassung von
Lebensverhdltnissen und harmloser Naivitdt des Ausdrucks sich einer
kindlichen Anschauungswei€e:  « nZhert, und deren Inhalt in des weitaus
meisten Fallen eine symboliséhe Deutung fordert oder doch zul%sst'.h

Between 1912 and 1933, academic literary interest in the German M#rchen
grew rapidly, paralleling that upsurge of involvement over a century earlier
among Romantic writers such as Hoffmann, Tieck, Brentanp. Novalis and
Wackenroder.“8 In the same period, however, Neue Sachlichkeit, anti-
romanticism and neo-classicism combined to undermine the appeal for composers
of the traditional German Midrchen in its straightforward form. Schoeck's

Vom Fischer und syner Fru (1930), which makes deliberate use of the low

German dialect version of the Grimms' tale, is a solitary example of recourse

to the Kinder-und Hausmarchen. Yet the material of the folktale, its

gersbnae and atmosphere did not wholly disappear. Schreker's use of Mirchen

ho. Foreword to Liebrecht's Pentamerone, qu. Leopold Schmidt. Zur
Geschichte der Marchenoper, Halle, 1896, 6.
47, Ibid., 4.

48. The outstanding work of scholarship in these years was J. Bolte and
G. Polivka's Anmerkungen zu dem Kinder-und Hansm¥rchen der Brilider
Grimm, 5 vols., Leipzig, 1913-31. The confusion over the term's
meaning has drawn the coument from Marianne Thalmann in her study of
the Miarchen in the hands of the German Romantics: 'Man hat es als eine
archaisierende Form betrachtet, hat mythische und volkerpsychologische
Perspektiven gesucht, hat von einer Flucht in die Vergangenheit
gesprochen und von de auf einem Mangel an Mut zur Gegenwart geschlossen.'
Das Marchen und die Moderne, W. Kohlhammer, Stuttgart, 1961, 5.
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motifs in his operas will be discussed at some length in Chapter Seven.
Moreover, the pleasure in orientalism which had been a longstanding aspect

of Austro-German taste produced certain works which, though literary in
origin contained manifest elements of the marchenhaft, and were sometimes
transpositions to an exotic milieu of vernacular material. The two main
works of this type to be discussed derive respectively from a novel and

a (translated) play; they are Die Prinzessin Girnara by Wellesz and
Wassermann, and Zemlinsky's last performed opera, Der Kreidekreis, based on
Klabund's text, Exceptionally, Krenek's minor one-act bas geheime K3nigreich,
expressly subtitled 'ein Marchenoper' has the effect of a Zeitoper using the
setting and certain traditional figures of the folktale in a manner
sophisticated but not merely parodistic. Far removed from the essential
naiveté regarded as mandatory in the 19th century Mirchenoper, it is in its
way a tribute to the genre which had produced such naive works (both literally
and in Sch:iller's sense) as Hansel and Gretel, Kienzl's Der Evanggimann

and Vollerthun's Die versunkene Glocke, all works of the 1890s still popular
with the German public after 1918,

Modern students of folk-literature invariably distinguish betweén the
Marchen as clear, simple folktale, the Sage (or legend) as a popular tale
based, however loosely, on historical fact, and the Legende, or saint's
legend, usually of religious or edificatory origin. ‘'Das Marchen ist
poetischer, die Sage historischer', said the Grimms,“9 a distinction also
made by Friedrich Ranke, who descfibed the Sage as 'an account of a fantastic

50

experience which one hopes will be believed', and later by Jan de Vries

in his suggestion that 'Die Heldensage schreitet auf festen Boden wahrend

das Marchen in einer unrealen Welt spielt'.51 In 1932, it as W. R. Halliday's

view that 'today .... no apology is needed for approaching folktales as

49, Deutsche Sagen, I, Vorrede, V (1816). Cf. Ch, 6 for Bechstein's
comments,

50, Volkssagenforschung, Maruschke und Berendt, Breslau, 1935, 17.

51. Betrachtungen zum Mﬁrchen, hesonders in sein Verhﬁltnis mit _Heldensage
and Mythos. FFC, 150 (1954) 2nd ed. (1968) 167.
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52 The determinedly anti-symbolist line of

53

stories and not as allegories'.
Halliday has been authoritatively echoed in Switzerland by Max Liithi,
but not by scholars strongly influenced by the archetypal theories of Jung
and Kerényi,sh or by the 'symbolic form' theories of Cassirer.55

Disagreement over interpretation and meaning has been more than matched
by varying theories of origin. The Indo-European theory ~ that the majority
of European folktale motifs came from India between the 10th and 13th
centuries - although radically undermined by Andrew Lang and his followers,
remains the theory which has had the most widespread influence. 1Its chief
19th century proponents were Benfey, Kohler and Cosquin, while the Swede von
Sydow adhered to it in his Kategorien der Prosa - Volksdichtung of 1926-34.
As anthropology and ethnology developed, however, so did 'comparative

56 57

mythology'. Paul Ehrenreich's theory of the 'naturmythologisches

Marchen', and Rendel Harris'58 theory of recurring story-patterns, or 'twin-
cults’', in places far apart, were characteristic of this time. The 'dream’
theory of origin also had wide currency in the early years of the century,
linked coincidentally as it was in the field of psychoanalysis with Freud's

Traundeutung (Vienna, 1900), but perhaps strongest of all was the 'utilitarian'

39

totemistic view. This was expressed in 1909 by Arnold van Gennep and after

52. Indo-European Folk-Tales and Greek Legend, C.U.P., 1932, 5ff,

53. 'Die Bilder des Marchens sind micht nur Symbole, sie bedeuten Zunichst
einmal ganz einfach sich selber.' Volksmdrchen und Volkssage, C.
Francke Verlag, Bern, 1961, 11.

54. C. G. Jung and Karl Kerényi: Einfﬁhrung in das Wesen der Mythologie,
Amsterdam and Leipzig, 1941,

55. Hedwig von Beit builds on Cassirer in regarding the Marchen as a
synthesis of 'archaic' and 'rational' modes of thought. Cf. Symbolik
des Mdrchen (2 vols., C. Francke Verlag, Bern, 1952/6) and Das Marchen:
sein Ort in der geistigen Entwicklung, C. Francke Verlag, 1965.

56. Thompson, 376 ff. Halliday stresses the introduction of Oriental
story books in Europe from the medieval period onwards, and the use
made of them by the authors of fabliaux and novelle (loc. cit., 36).
Galland's Mille et une mits was simply the most spectacular of many
such works,

57. Die allgemeine \Mythologie und ihre ethnologischen Grundlagen.
Gesellschaft fir vergleichende Mythenforschung., Berlin, 1910,

58. Boanerges, C.U.P., 1913.
59. Les rites de passage Emile Nourry, Paris, 1909.
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the war by Hans Naumann,60 who developed as a main hypothesis the relation
of stories to rituals connected with the feared return of the dead. From
the present point of view, Naumarn's approach is of particular interest.

He believed that Mdrchen and Heldensage are in essence almost the same,
differing more in style, presentation and 'historie' euhemeristic content
than in basic psychology. It is a point of view echoed by certain recent
scholars, notably Jan de Vries., De Vries observed of the links between
Marchen and Mythos:

'Der Mythos setzt die Zeit des ungebrochenen schdpferischen Glaubens
voraus, die Heldensage gehort sum Heldenzeitalter, das Marchen lebte in
seiner eigenen Welt. Diese Welt muss den Mythos so nahe gelegen haben,
dass 1hre Handlungsschatz durchaus verbindlich waren; sie muss ihn
andrerseits so fern gestanden haben, dass er mit derm Formelschatz des
Mythen freischaffend schalten konnte.'Gl

The problem with this common stock of images (and de Vries backs his
argument in detail by linking such story-patterns as the Perseus myth with
the 'Suchwanderung des Heldens', a permanent, major MaArchen motif) is that

it confuses motif and sequence with tone and presentation in an attempt to

prove that all mythic material derives from the same fundamental springs.62

Wesselski had followed this line in 1931 in his Versuch einer Theorie des
Mirchens, proving how deeply Cassirer's notion of 'mythic consciousness' and
Jung's archetypal theories had begun to influence Europe down to the early
1930s. What de Vries called a common 'Handlungschatz! is nowadays described
as a simple 'story-pattern' or 'Erzahlungsschablone' derived from ancient

myth., Modern Volkskundler, with their sophisticated techniques, tend to be

60, Primitive Gemeinschaftskultur; Beitrage zur Volkskunde und Mythologie.
Diederich, Jena, 1921, esp. 61f.

61. de Vries, loc. cit., 177. R. T. Christiansen in Myth, Metaphor and
Simile (Sebeok, 39ff.) observes how oral tradition is the source of
motifs and incidents in both myth and legend. The view of de Vries
can be compared with Cassirer's, that the underlying theme of mythic
awareness, at all times, and in all places, lies in the opposition of
sacred and profane, Cf. iledwig von Beit, Das Marchen, 74.

62, Kurt Ranke: 'Betrachtungen zum Wesen und zur Funktion des Mirchens.'
SG, 11, 1958, 647-64,
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dismayed by attempts to break down the prescribed categories of vernacular

folktale.63

Brynjulf Alver, for example, summarises the influential
Scandinavian tradition by calling the Marchen 'a poly-episodal form of prose-
narrative, orally transmitted from prehistoric times in the form of a limited
number of types, each compounded of a firm pattern of motifs'.6h

This rather severe definition seems far from the conception of myth or
mythos as 'the primary (Greek) experience of the objective world', including
supernatural elements, and the corresponding 'interiorisation' and 'selection'
of this experience which constitutes 12525.65 At the opposite extreme, others
have raised the question of the difference, if any, between Marchen and
Magazingeschichte,66 the one presumably a folktale with pretensions to
artistic significance, the other conspicuously lacking more than a humdrum
and ephemeral function. Ernst Bloch, from his Marxist-Hegelian viewpoint,
made an influential plea for the Mdrchen as an 'im positiven Sinn utopischer
Aufbruch', a constant vision which, far from being rooted in futile nostalgia
is 'vorausblickend in die Zukunft'.67 As with Benjamin, Bloch has seen man
as in a permanent condition of becoming, of 'radical incipience and
potentiality’.68 For him all marchenhaft images - he instances the fight
between hero and dragon and the constant depiction and invocation of
'Schlaraffenland' - are'hﬁllenhafte Abbildung utopischer Tendenzinhalte im
Wirklichen'.69 It is from this angle that the folktale influence and

atmosphere in opera perhaps makes the greatest sense.

63. Mathilde Hain: Die Volkserzahlung, DVja, 1971, 269.
64. Fabula, 1967, 63.
65, G. B. Kerford in CR, XXII (1972), 117-18.

66. H. Bausinger: 'Moglichkeiten des Marchens in der Gegenwart' in H,

Kuhn and K. Schier (hg.) F. ¥an der Leyen Festschrift. Beck, ilinchen,
1963, 22f.

67. Das Prinzip Hoffnung. Suhrkamp, Frankfurt 1959, 411,
68, G. Steiner: TLS, 3 Oct. 1975, 1128.
69. Bloch, cp. cit., 186.
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Following the definition of myth through the orthodox area of Graeco-
Roman antiquity, and the analogous territory of vernacular folktale material,
a third, more problematic category presents itself, This is the equivocal
role of history as material for drama, either as the broad presentation of
an epoch or event, or, more usually, as the life or circumstances of an
historical individual., Since usual definitions of myth do not normally
include history or historiography, the gquestion requires introduction at some
length. Wagner made his remarks in Oper und Drama on the use of history in
opera at a time when historical subjects were reaching that operatic zenith.
He observed the conflict between 'true history' and the artistic fulfilment
of drama only by 'sinning against the truth of history'.70 Equally, poetry
and fiction, he felt, concentrated on the mere ‘'mechanism of history' by
stressing the surrounding, largely decorative context at the expense of
individual action. Ninety years later Lukécs, following Hegel, was to
describe this dichotomy as the 'totality of object' in epic poetry compared
with 'totality of movement' in drama, the latter implying necessary excision
of whole areas included in the fonmer.71

Wagner's remark that historical romance had an implicit tendency to
approach myth in its psychology is a point made by more recent writers on

72

myth, By creating an image or 'Darstellung' of the past, the dramatist

arguablylmoves as much away from his subject as towards it. The subject as
'known' may not be, indeed is unlikely to be, identifiable with the subject
as presented. Idealisation, distortion, owmission, polemic are likely to
intervene between the viewer and a documentary realisation of the subject.
Though Herodotus had seen history's function as 'to preserve worthy deeds

73

from oblivion’' the question is at once begged of the historian's selection

70. VWagner on Music and Drama, tr. A. Ellis, Sel. Goldman and Sprinchorn,
Gollancz, 1970, 145 (0 and D, II, 168-78).

71. The Historical Novel (1936-7) Merlin Press, 1962, 106.
72. Northrop Frye: New Directions from 0ld, in Murray, op. cit., 117.

73. The Histories, tr. A. de Seluicourt, Penguin, 1954, 14.
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of *those deeds in the light of his own and others' experience. It has even

been suggested that discovery and interpretation are less the historian's

business than 'creation' and 'construction'7h; from another angle, history

is 'Pro;z-ess, unablidssige Werden' or the 'Schauplatz der Realisierung

75

menschlicher Entwiirfe und Ideen'. The 'logic of situation and rhythm

76

of events' given as one major object of the professional historian is also

a recipe for necessary selection, an enforced distillation from the experience

7

of the past. Most modern historians would readily concede this, perhaps

adumitting, with Croce78

that no logical criterion of selection exists.

History, in particular the Hegelian didactic summit of 'philosophische
Weltgeschichte'!, may be said to teach, through straight account or
dramatisation, by pointing out the moral basis of action, promqting a response
through a declared viewpoint. The Tudor kingship myth, the 'doctrine of order',
for which Shakespeare drew on the chronicles of Holinshed and Edward Hall is

perhaps a locus classicus of this.79

History here becomes that ‘'pious
formula' and 'timeless schema' which, in a quite different context was Thomas
Mann's definition of myth,so and approximates to that 'self-knowledge of the
living mind'81 suggested as the reason for history's necessary relatioﬁship
with the present, less in terms of utility or even knowledge as such than of
felt continuity, a key to understanding. Musil expressed it in 1930 through
his professor who, speaking in public of 'the road of history' said that 'if

we look ahead, we see an impenetrable wall. If we look left and right, we see

an overwhelming mass of important events, without any recognisable direction....

74. Michael Oakeshott: Experience and its modes, C.U.P., 1933, 93.

75. Heinz Heimshoeth: Geschichtsphilosophie, H. Bouvier, Bonn, 1948,
34 and 48,

76. L. B. Namier: Vanished Supremacies, Hamilton, 1958, 203,
77 E, H. Carr: What is History? Macmillan, 1961, 104.

78. Theory of History and Historiography. Harrap, 1921, 109.

79. Cf. E. M. W. Tillyard: Shakespeare's History Plays. Chatto and Windus,
1944, (Penguin ed., 1962, esp. 54f).

80. See n, 14.

81. R. G. Collingwood: The Idea of History. (1936) 0.U.P., 1946, 202,
Section on Croce.
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But if one looks back, as though by a miraculous dispensation, everything

has turned to order and purpose'.82

Ranke's stress on factual accuracy, the past 'wie es eigentlich gewesen'
was, of course, a major precept in nineteenth century European thought, yet

one has only to think of Taine, relating history to the physical sciences,

83

or Zola, with his clinical ‘analytical method' to realise how efforts in

the direction of 'objectivity' so often resulted in a dense symbolism and
elaborate artif}ce. Some, like Otto pudwig, saw a compromise in 'poetic
realism', in which poetry 'verfahrt nach den Gesetzen der Erinnerung'’
altering nothing factually, but transforming it through art.su Lessing had
expressed the view of his age by suggesting that the dramatist need 'hold

only the characters sacred' adding 'only what will strengthen them, showing

85

them in their best light', Schiller did not hesitate to depart from known

historical fact where his identification with his characters demanded it.

Later, Hebbel insisted that the historical playwright should not be simply

86

the 'Auferstehungsengel der Geschichte' though Blichner, more influential

on the 20th century than Schiller or Hebbel, saw the writer's highest duty

as ‘der Geschichte, wie sie wirklich begeben, so ndahe als moglich zu kommen'§7

a principle aspired to in Dantons Tod. Yet Kleist had made an anti-Napoleonic
tract of Die Hermannschlacht, while Grillparzer had Napoleon in mind as much

as the Habsburg monarchy in Konig Ottokars Gliack und Ende.
Thus even when scrupulous accuracy of detail is in evidence, historical

drama is likely to be subjective, whether its aim is to represent ‘the anguish

82, The Man without Qualities, tr. E. Wilkins and E. Kaiser, Secker and
Warburg, 1953, I, 201, Cf. also the preoccupation with time, the
pastness of the past, especially that 'immediately before the present'’
in Mann's Der Zauberberg (1924). (Preface)

83. Preface to Therése Ra uin, 2nd ed., 1868.

84, S. W. VI, 42. His phrase was 'aber sie mildert es kiinstlerich’.

85, Hamburgische Dramaturgie (1767-9). G. W,, Bd. 6, 175 (Aufbau, Bln, 1968)
86. Mein Wort itiber das Drama! (1843) S. wW., XI, 9.

87. Brief an die Familie, Strassburg, 28 July 1835, qu. A. Knight,
George Biichmer, 0.U.P., 1951, 51.
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of life, the triumph of evil', in Schopenhauer's words, or the Marxist

affirmation of life, ‘glorification of human greatness'88 and time 'filled

by the presence of the now'.89 In pointing out the double meaning of the
words 'Geschichte! and 'histoire', the Dutch historian Huizinga stressed that
'we cannot sacrifice the demand for scientific certainty without injury

to the conscience of our civilisation'., He argued that 'mythical and
fictitious representations of the past may have literary value for us even

20 But his earlier

now as forms of play, but for us they are not history'.
remarks point closely to the notion of an historical past of mythic nature,
in the sense that the impulse towards mythologising past events is at least
as strong as the desire to write history relating the story of the past. 1In
fact, Huizinga sagely observes ‘history gives no more than a particular
representation of a particular past, an intelligible picture of a portion of
the past. It is never the reconstruction or reproduction of a given past.
No past is ever given., Tradition alone is given'.91
As Wagner turned from history (Rienzi) to Germanic myth, his
contemporary Hebbel saw history as the most suitable ;ehicle for a dramatist's
ideas,92 showing with his three planes of dramatic action (story, human plane
and Hegelian 'weltgeschichtlich-symbolisch plane) the tendency of historical
drama to move in the direction of myth. It was rSChiller, however, especially
from Wallenstein onwards, who had effectively founded German historical drama,
and had, through Kant's influence, increasingly stressed the moral law,

greatness of character revealed in 'moral superiority' rather than the

'dynamic power' of Maria Stuarda and Die Jungfrau von Orleans. Triumph over

misfortune through an act of repentance achieved the Schillerian 'sublime'

indicated in his phrase ‘moralischen Selbststﬁndigkeit in Leiden',93 as in the

88. G. Lukacs, op. cit., 141,
89. Walter Benjamin: Illuminations, Cape, 1970, 264,

90. 'A definition of the concept of History' in Philosophy and History:
Essays presented to Ernst Cassirer. OUP, 1936, 8,
91. Ibid., 5.

92, Mein Wort uber das Drama, loc, cit., 8-10.
93. Yom Erhabenen (1793) S.A., XII, 320.

|/
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character of Posa in Don Carlos. Through Verdi, this play became the most
substantial schillesian operatic adaptation of the 19th century, exceeding

in size Rossini's version of the more overtly operatic Schauspiel Wilhelm Tell.

Significantly, their special veneration for Goethe and Schiller led most
German composers to avoid their works as material for their operas. Although
certain of Schiller's plays are set in High Renaissance kEurope, the real
dramatic influence on the Austro-German 'Renaissanceist' operas of the period
around 1914 is to be found in the artistically far less admirable romantic
melodramas of Hugo and Musset. Though Fiesko, Don Carlos and Maria Stuarda
each reflects the power-struggle of the 16th century world, for the Jugendstil
generation, the more obsessive, rhetorical qualities, the'fullness of image

94

and song' of plays like Marie Tudor or Lorenzaccio had a greater impact.

They were far removed from what one foreign critic later disparagingly called
Schiller's 'utilitarianism, moral education and moral regeneration'.95

Setting aside for the moment Burckhardt's Kultur der Renaissance, it

could be said that the prophet of the neo-Romantic Renaissance image belonged,
with Schiller, to the German Hellenist tradition, and was, moreover a

classical philologist. Two years after his epoch-making Geburt der Tragﬁdie,

Nietzsche divided approaches to history into the monumental, the antiquarian
and the critical. While the first two were likely to turn history into myth,
or, at best 'romance' or 'an ancient congregation of pieties', the last, by
bringing history to what he called 'the bar of judgement'! for interrogation
and condemnation invited another kind of mythologisation, based on the very

96

act of de-mythologising a réceived interpretation. Nietzsche's own version

of the Italian Renaissance and German Reformation.. is arguably a 'monumental’,
even 'antiquarian' view masquerading as a 'critical’ one. It is obviously

indebted to Burckhardt, Nietzche's older colleague at Basle, and anticipates

94, C. Affron: A stage for poets: studies in the theatre of Hugo and Musset.
Princeton, 1971, 10.

95. J. G. Robertson: :Schiller after a century. Blackwood, Edinburgh, 1905,
135.

96. Thoughts'ouf of Season, Vol. 1 (1874) tr. A. Collins., 19ff,
(C and M, III, 1, 264-5).
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Count Gobineau's seven dialogue-portraits La Renaigsance, with their
uncritical adulation of the early 16th century Italian cultural and diplomatic

97 Nietzsche went so far as to claim that the Italian Renaissance.

elites,
' . eese contained within itself all the positive forces to which we
owe modern culture. Such were the ]iberation of thought, the disregard of
authorities, the triumph of education over the darkness of tradition,
enthusiasm for science and the scientific past of mankind, the unfettering
of the individual, an ardour for truthfulness and a dislike of delusion and
mere effect ,..... It was the Golden Age of the last thousand years, in spite
of all its blemishes and vices ..... On the other hand, the German Reformation-
gtands out as an energetic protest of antiquated spirits, who were by no
means tired of medieval views of life, and who received signs of its
" dissolution ....... with dejection ...... instead of ...... rejoicing.'98
This powerful formulation, extreme and unbalanced though it clearly is,
was a harbinger of the aspect of late 19th century aestheticism variously
described as 'Renaissanceism®’ or 'Renaissancebegeisterung'. As one ol its
wilder historiographic manifestations, it turns the Italian Renaissance into
an heroic myth, an embodiment of 'der Wille zur Macht' which Nietzsche
himself expressed in the fanciful notion of Cesare Borgla as Pope.99 In
German literature, this reached its climax around 1900, but several post-
Wagnerian operas, written just before and after the Great War began also
reflect this literary movement. Four of these works, by Schillings, Schreker,
Zewlinsky and Korngold, form the subject of Chapter Four.
The German Reformation and its effects, referred to by Nietzsche so
contemptuously, is covered in Chapter Five, This period is usually seen by
historians as running from 1517 or 1519 to 1555 (the Peace of Augsburg) or

if one includes the Counter-Reformation or 'Catholic Reformation',loo to the

97. See Ch. 4.

98. Human, all too human (tr. H. Zimmern), 220-2. Cf. also The Will to
Power 74-6. (C and M, IV, 2, 203).

99. Antichrist, 228-9. (C and M, VI, 3, 249). 1In GOtzen Diammerung (1888)
tr. Ludovici, 91, he suggests that Cesare Borgia's contemporaries
would laugh at the Germans of the 1870s. (C&M, VI, 3, 130-1).

100. ‘the term is Hubert Jedin's (i y

1 ‘ormation?
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Treaty of Westphalia in 1648, From a wider European viewpoint, 1519's

importance lies mainly in Maximilian's death, and the appearance of Charles

V as Habsburg empeéror. Deeply divergent interpretations of the Reformation's

overall significance (for example the opposing views of Dilthey and Troeltschﬁm

only emphasise the intensity of interest in this centrally important period

of German history. Whereas Italian Renaissance humanism, for all its

achievements, concerned a relatively small educated class, it has been argued,

the Reformation's huge impact drew all classes into a common concern with

the great questions of salvation and justification by faith.102
Certain German-language operas of 1914-33, beginning with Pfitzner's

Palestrina and ending with Krenek's KarlV and Hindemith's Mathis der Maler

use the Renaissance and Reformation background not as 'Begeisterung' but

to promulgate a particular Weltanschauung, chiefly in connection with the

relationship of worldly power and ambition to personal fulfilment and
salvation. These are universal themes, of course, but have a special place
in German and Central Europe, and are poin@edly relevant to the sixteenth
century. There are obvious differences between the six works briefly
discussed in Chapter Five, both in their reference to and treatment of Luther,
and in their attitude to the social and political forces of the time.
Nevertheless they each possess a marked didactic as well as confessional
element, steering delicately between solipsism and historical concern. 'I1
me plait de situer notre époque dans le miroir de l'histoire' said Ferdinand

103 and in

Bruckner, the chief inter-war historical dramatist in Germany,
these operas there is a palpable, if variably focused sense of the early 20th
century predicament.

It should be stressed that the Heformation and Counter-Reformation

period was of steadily growing significance for German letters from 1900 on,

both in imaginative literature and historical scholarship, which often

101. See Ch. 4, n. 6.
102, Vollstedt, 47.

103. 1891-1958., Interview of 1950, gu. in A. J. Harper, Ferdinand Bruckner's
Historical Dramas, unpub. thesis, Bristol, 1962, 376,




37

. in
overlapped. ‘'Heroic myth' prevaﬂed[works like Doblin's Wallenstein (1920),

Brod's Tycho Brahes Weg zu Gott (1916) the Paracelsus trilogy of Kolbenheyer

(1917-25), Wassermann's Columbus novel '1930) the 'democratic-humanist!'
novels of Stefan Zweig or the right-wing fiction of, say, Walter von Molo.
Fictional technigques were seen to enter works masquerading as 'academic'

history, such as Kaiser Friedrich II (1927) by the Georgean Erst Kantorowicz.

His Frederick has been described as 'the father of the Renaissaunce .... a
ruler rivalling in stature Alexander the Great ..... it was history as pure
poetry'.th Something of the same heroic stature was assigned to Luther by
Bartels (1862-1945) in his 1903 Luthertrilogie and Lienhard (1865-1929) in
his Wartburgtrilogie.

Protestant hagiography of Luther continued to have the greatest influence,
as it had done throughout the 19th century, when Luther was variously described

in school textbooks as 'eigentlicher Volkslehrer', 'Erhalter des Friedens'

or ‘'der grosse Held und Wundermann'.lo5 The great bulk of Luthersagen
collected during the 19th century were also uncritical and adulatory.106 Yet

the late Wilhelmine period is notable for Catholic attacks on Luther's

reputation by Fr. Heinrich Denifle in 19016-9107

1911—12.108 These works, landmarks in Reformation historiography, can be

and Hartmann Grisar, S.J. in

set beside two studies bearing the same title Faust und Luther published
respectively in 1896 by Erich Schmidt and in 1912 by Eugen Wolff. 1In a period
when Goethe's Faust was at last beginning to make its full effect felt, this
Juxtaposition of the great Reformer with his exact contemporary the historical
Faust underlined the special obsession of writers and scholars alike with

the Reformation period. Luther the Protestant national hero was, in a

separate tradition 'kein Mensch, sondern der Teufel selbst in menschlecher

104, Peter Gay: Weimar Culture, Secker and Warburg, 1969, 51.
105. Vollstedt.

106. Heidemane Gruppe lists 272 in VR, 297-324, of which only 23 are
critical.

107, Luther und Luthertum, Franz Kirchheim, Mainz.

108. Luther, 3 vols., Herdersche Vlg., Freiburg-i.-Breisgau.
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109

Gestalt’, or Luther the demonic, irrational Satan-obsessed power-seeker,

conducting (even in Protestant hagiography) exchanges with emissaries of he11.]10

Paul Joachimsen (1867-1928), possibly the leading historian of the period,
found it necessary to stress the withdrawn nature of most of Luther's

'public',life, and his deep spiritual attachment to the monastic side of
Christendom.111

It may be claimed that before Burckhardt, the Italian Renaissance 'myth'
played a much smaller part in German than in French literature. In Germany,
Winckelmann's Greek ideal had provided the most powerful and continuing

imaginative stimulus, at a time when some had regarded the Italian Renaissance

as an 'aesthetic-sensualist' plot to destroy German medieval Christianity.l12

113

By contrast, a common argument igs that in a period dominated by Luther,

Germany was deprived of the full Renaissance experience, thus making the
Franco-Swiss inspired Italian Renaissance dream a compensatory phenomenon.
Yet this unhistorical attitude must be set against the post-Burckhardtian

attempts to push the Renaissance back into the high medieval period, notably

by Konrad Burdach.llh In addition the traditional pride of educated Germans

in their own 'second' renaissance, that of the 18th century, did nol waver,
Like the Italian fifteenth and sixteenth centuries, it was a 'Wiedergeburt!®
in awareness of classical antiquity, leading to a continuing stress on the

'Greek' links of Germany in comparison with other European countries ‘'Latin'

115

links. 'Aesthetic paganism' as a world-view, with the concomitant

problematic attitudes to Christianity, was thus constantly if not consisteﬁtly

109. Fr. Dufreéne. Rudimenta historica (1726) qu. Vollstedt.

110. Cf. Ein schoner Dialogus von Martino Luther und der geschichten
Botschaft aus der Holle (1523), ed. L. Enders, Halle, 1886.

111. Der Reformation als Epoche der deutschen Geschichte, 1951 ed., 26.

112, Adolf Menzel: On German Mythology (1855) qu. Kohn, loc. cit., 96-7.
See also Ch. 4, no. 60,

113, E.g. Lutz Becker: The Listener, 31 January 1974, 137.
114. See Ch. 4, n, 77.

115, Paul Hensel: Montaigne u. die Antike, VBW, 1928, 69, qu. Highet, 367.
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applied to Greece throughout the Weimar period and into that of

Romanticism. Despite Heinse and Ardinghello (q.v. Ch. 4) neither the
Dionysiac view of the Italian Renalssance nor its more sober aspect as

a supreme politico-cultural manifestation can usefully predate, in

terms of literary influence in Germany, their two prophets, Nietzsche of the

one, and Burckhardt of the other.
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CHAPTER THREE: THE OPERA TEXT -

ITS BACKGROUND AND RATIONALE, 1912-33.

Throughout its history, opera has been influenced, at least to a
certain extent, by contemporary literary trends and changes of taste,
Different though the publics for opera and spoken drama are, it remains
true that where both flourish independently side by side - and there were
ninety opera houses in Germany in 1928 - the possibilities of interaction
must be present. Some commentators saw the movement of opera towards the
condition of spoken drama during the 19th century as a tendency to be
applauded. This notion viewed the development from the 'aristocratic'
limitations of its origins as an emancipation in which opera became
increasingly a 'cosmos' and

nacheinander alle Mittel der Bihne riicksichtslos an sich reisst und
dessen Gesetze immer weiniger von der musikalischen liberlieferten Form
des Konzerts, und in immer steigernden Masse (wie im Schauspiel) vom
'dramatischen' Geschehen und ganz individuell von dem jeweiligen Typus des
zu gestaltenden Menschen bestimmt werden.1
Yet where opera is regarded primarily as a musical entertainment, a medium
of escapist fantasy, compared with the more 'serious' matter of spoken
drama, the different criteria may produce an unbridgeable divergence.

One of the vexed guestions of the 1918-33 period was that of opera's
relevance, its ability to make a contribution to the theatre's role as
social critic and commentator. This was directly associated with the
stylistic conflict between the conservative neo-Romantic manner of the post-
Wagnerians and the various 'progressive' idioms associated with Neue
Sachlichkeit.2 The neo-Romantics insisted on opera primarily as a vehicle

1. H. Oppenheim: Die Oper und das Operntheater von Morgen, Mls, Dec
1928, 588,

2. E. Krenek: Opera between the wars, MM, 1943, 102f.
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of sensual intoxication, a heady concentration of mainly solipsist emotion

and supra-rationality. One can find this 19th century 'birgerlich' view in

Mann's Buddenbrooks (1900) when Hanno refers ecstatically to a performance

of Lohengrin and comments with incredulous envy on local people who

evidently visit the opera nightly.3 By a deliberate attempt to make opera

satirical, political, or in other ways socially involved, the younger

composers of the 1920s tried to bring opera in to line with trends in the

spoken drama. Though their 'topical' operas were doomed to a short life, the

idea survived, to re-emerge after 1945, Schiller had warned of the two

‘extremes in 1795 when he said that the listener's or spectator's freedom

from 'dominion' must be the first consideration. 'There does indeed exist

a fine art of passion'’, he declared, '"but a fine passionate art is a

contradiction in terms, for the unfailing effect of beauty is freedom from

passion. No less self-contradictory is the notion of a fine ért which

teaches (didactic) or improves (moral); for nothing is more at variance with

the concept of beauty than the notion of giving the psyche any definite bias.'h
Wagner's insistence on drama's function as the transmission of knowledge

5

through 'feeling' as -the centre of Das Kungtwerk der Zukunft” far from being

an abstraction, was the conclusion of an experienced, practical man of the
theatre, who had at the same time absorbed Schopenhauer's theory of music as
an 'Image' (Vorstellung) of the world, untranslateable into abstract verbal
conce_pts.6 Schopenhauer, nevertheless, disliked opera as an art-form for
attempting too much, It was enough for drama to depict human life on a

limited scale 'correctly and completely' so as to lead to 'a clear and

3. Buddenbrooks, tr. H. T. Lowe-Porter., Secker and Warburg, 1924, 432,-3.
Gustav Falke, also Liibeck-born, similarly recalled the Lohengrin of his
boyhood: 'ein ekstatischer Rausch iiberkam mich, ein Schweben zwischen
Keuschheit und Wollust. Ich fiilhlte diese Musik korperlich!'.

Die Stadt mit den goldnen T&Ymen: die Geschichte meines Lebens,
G. Grote, Berlin, 1912, 124,

4, On_the Aesthetic Education of Man, tr. E. M. Wilkinson and L. A.
willoughby, O.U.P., 1967, Letter XXI1, 157.

5. Goldman and Sprinchorn, 189.

6. Ibid., 179: 'since he who (could do so) would have found ..... a
philosophy to explain the world itself’',
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profound knowledge of the Idea of humanity 1tself'.7 Thus Schoperhauer's
didactic idea was not far from liebbel's, and can be seen as a link in the
chain of German dramatic theory from Lessing Lo the epic theatre of Brecht
which sees drama as an instrument for instruction, information and debate.
Opera's relation to drama in this respect continued to be the subject
of argument. Wagner, far from having solved the question in Oper und Drama,
simply provided an aesthetic theory for the works he already had in his mind...
He stands in the very centre of that tradition of German Romanticism whereby
(as suggested earlier) 'Kunst' means more than simply 'art', a tradition to
which Stefan George, himself hostile to opera,8 was a major contributor. It
was against this tradition that Werfel wrote his novel Verdi (1923) as an
anti-Wagnerian polemic, at a time when his hero's works were gaining fresh
admirers in Germany.9 The distinguished theatre critic Herbert Jhering
could write in 1909 as though opera were in danger of overtaking the spoken
drama as the central theatrical form., Hauptmann's Die Weber, he remarked with

some relief, had found no composer, but Die versunkene Glocke, Salame and

Elektra had all been transformed quickly from straight plays into operas.

Speaking of Verdi's QOtello and Goetz's Widerspenstigen Zahmung as excellent
Shakespearean libretti, he felt it important to warn against the obvious

dangers in operatic adaptation:

¢
Man muss eben alles, was allein Eigentum des Wortdramas sein kann,

entfernen: die breitere Basis, die detaillierte Motivierung und Psychologie,
die nuancenreichere Charakteristik, die hitzigen Wortgefechte und blitzschnell

sich jagenden Wortspiele. Ein solcher vom Anfang an zum Zweck des Komponistens

7. Essays and Aphorisms (1851) tr. R. J. Hollingdale. Penguin, 1970, 159.
Cf. his remark that 'there are no revelations other than the thoughts of
the wise ..... even if these ...., are often clothed in strange allegories
and myths and are then called religions'. 1Ibid., 181,

8. K. H. Ruppel: Die literarische Wandlung der Uper. Melos, 1957, 66-7.

9. Verdi: Roman der Oper, Paul Zsolnay, Berlin, 1924, 'For the youthful
Verdi ..... who had to .,.... write for season and company, the word
'Art' ..... did not have that romantic connotation of the special, of
garret, idealism, mission, standing above men, all that stilted meaning
which was to prove so disastrous to it'. (Verdi, tr. Helen Jessiman,
Jarrolds, 1926, 123).
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bearbeiteter Text ist immer nur als Grundlage gedacht, auf der sich das
Hats erst errichten, er ist nur als Korper geformt, dem die Musik erst
Seele geben 5011.710

The l.ibretto's function and nature was a matter of no doubt to
Herman W. von Waltershausen (1882-195&) who as a composer, and a teacher and
theorist of some influence, had a different standpoint., What, he asked, were
the literary preprequisites of music drama?

'Allem voran steht die Einfachheit und Eindeutigkeit des Stoffes. Alles
psychologisch Komplizierte, Zwiespaltig, Problematische, ja alles, was das
Helldunkel der absoluten Dichtung umfasst, alles Ironische, Doppeldeutige,
nur durch die Stimmungskunst des Wortes Aufzuhellende und zu Erfiillende ist
vom Ubel.’

Waltershausen went further than this attack on ambiguity in opera texts.

‘Alle gestalten (he continued) die zw-ischen Gut und Bdse stehen, sind
zu verwerfen. Macbeth (!), die Helden von Shakespeares Konigsdramen,
Wallenstein, Hebbels Intellektmenschen, Ibsen und Strindbergs Figuren sind
miserable Opernhelden. Je starker ein Drama in der reinen Dichtung steht,
desto opernfeindlicher ist es ..... Uberall, wo dann die 'Literatur' auféngt
ist von Anbeginn ein steriler, luftleerer Raum fiir den Komponisten:11

This view goes back at least as far as E. T. A. Hoffmann, who, again
from experience as a composer, remarked on the mortification caused to the
musician by verbal reflection.12 Music, as Auden has commented, states a
clear case, is 'immediate actuality', and cannot of its nature either allow
self-deception or present characters whose moral gqualities are ambiguous.l3

10. 'Wortdramen als Tondramen', 28 January 1909 in Von Reinhardt bis Brecht,
Aufbau Verlag, Berlin, 1961, Vol. 1, 29.

11. Erfindung und Gestaltung der dramatischen Musik, in J. Miiller Blattau

(ed.) Hohe Schule der Musik: Handbuch der gesamten Musikpraxis,
Vol. 1, Athenaion, Potsdam, 1935, 332.

12, Serapionsbriider, qu. Weill; Busonis Faust und die Erneuerung der
Opernform, Anb,, 1927, 56. Wellesz felt that the work should be
comprehensible even in mime with the text omitted. The Return to
the Stage, MM, 1926, 24.

13,  'Notes on Music and Opera‘', in The Dyer's Hand, Faber, 1963,
470-1.




L4y

Pfitzner, who produced in Palestrina one of the finest of all libretti from
the angle of literary composition, drew attention to the German distinction
between 'ein gutes Buch' and ein gutes Textbuch'; as he says 'hier Gifte an
sich, dort praktische Brauchbarkeit',lh an approach close to that of Schoeck,

15

who saw the text as material for metamorphosis or Schreker, who saw the
textual and musical conception as inseparable and simultaneous. Composers
have inevitably regarded the text from a musical viewpoint, a fact never more
extensively revealed than in the Strauss-Hofmannsthal letters, where the
author's greater sophistication and awareness, his encyclopaedic critical
mastery of European literature, provide the unique value and flavour.16
Unlike most composers, Strauss had a librettist who was frequently opinionated,
patronising or waspishly offhand, but was never ill-informed. It is far
easier, as Marcel Doisy commented, to count the number of good music dramas
than of bad ones since not only do too many composers 'ne se soucient guére
de travailler d'aprés un texte soigné' et acceptent les vers les plus
mediocre de rimeurs saus talent, mais ils semblent en outre de méme pas
attacher 4'importance a la qualité de la construction dramatique a 1tinterét
humain des personnages, a la valeur tragique des situations, dont pourtant
leur musique doit expr&mer les ressorts profonds'.17

It was not Hofmannsthal but Stefan Zweig who felt that the text derives
its life from the spirit (Geist) of the music rather than merely realising
itself through music's expressive means (Ausdrucksmitteln). The relationship
with the deferential Gregor subsequently created the possibility of an opera

14. Vom Musikalischen Drama. Suddeutsche Monatshefte, Miinchen, 1915,
96 (written January, 1908).

15. Schoeck's remarks on the Lied apply equally to opera. 'Das Gedicht ist
gleichsam die Puppe, an der sich das Metamorphose - Wunder vollzieht,
und der dann der Schmetterling, eben das Lied, entschlipft', Othmar
Schoeck im Gesgrach (ed. Werner Vogel) Atlantis Verlag. Zunich, 1965,
87. Cf. also Braunfels' remark: 'Gute Operntexte milissen, gelesen,
Langweilig oder wenigstens fragmentarisch wirken' Anb. 1927, 28.

16. E.g. Corr., 429-35 (1927) on Die Meistersinger, U.v. Liechtenstein and
Turgenev's Smoke.

17. Musique et drame Flament, Paris, 1949, 21-2. But cf. the notion of a
bad well-composed libretto, and its opposite, and the view that a text
is an inseparable part of a total work, and ought to be judged 'nur in
stetem geistigem Zusammenhang des ganzen Werkes geschehen, nie als

getrenntes vorhinein'., Guide Gliick, Zur Beurteilung des Librettes.
Anb., 1921, 202.




45

specifically about the subject by the sharpening in old age of Strauss's
concern over librettistic shortcomings, The 'Kampf zwischen Wort und Ton!

of Capriccio, the Konversationsstiick mit Musik, had featured earlier in the
bourgeois-comedy lntermezzo, that work which, like Ariadne before it, had
represented for Strauss a deliberate striving towards verbal clarity and
intelligibility. It was an aspect of opera increasingly significant to him,
especially when he compared his own orchestral writing disadvantageously with
Wagner's 'dark red carpet'18 or remarked on how orchestiral polyphony over-

19

whelms the 'spoken' word on stage. This preoccupation led to his choice

of an 'everyday' subject in Intermezzo, whose raison d'@tre revolved round

the 'normality' of the dramatic content, and the consequent imperative need
for linguistic transparency. Thus in Intermezzo, the balance of singer and
orchestra was thrown firmly in the direction of the voice, through the

20

domination of the lyrical element by various kinds of recitative. By

offering in Intermezzo and Capriccio representative works of his 'polemical

ironic' side21 as a forum in which to debate the very nature of opera, Strauss
effectively revealed his views on operatic texts in general.

Paul Bekker's influential views, set down definitively in Das
Operntheater (1930) came close to the position held by the composer of
Josephslegende and Intermezzo. Too many operatic scores, he says, are
nowadays simply written, rather than sung, played or danced. 'Es sind
Opernpartituren, die nichts von Theater, von der Blhne wissen.....'22 In a
word, they are not fully realised theatrically. For Bekker, the singing
voice, rather than the person as such is the protagonist of opera, and the
genre's theatrical atmosphere derives less from drama than from the dance.

18. Vorwort zu Capriccio (1942) in W, Schuh (ed.) Betrachtungen und
Erinnerungen. Atlantis, Zurich, 1949, 130,

19, Vorwort zu Intermezzo (1924) Ibid., 114-15.
20. Ibid., 118.

21. The term is H. Fahnrich's in Richard Strauss Uber das Verhﬁltni#xon
1961, 24,

Dichtung und Musik in Mf, 14,
22, Das Operntheater, Quelle and Meyer, Leipzig, 1931, 81.
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It follows that the basis of the action springs less from intellectual
than from corporeal (rhythmic) impulses. In other words 'jede Bewegung des

singenden Mensch ist Ausfluss einer fiihrenden rhythmischenGewalt'.z3

While
the actor is tied only to the text, and is free in the matter of interpretation
the singer's role is much more prescribed, his range of choice far more
limited, being essentially that of 'die Empfindung des komponierenden
Musikers anschaulich zu machen'. He is, suggests Bekker, a 'Nachahmer' or
mimic, of whom the original is the composer himself.zh

For any German critic writing after Wagner, speculation on the nature
of opera had to distinguish between the older form and music drama. Fran
willms, writing in 1926, expressed the common view when he saw the music-
dramatist as seeking a vehicle for dramatic tension and feeling, while the
opera composer's text was primarily a basis for elaborate music-making,
usually of a formalised kind. He drew his ekamples of the latter from the
18th century ('wenn die Zeit ein inneres Verkidltnis zur Antike .... hatte')25
and explained the rise of Romantic music-drama as a consequence of what he
saw as the greater affinity between and spoken drama in the 19th century.
The sharp distinction between the world of Baroque opera and later music-
drama is all the more interesting because Cardillac (here analysed by Willms)
is an opera of insistently closed forms, which is seen as a successful
'attempt to combine dramatic directness with a return to the Baroque tradition.
We are once more faced with the long-debated question of whether music
generates, reflects, parallels or hinders the dramatic flow. Willms answer
contrasts the drama of opera with the strictly musical drama of a Beethoven
gonata movement and concludes:

Die Dramatik der Oper dagegen erwachst stets aus dem Spannungsverhaltnis

zwischen den handelnden Personen: sie ist ein psychologischer, kein

musikalischer Faktor. Die Musik hat gewiSs die MOglichkeit, mit dynamischen

23. Ibid., 21.
24, Ibid., 18,
25. Fiihrer zur Oper Cardillac, Scholt, Mainz, 1926, I.Teil, 9.
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und namentlich mit rhythmischen Mitteln ein der dramatischen Steigerung
paralleles Geschehen zu schaffen, ihr eigentliches Gebie4aber wird stets
die lyrische Episode sein, bei der die Handlung - &usserlich gesehen -
stillsteht. Daneben sind ihr Feld natiirlich alle jene Szenen, die der
Musik als tonenden Hintergrundes bedilirfen, wie Aufziige, Pantomimen oder
Chorszenen.2

This was and is, indeed, an important and widely-held view, but did not
solve the technical problem of word-presentation. Poetry must be the

27 while attacks

obedient daughter of music, it was authoritatively claimed
were made on the opera text's dilution of the 'noble'! iambic pentameter to
the point where it became 'mere' prose or recitative, thus concentrating
musical attention on the orchestra.28 Furthermore, the question of the
work's subject-matter came to occupy a central position in the controversy,
As a corollary to this, the question must be raised of opera's relations
with contemporary literature and drama. How far did the one fertilise the

other? 1In what ways did the writing of opera texts reflect the general

literary history of the time?

II

In a period as rich and complex in literary activity as was Germany
between the 1890s and 1930, it would be dangerous to oversimplify the cross-

currents or to over-delineate the main literary movements. The period begins

26. Ibid., 11, But cf. the curious attack on music in Dags Schicksal der
Musik von der Antike zur Gegenwart by the Georgeans Wolff and Petersen
(Breslau, 1932). Music (nature) and poetry(mind) are contrasted, and
music's proper function is seen solely in relation to poetry or the
visual arts. Beethoven had only a 'mechanische Modell! of the world;
Wagner violated the 'Leibcharakter der Sprache! flooding the world
with lethal 'musikalische Verfliessung'. Ibid., 218. Discussed in
G. R. Urban: Kinesis and Stasis, Mouton, The Hague, 1962,

27. Bekker BSM, 72.

28, Max Steinitzer: Wie Steht es um das heutige Opernschaffen?
ADM, 1923 141,
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with naturalism (one of whose main prophets, Arno Holz, had contentiously
declared art's perpetual tendency as a return to nature) and is dominated

by the figure of Hauptmann. His early plays, Vor Sonnenaufgang (1889),

Einsame Menschen (1891) and Die Weber (1893), all presented by the Berlin
Freie Buhne were the representative works of their time, The cool poetic
neo-classicism of the Stefan George circle and the Jugendstil 'Rauschkunst’'
of Dehmel and his minor contemporaries, overlap in time with the 'aesthetic-
hedonist' movement usually labelled 'Impressionism'. This had many French
roots and included figures as different as Hofmannsthal, Liliencron, Rilke,
Thomas Mann and even George himself. The years down to 1910 also saw the
rapid posthumous rise of Nietzsche's reputation and influence, and also the
strong foreign influences of Dostoevsky and Strindberg. 1910 is the widely

accepted date29

for the beginning of the movement known as Expressionism,
which involved many of the younger writers born from about 1880 onwards,
including those who were primarily poets, like Trakl, Heym, Benn and Werfel
and dramatists like Sorge, Hasenclever, von Unruh, Toller and Kaiser. Though
many of the chief features of Expressionist literature - its gesturing, its
heroic utopianism, its religious strivings and also its fascination with
technical and syntactical experiment - were established before the war, it
was the experience of war which gave the movement its decisive impetus. Such
was the traumatising effect of the war in all aspects that the militarist-
pacifist dichotomy into which pattern Expressionism soon fell ceased to have
much relevance after Versailles, and the movement had exhausted itself by
1923 or 1924, Nevertheless, the war remained the central experience of
European writers for the remainder of the decade, a fact which conveniently
neutral labels like 'Dada' and 'Neue Sachlichkeit' cannot conceal. This
important subject will be returned to later, but first it is necessary to
outline other aspects of opera's literary background at this time which had

nothing to do with Expressionism.
29, Kurt Pinthus dated Expressionism from Werfel's public reading of his

poem An den Leser, in 1910, the final poem in his collection Der
Weltfreund (1908-10), Kurt Wolff, 1911.
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If one theme can be said to connect Hauptmann's early plays and
Wedekind's Frilhlings Erwachen with Kaiser's Gas I and Gas II and Brecht's
Trommeln in der Nacht nearly three decades later, it is the question of
social concern, which paralleled in time the rise of social democracy in

30

Germany.

The later, revolutionary Proletarisches Theater of Piscator has
been contrasted with the 'symptomatic or allegoric!' qualitie531 of earlier
Naturalism, Recent commentary on German Naturalist drama has stressed the
indecision and political reservations of the Berlin Naturalists, notably
Holz, but also Hauptmann himself, their fear and dislike of the city, and

their tendency to turn their plays into Kiinstlerdramen, the protagonists
32

being extraordinary individuals in a problematic social situation. Thus
hard on the heels of Florian Geyer, Hauptmann's 'Bauerndrama'’ came Die

versunkene Glocke: ein deutsches Marchendrama (Berlin Deutsches Theater,

2 December, 1896) which in Georg Vollerthun's operatic version was to be one
of the two most successful translations of a play into the opera house during
the decade before Salome. Before 1914, Hauptmann had written several plays
apart froﬁ this one which leaned markedly away from Naturalism and towards

a dreamlike symbolism, The first of these, Hannele: ein Traumdichtung dates

from 1894, another, Der arme Heinrich: ein deutsche Sage from 1902 (Pfitzner

had used this hallowed subject in his first opera seven years earlier) while
in 1906 he wrote Und Pippa tanzt: ein Glashiittenmarchen. As will later be
shown, this has a certain bearing on Schreker's Das Spielwerk und die
Prineessin, apart from being seriously considered as a text both by Schoenberg,
and later, after Wozzeck's completion, by Berg. Hannele (later Hanneles
Himmelfahrt) was adapted as a two act opera in 1926-7 by Paul Graener, for
whom his brother Georg wrote the text. Ex 1 demonstrates Graener's post-

Wagnerian chromatic style in this work at the point where the Diakonissin

30. Hauptmann's 'compassion' has been contrasted with Brecht's 'reassembly!’
as a 'dramatic strategy'!. Cf. Leroy B. Shaw, The Playwright and
ilistorical Change. Wisconsin U.P., 1970.

31. Lutz Becker in The German Proletarian Theatre and E., Piscator, Deutsche
Akademie der Kilnste Piscator Exhibition Catalogue, 1920-66, 17.

32, John Osborne: The Naturalist Drama in Germany, Manchester U.P.,
1972, esp. Ch. 4,
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announces to the young Hannele that her end is imminent; the chord sequence
distantly recalls Briinnhilde's sleep motif from Die Walkiire. Another, more
recent play turned into an opera by Graener in 1920 was the 'Scherzspiel’
Schirin und Gertraude of 1913 by Ernst Hardt (1876-191&7).33 This treated in
a lighthearted way the Graf von Gleichen theme of the triangular marriage,
used in a more tragic context by Hauptmann in Johannes Vockerat's menage in

Einsame Menschen and by Wassermann in the composer Daniel Nothafft's

household in the novel Das GansemZnnchen.

Graener was primarily a lyricist, and was, like Strauss, a prolific
song composer., His operatic career closely parallels in time that of his
older contemporary, though at no time, of course, did he remotely approach
Strauss's worldly success. While it was Strauss's great good fortune to find
in Hofmannsthal a congenial librettist who was a major literary figure in
his own right, Graener's relationship with his school-inspector friend Otto
Anthes (1867-1954) provides another, if less spectacular instance of a long
and close composer-author collaboration. It endured from their chief success

Don Juans letztes Abenteuer (191&)3“ down to Graener's last opera, the short

Schwanhild of 1941. Also brought up within the stylistic orbit of Wagner,

Liszt and Brahms was Eugen d'Albert, whose theatrical style was less ponderous,
more fleet-of-foot than Graener's. From 1893 to his death in 1932 he produced
21 operas, of which Tiefland (1903) was the only German opera before 1933 -
other than Kienzl's Der Evangelimann - to rival Der Rosenkavalier in popularity.

35

Apart from the occasional revival of Tiefland, none of d'Albert's operas

outlived their own time, and his chief obituarist in 1932 found it easier to

admire his prodigious pianism than the quality of his operatic output.36

Nevertheless, d'Albert has a special significance here, since his career
enables one to observe the interaction of a leading stage composer with those

33. Hardt's play Gudrun (1911) inspired the text of Klenau's first full-
length opera Kjartan und Gudrun (1918).

34, Cf. Skraup, loc. cit. 196.
35. It remained in the Berlin Staatsoper repertoire until 1952,

36, Karl Holl: d'Albert gestorben Auft., 1932, 80-83.
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figures on the fringe of the literary world who for the most part provided
libretti on request. Few were really significant authors in their own right,
and though it would be easy to dismiss them as hack writers, they were
invariably widely-travelled men with extensive literary interests. A composer
like d'Albert, possessed of enormous facility, but artistically unambitious,
and temperamentally unselfcritical and unreflective (one is reminded a little
of Saint-Saéns) found it an easy matter to move from one text-writer to
another. These men were sometimes professional journalists, like the
Budapest-born Rudolf Lothar (1865- after 1933) who wrote five texts for
d'Albert between 1903 and 1912, including that of Tiefland, based on the

drama Terra baixa by the Catalonian poet Angél Guimera., Lothar also wrote
fiction and a large number of stage cﬁmedies (Lustspiele) from Frauenlob
(1895) to Der Papagei (1931) two years before his enforced emigration.37
Another journalist was the Alsatian Ferdinand Lion (1883 - ? ) who after
1933 worked with Thomas Mann in Ziirich on the periodical Mass und Wert. Best

known as the librettist of Hindemith's Cardillac (1926, after Hoffmann's

Die Friulein von Scuderi) Lion also wrote the text of d'Albert's Der Golem,

produced at Frankfurt in the same year as Cardillac, and based on a token
well-known novel dating from 1916 by Gustav Meyrink. A third journalist who
worked with d'Albert was the Czech Richard Batka (1868-1922), music critic

of the Wiener Fremdenblatt, who used Heinrich Lilienfein's play Der Stier von
Olivera as material for an opera set in the Peninsular war, with a highly
coloured Franco-Spanish background, produced at Leipzig in 1918,

The several librettists of the period associated with the Berlin
ﬁberbrettl (cabaret) are a little better known. One, Ernst von Wolzogen
(1855-193&)38 wrote Feuersnot for Strauss, and in 1909 published it independently
as 'Ein Singgedicht', Another, the Orientalist Otto Julius Bierbaum (1865-1910)
37. Lothar also wrote an early study of Ibsen (1902), and a survey of

contemporary German drama (1905). He provided the texts of Baron
Franckenstein's opera Li-Tai-Pe (1921) (see Ch. 6) and Graener's
Friedemann Bach (1931). Financial considerations prevented Lothar from

Providing (at d'Albert's instigation) a text for the young Schreker in
1902-3. Paul Stefan, Anb., 1920, 10.

38. Unconnected with the Wagnerian disciple Hans v. Wolzogen (1848-1938),
translator of Greek tragedy and librettist of d'Albert's earliest success

Elauto Solo.
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was director of thé Freie Biihne and co-founder of the Jugendstil art
periodical Pan. Bierbaum had offered Strauss texts (Lobetanz and Gugeline)
which were rejected and subsequently set by another Munich composer, Ludwig
Thuille. Much of Bierbaum's other literary work, reflecting Bohemian literafy
life in turn-of-the-century Berlin, had been influenced by Hﬁysmans and
especially by Wilde. The ﬁberbrettl's historian was Hans Héinz Ewers (1871-
1943) who wrote Das Cabaret in 1905 in the middle of a literary career devoted
to the exploitation of phantasmagoric sensationalism under the influence of
Hoffmann and Poe. Before his best known work, Vampir: ein verwilderter Roman

in Fetzen und Farben appeared in 1921, Ewers collaborated with another

ﬁberbrettl performer, Leo Feld (1869-19210)39 on the text of d'Albert's opera
Die toten Augen, a Puccini-esque work which was a wartime succes dlestime
for the composer. It may be (though this is unlikely) that Ewers and Feld
knew of Halé#y's opéra-comique L'Eclair and Tchaikovsky's Iolanta, both of
which use blindness as a vehicle for dramatic effect. Die toten Augen can
also be related to the German taste for biblical drama - Stefan Zweig's
Jeremias (1917) and Beer-Hofmann's Jakobs Traum (1918) are closely
contemporary with the work - to which genre d'Albert had contributed in his
one-act Kain (1899-1900)“0. Alone among d'Albert's operas, the human drama
of Die Toten Augen, set in Jerusalem in the lifetime of Christ, has a double
aspect connecting it with a classical myth. The beautiful Greek woman,
Myrtocle, who is blind, is married to the Roman legate Arcesius.who, unknown
to her, is ugly and misshapen. They are explicitly linked with the story of
Amor and Psyche, told by Arcesius to Myrtocle when he first met her on the
shore at Corinth.
Of all d'Albert's literary friendships, however, the strongest was that

with Karl Michael Freiherr von Levétzow (1871-1945) like himself a wanderer
of mixed (Mecklenburg-Bohemian) parentage, and also closely associated with

Wolzogen and the Uberbrettl circle., 'Hatte ich nicht Hofmannsthal gefunden!

39. Brother of Lehar's Victor Hirschfeld (1858-1940)
40. Text by Heimich Bulthaupt, poet of Bruch's Achilleus and Leonides.
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Strauss is reported to have said, 'so hatte ich gerne mit Levétzow gearbeit,et.'l‘1

Hans Gal, who at the age of 29 met Levétzow in 1920 and later collaborated
with him on two operas of his own (see Ch. 6) looks back on him with
affection and admiration:

'Levétzow ..... was a genuine }ohémien, unable to adapt himself to any
regular kind of occupation or vocation, but the most gentle, noble and
humane character one could imagine, with the most comprehensive classical
education and the widest possible background of knowledge and information.
What I admired in him was his unlimited, though often uncontrolled, inventive
imagination.' b2
Curiously, Levétzow is now remembered in connection with Schoenberg's Op. %

songs of 1898, settings of his poems Dank and Abschied. Yet his dramatic output

was considerable, ranging from his tragic pantomime Pierrots Leben, Leiden

und Himmelfahrt (1902) to his final work, the Laienlegende entitled Rembrandt
unter den plinden, the manuscript of which the old man handed to the Sudeten
scholar Fritz Fetzmann for (sadly unfulfilled) production at the Wiener
Burgt.heat.er."'3 His biggest triumph as a librettist was in 1936 with Enoch
Arden, written for Gerster. Earlier, however, he had written three texts

for d'Albert, including Scirocco (1919) characteristically set in the

contemporary Middle East, and the opera grottesca Die Schwarze Orchidee of

1928, Set in New York this work attempts to profit from the fashionable jazz
idiom of the period, perhaps emulating Jonny spielt auf; the four protagonists
were strangely cast as two sopranos and two tenors,

d'Albert's approach to opera, despite the Apuleivs motif in Die Toten

Augen, was at the furthest pole from the mythic among German composers of the

41, W. Waldstein, Hans Ga4l. Lafite, Wien, 1965, 40.

Hofmannsthal also had confidence in Levétzow. Cf. Corr., 197-8
(2.6.14)

42, Letter to the writer, 9 August, 1972.

43, 'Ein Gesamtkunstwerk aus Wort, Ton und Licht, das von innen heraus
leuchtet wie die Bilder Rembrandts. F. Felamann. K. M. v. Levetzow:
Leben und Werk. Jahrbuch des Wiener Goethe-Vereins, 60. Bd., 1933,
161.
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period. For him 'alles war dieszeitig'hh as his final work Mister Wu
m'oves.l‘5 His eclecticism led to a situation in which 'die dramatik wird
zum leeren Pathos, die wahre Empfindung sinkt zur fast operettenhafte Geste

ab'.l‘6 Such a passage as Ex., 2, near the close of Die toten Augen, arresting

though it is, owes everything to the Italianate manner which was d'Albert’'s
operatic starting point. Equally, a passage such as Ex. 3 is an immediately
memorable idea, its C major solemnity, like an echo of Sachs in lie
Meistersinger, creating an analogous mood as the Prague rabbi returns the
dangerous robot Golem (with whom his daughter Lena had developed an under-
stanging) to its original inanimate condition., The symbolic occultism of

this work, however, could not ensure its survival, any more than could d'Alberté
attractive but derivative music, Five days before Der Golem was staged in
Frankfurt, Fritz Busch had brought Cardillac, Hindemith's first full-length
opera, to production at Dresden. In March, another product of the postwar

ethos, Wellesz 'Die Opferung des Gefangenen, had reached performance at

Col:ogne - the work of a composer diametrically different in kind from d*Albert.
Subtitled 'ein kultisches Tanzdrama', this work was based on a text of
1913 by Eduard Stucken (1865-1936). It was less an opera than a staged ritual
leading through a series of choruses and dances to the death of the captured
Mexican prince Cavek Quiche at his enemies' hands. Stucken, an exact
contemporary of the orientalist Bierbaum, had a pronounced taste for the
occult, as shown in his four volumes of Astralmythen (1896-1910) and also
shared the background of international travel in the lives of Lothar,
Levetzow and Ewers, By the time he produced his best-known work, Die Weissen
GOtter (based on Prescott's history of the Spanish conquest of Mexico) in 1918,
by, Willibald Gotze: Studien zur Formbil@j_g der Oper, M. Bronner, Frankfurt,
1935, 23. Gotze quotes Verdi's letter to Antonio Somma in his search for
opera texts 'mit wirklich schonen und leiden. Schaftlichen Situationen -
vor allem leidenschaftlich' as having special application to d'Albert.,

This is still true despite the historical w1ndowdress1ng of such works as
Revolutionshochzeit and Mareike von Nymwegen,

45, Levﬁtzow, using the pseudonym M. Karlev, prepared a text from Vernon and
Owen's play. Leo Blech completed the score.

4o, Helmut Wirth, MGG, I, 294-5. See also App. A. A detailed, adulatory
biography by Wilhelm Raupp appeared in 1920, See Bibliog. (V).
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Stucken had already written a number of crypto-Tennysonian plays on highly-
coloured themes from medieval romance, collectively called Der Gral. His
interest in literature of this type had led him to translate the Abbe
Brasseur's French text of 1862, duly published by Hofmannsi’.hal.h7 The
primitive, pre-Aeschylean quality of the action is, the composer admitted,
what drew him to this drama, rather than the Mexican colour as such.h8
Though this was retained (as in Aravantinos' designs for the Magdeburg
production) it was the combination of statuesque ritual and integral
choreography which made this a work of its time. Die Opferung can thus be
related both to the Handel revival (led by the producers Hanns Niedecke

Gebhard and Oskar Hagen at Géttingen and Miinster) and to the increased

postwar stress on ballet, the 'Ausdrucks-Tanz', 'Tanzgruppe' and 'Bewegungschor

of Rudolf von Laban and his disciple Mary w1gman.h9

BEx. 4, in which the
Chief of the Elders addresses the Prince, and Ex. 5, from the Chorus of
warriors' theme, illustrate this sombre, hieratic quality which was to

reappear in Stravinsky's musically and dramatically more wide-ranging Oedipus

Rex a year later.

III

1926 thus represents the decade's watershed. Apart from Die Opferung
and Cardillac, the year saw the composition of three one-act operas by Krenek,
and the first appearance of a stage work by Weill- his setting of Der
Protagonist, a play by Georg Kaiser with a substantial role for musicians,

first performed at Breslau in 1922, They mark the beginning of what has been

47, Neue Deutsche Beitrige, 1924,

48. Aub., 1926, 8-13. But Der Feuerreiter (2 Jg., Heft 1, (1922) 19-25)
carried George Zivier's translation of the same Brasseur text had
appeared, with the Mexican title Xahoh-Tun retained. Zivier described
the work as a ‘dramatische Tanzgestaltung'.

49, Incorporated into some unlikely works, e.g. Kaminski's Jlirg Jenatsch,
qe V. Ch, 5.
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termed the era of Diskussionstheater50 and the Maschine-Mensch.

Quantitatively, 1927-9 represents the peak of postwar opera production in
Germany - there were 60 premiéres in 1927-8 and 43 in 1928-9, falling to

51

30 in 1929-30 and 24 in 1930-31, - but the deteriorating political and

economic atmosphere was reflected in the tone of pessimism which was
increasingly noticeable in many new works.52 Technically, this sudden
explosion (of new productions as well as new works) is closely related to
the astonishing wealth of production and design talent, about which something
should be said here., Max Reinhardt's great era (he had succeeded Otto Brahm
as Director of the Berlin Deutsches Theater from 1905) was essentially

that of the pre-war years, but the power of his personality and the immense
range of his talents as a man of the theatre, survived the influence of
post-1918 period.53 Reinhardt's genius as an inspirer of actors, as a
director of ensembles and creator of spectacular effects (most famously

in Oedipus Rex, the Oresteia, Vollmoeller's Das Mirakel and Hofmannsthal's

Jedermann) together with his feeling for music in the theatre,su

made him

the most charismatic theatrical figure of his time. He remained in Berlin

until 1933, despite disappointed hopes of returning to Vienna in 1922 as

Director of the Burgtheater and of becoming President of the Salzburger

. . 35

Festspielgemeinde.
After the war, the first new influence was that of the Swiss theorist

and Wagnerite Adolphe Appia, who in Musik und Inszenierung (Dresden, 1899)

had proclaimed:

50 K. H. Worner: Musik der Gegenwart. Schott, 1949, 237.

51, Alfred Einstein: German Opera, Past and Present, MM, 1934, 67.
52. Panofsky, op. cit., 104 f.

53. Julius Bab: Das Theater der Gegenwart, J. J. Weber, Leipzig, 1932,
127-8. Single-handed, he transplanted to Berlin the 'sensual' Viennese
theatre with its 'Freude an der verwandelten Gestalt', its 'bunte
Mannigfaltigkeit der Szene', its 'Gewirr hundertfacher Klange'.

54. Ibid., 136,

55. Corr., 348-9 (20.3.22) and 357 (12.9.22). Also HvH Aufzeichungen,
325-49 (New York articles of 1924), He was for Hofmannsthal the
'vollkommene Visionar der Bilihne'. (ibid., 349).
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'Music and music alone can coordinate all the elements of
scenic presentation into a completely harmonious wﬁole in a way
which is utterly beyond the capacity of our unaided imagination'.56
Appia's ideas on the dramatic use of light and shadow (to which the
influential Gordon €raig was deeply indebted) were, however, his contribution
to the development of production techniques after 1918, and were carried out
by him in the famous productions of Tristan at Milan (1923) and Walkiire at
Basle (1924), much to Cosima Wagner's indignation. Many of the ideas of
Meyerhold and Tairov also directly affected the German theatre, and could be
seen 1in such celebrated productions as Leopold Jessner's 'Hamlet im Frack'
(with a pipesmoking Hamlet in plastic coat and seéman's helmet) and Erich
Ziegel's modern-dress version of Die Rauber in Hamburg. Arthur Maria Rabenalt
who with the designer Wilhelm Reinking mounted 54 opera productions in
Wirzburg, Darmstadt, Mamnheim and Berlin between 1926 and 1933 went so far
as to say

Der Dienst an der Kunst beginnt damit, ihre aktuelle Ghltigkeit
dem Gegenwartsmenschen nachzuweisen, statt sie unter sorgfaltiger
57

Rilcksichtnahme auf ihre zeitverwurgelten BedingTnisse zu pflegen.

It was Reinking who designed the set of Hindemith's Zeitoper Neues vom Tage

and at Darmstadt in 1930 treated in similar fashion such hallowed works as
Der Freischiitz and Lortzing's Der Wildschiitz. In 1928-30 another leading
producer-designer team, Renato Mordo and Lothar Schenk von Trapp were given
a free hand by the Darmstadt Intendant Carl Ebert in their untraditional

versions of Lohengrin and Der fliegende Holldnder while Rabenalt and Reinking

were producing Lucia di Lammermoor with silent-film subtitles. This technique,
first used in 1924 in the Munich production of Brecht's new play Edward II
later played an important part, not only in the Brecht-Weill stage works, but

in the influential Claudel-Milhaud Christophe-Colomb. The professional

56. tr. Lee Simonson in The Theo of the Modern Stage, ed. Eric Bentley,
Penguin, 1968, 29, (orig. in The Stage is Set, Harcourt, Brace, 1932.)

57. qu. Panofsky, op. cit., 127.
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designers, like Alfred Roller, Emil Pirchan, Panis Aravantinos, Theo Otto,
Oskar Strnad, the experimentalist Oskar Schlemmer and, later, Caspar Neher,
with such producers as Otto Erhardt, Ewald Dilhlberg, Gustav Grindgens, Hein
Heckroth and Franz Ludwig HOTth, were joined by Walter Gropius and Laszlo
Moholy-Nﬁgy from the Bauhaus. Gropius' Patent Theatre of 'Grosse Raummaschine'
dispensed with the proscenium curtain, placing the spectator in the midst of
the action. Moholy-Négy designed the Krolloper's Madama Butterfly and

Hof fmanns Erzahlungen in 1929, using in the former an elaborate play of light
and shadow and in the latter a steel structure, surrealist figures and film-
clips.

Against this background of intense experiment, innovation and passionate
theatrical involvement, it is easier to approach the relationship between
opera and the rather earlier Expressionist movement in the theatre. A case
can be made for regarding the collaborations of Brecht and Weill (and, indeed,

a work such as Brecht and Eisler's Die Massnahme)as legitimate extensions of

the Expressionist movement proper, in that they continue the themes of
grotesquerie and doomladen despair to be found in the spoken dramas down
to around 1922. By the same token, one can relate the pre~Expressionist
Salome and Elektra to Berg's Wozzeck and Lulu, generally regarded as the
chief Expressionist contributions to opera, as elaborate studies in extreme
pathological states, especially those associated with morbid sexuality and
hysteria. By these arguments, the social iconoclasm of Wedekind may be
allied to the more explicitly revolutionary iconoclasm of his disciple and
admirer Brecht: the luridly melodramatic world of Lulu58 may not be far,
from the sordid underworld of poverty, intrigue and violence in the
Dreigroschenoper and Mahagonny.

Yet, by 1926, all the signs indicated that the so-called 'movement' was
over, and that despite the inevitable echoes, the 'Idealisierung des Menschen'

at the heart of the essentially youthful Expressionist theory had been

58. Wassermann's Karen Engelschall in Christian Wahnschaffe is a 'degraded!
prostitute of another type.
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overtaken by events.59

Wozzeck, first performed in December 1925, was a
stylistic descendant of Erwartung and Die glﬂckliche Hand, first performed
as late as 1924, but dating from before the war. None of the works in
between made a comparable impact. 1In this sense, despite the impressive
cross-fertilisation between the arts at this period (such as Schoeriberg's
practical links with the Blaue Reiter painters and Kokoschka's dual role as
artist and playwright) the direct effect of spoken drama on opera between
1910 and 1924 was a tenuous, even a marginal one. Iwan Goll's insistence on
the fight for 'Licht, Wahrheit, Idee, Liebe, Giite, Geist',60 Kasimir
Edschmid's declaration that 'ein neues Weltbild musste geschaffen werden' in
which 'alles bekommt Beziehung zur Ewigkeit'61 along with numerous other
utopian formulations of the war period, must undoubtedly have met with the
approval of Schoenberg and Berg. Yet it is difficult to see how Expressionist
drama's austere structure and paredPown, declamatory language, its visionary
mood and propagandist intent, could have, on its own terms, found truly
fruitful correlatives in music theatre., At the movement's height, Max Deri,
comparing the various artistic treatments of natural objects, observed:
Der Expressionismus ..... erreicht jene Intensitidt und

Spannung der Geflihle, jenes sturmhaft Ausbrechende und blutig

Bewegte, das zur Erganzung jener klassischen Ruhe von Zeitspanne

zu Zeitspanne immer wieder notwendig, immer wieder so ersehnt wird.

Er erhoht die Spannungen der Gefithle, sprengt alle Fesselungen an

Naturmogliches, bricht alle Damme klassigistischer Gebundenheit,

fﬁhrt die Gewalt des Geflihls in der Expression zu fast schrankenloser

?(f::"ékstatik.Gz

This 'heightening of the tension in states of feeling' is the chief

59. E.g. H. Strobel: 'Neue Sachlichkeit' in der Musik. Anb., 1926, 254-6

60. 1917: qu. in Horst Denkler: Das Drama der Expressionismus in W. Rothe,
Expressionismus als Literatur, C. Francke, Bern 1969, 128. '

"
61, Uber den dichterischen Expressionismus (Herbert 1917) in Frihe Manifeste,
Wegner, Hamburg, 1957, 32-3.

62, Naturalismus, ldealismus, Expressionismus in Deri, ed. Einfllhrung in
die Kunst der Gegenwart., E. A. Seemann, Leipzig, 1919, 65,
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common characteristic of all Expressionist plays: it is also the common
characteristic of Die gliickliche Hand (1909-12) and Wozzeck (1914-22),
The difference between these two lies, of course'less in their musical style
than in their dramatic range. Schoenberg's one-act 'Drama mit Musik' is a
subjective dream, in which artist (Der Mann, or authentic conscience)
woman (eroticism) and other man (Der Herr, false conscience)63 are enjoined
in a struggle for self-realisation. The artist's ethical superiority and
longing for beauty, the woman's weakness in returning to the other man
amount less to drama than to continuous nightmare, which the role of the
chorus and the elaborate pattern of changing colours prescribed by Schoenberg
serves only to reinforce. As in Wozzeck the emphasis is on inner power and
outward loss. The Chorus addresses the artist:

Immer wieder Hingst du deine Sehnsucht

An Unerfilllbare

immer wieder {iberlasst du dich

den Loklungen deiner Sinme

die das Weltall durchstreifen,

die unterirdisch sind,

aber irdisches Gliick ersehnen.
- words which might almost have been addressed to the soldier Wozzeck,
equally surrounded by harshness and indifference, in sexual thrall to a
treacherous woman and powerless to prevent eventual disaster. Berg's opera,
however, not only uses a literary masterpiece as its foundation (Buchner's
play was first perforwed in Munich in 1913) but gains its effect historically
through the Great War, experience of which was inevitably (if rather

fortuitously) related to it, Despite the element of post hoc ergo propter hoc,

there is in Wozzeck, therefore, a social context, as well as an immediacy of
impact, which Expressionist drama, trumpeting the virtues of the 'aktivesr
Geist' strove, usually with limited success, to achieve.Gh

63. These useful terms are those of Leibowitz. Op. cit., 401.

64, Max Martersteig: Das jingste Deutschland in Literatur und Kunst in
Deri, ed., op. cit., 2-25, esp. 17 and 19.
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One of the most important means through which Expressionist playwrights
chose to formulate their apocalyptic message had from the beginning been

that of classical mythology and history. Kokoschka's Orpheus und Eurydike

apart, the bes-known examples are Hasenclever's Antigone (1917) and Werfel's
Die Troerinnen (1915) based on quite opposite ideas of heroic self-sacrifice
and the 'duty to live'.65 Less directly related to the war experience is

Kaiser's Der gerettete Alkibiades, written over a period of ten years (1910-

20). In it, the crippled Sokrates and the young warrior Alkibiades, whose
life Sokrates saves by self-sacrifice, represent the principles of thought
and physical action.66 In almost all dramas of the period, including even
Sorge's Der Bettler, written in 1912 and performed in Berlin in 1917, the
background of the war proved to be of critical significance. It intensified
the impulse towards searching self-questioning, the reduction of characters
to abstract generalised types, or even spirits, on a stage as bare as
possible, with the maximum use of lighting-effects,67 the creation of a mood
of mounting ecstasy and a preoccupation with the idea of individual and
social regeneration. Kornfeld's Himmel und HGlle (1919) and Barlach's Der
arme Vetter (1918) each stress the horror of the 'real' world of suffering,
madness and death, and the need for spiritual 'purification', while Unruh's

Ein Geschlecht (1917) and Toller's Die Wandlung (1917) demonstrate the

optimism of new life and rebirth from the gloom and despair of war, one
through a shattered family, the other through a soldier turned pacifist
social revolutionary.

In the Epilogue to his 1913 play Die Verfiihrung, Kornfeld had urged

his potential actor to 'stretch his arms out wide and with a sense of soaring
speak as he has never spoken in life' and in striving to achieve oneness to
65. Cf. also Clara Viebig's 1917 novel Die T8chter der Hekuba, Getrud

Fauth's play Agamemnon (1920) and the slightly earlier plays of Sorge
(Odysseus, Prometheus) and Rudolf Pannwitz (Dionysische Tragddien).

66. Neher turned Die Biirger von Calais (1913), Kaiser's other play on the
theme of self-sacrifice, into an opera text in 1938,

67. Notably in Craig's 1908-10 Strindberg productions.
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'be nothing but a representative of thought, feeling or fate'. He
concludes

'The melody of a great gesture says more than the highest
consummation of what is called naturalness. Let him think of the
opera, in which the dying singer still gives forth a high C and with
the sweetness of his melody tells more about death than if he were

. 63

to crawl and writhe.....'

This invocation of Kornfeld was made when Rudi Stefan, then aged 25, was

working on the music of Die ersten Menschen, his two-act opera on Otto

69

Borngraber's 1908 text. Stefan was killed in Galicia in 1915, while

Borngraber, born in 1874 and Dramaturg of the Berlin Neues Theater, died in

1916. Borngraber was deeply affected by the post-Darwinian 'monistic'
theories of the Jena zoologist Haeckel; among his other plays (mostly

subtitled Trauerspiel) is Gottfreies Menschentum of 1909. Yet the 'erotisches

Mysterium®' Die ersten Menschen, with its tight, gesturing text and combination

of warm lyricism and post-Elektra nightmare in the music is the only opera

of the war period which canlbe associated directly with literary Expressionism,
The 'father and son' theme exercised many writers of the period. Hasenclever's
best-known play Der Sohn deals with the subject, but was preceded by
Gunsbourg's one-act play Le vieil Aigle of 1909 (after Gorki), one of Stefan's
earlier sketches, and René Schickele's novel Der Fremde, in which the incest
motif used by Borngrdber (one which also preoccupied the poet Trakl) is the
main theme, Patricide and incest later figured in Arnold van Bronnen's
sensational novel Vatermord of 1920, the year in which Die ersten Menschen

was first performed.70 More specifically, the Cain and Abel story had been

71

used by d'Albert in 1899°'" and by Felix Weingartner in an opera of 1914,

68. Tr. Joseph Bernstein. In Sokel, W., ed. An Anthology of German
Expressionist Drama. Doubleday, N.Y., 1963, 7-8.

Composed between Summer 1911 and Summer 1914, Karl Holl, ADM, 1923, 200,
In Frankfurt, later at Baden-Baden and Bochum.

d'Albert's Kain curiously anticipates the Expressionist mood in his
final cry: In selbst geschlungen Fesseln gefangen/sich ich in's Elend/
ich, der Schuldige/ich, der Stinder,/ich der Mensch.
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while the minor playwright Friedrich Koffka wrote a Kain drama in 1917.
The timeless, almost abstract setting of Stefan's opera, with its
'Urlandschaft!, 'Felswildnis', 'Steinplateau' and 'unendliche Leere des
Raumes' relates it to several key contemporary plays, and though the 'cross-
symbolism' present in them must not be confused with the pre~Christian
setting, that fusion of eroticism and mysticism which has been discerned in
some literature of the time, (notably poems of Werfel and Heynicke) is the
opera's main theme.

The 'merkwirdig heisser Atem' and 'rastloses Drangen' felt in this

72

score at its first performance, reflects a dramatic situation which
focusses sharply on erotic tension, yet asks more general questions about
the ethical bases of human relationships. Chawa (Eve), bored, tense and
uneasy with her ageing husband Adahm is the figure to whom the three men
relate. Kajin's sensuality is directed towards his mother, whose deepest
tenderness is felt for the inward-looking God-seeking Chabel. Thus the
division is placed firmly between mother and elder son, each seeking sensual
release, while father and younger son, looking beyond this, find their
deepest satisfaction in work, prayer and communion with nature. The
situation between hugband and wife is stated thus at the outset:
Chawa: Immer ist ernst Adahm. Chawa ist traurig....
Aber den Frithling drang in Chawas Leib.
Ihre Glieder schwellen, ihr Busen wird weit
und wolbt sich und wogt und hebt sich und bebt
und mdchte springen vor sehnendem Drang!
Zu dir, Adahm! Chawas Sonne!
Adahm: Herbstsonne. Wisse Chawa endlich,
dasskuch sie nun herbstet.
Chawa (wild): Fritlhling oder llerbst, es gibt mir gleich!
Zu allen Zeiten flutet mein Leben!

Zu allen Sonnen gliiht meine Glut!

72.  Bekker: Klang und Eros (G.S., 2), 108.




64

Kajin's declamatory style is in keeping with his restless spirit, as Ex. 6
illustrates. Adahm, wise and tolerant, is ultimately reunited with Chawa
in the opera's 'new dawn' close, an ending which can be compared with the

close of von Unruh's play Ein Geschlecht, where a family torn by death is

given through sulfering a feeling of renewed purpose. 7The final bars (Ruhig)
of Ex. 6, which recur in the score, symbolise Adahm's inner peace. Yet he
is also shrewdly realistic:

Es bleibt ein Bruch in der Welt,

Chawa verlangt, und ich Kann's ihr nicht geben

und sie gibt mir nicht, wonach mir verlangt.

Kajin schreit und weiss nicht wonach!

Chabel, unlike his sensual brother, first appears on a height moving

'as though in a dream', his voice 'suspended, far-off'. His mystic character
is revealed in his opening words, delivered in psalmodic style.

Herrliches seht mein Sinn

wann in stillen Nachten

er steigt gen hoher Haine Dach

iiber schweigende Gipfel hinweg

in lauschender Sterne Licht.
lle feels deep communion with the 'earth-spirit' which he can only call God.
This is portrayed by Stefan in a remarkable passage (Ex. 7) of bare fifths
on trombones and tubas, solemn harp octaves, high woodwind, followed by
muted violins and trumpets. It is ironic that the deathblow struck by Kajin
in Act 2 should be provoked by Chabel's gradual realisation of his own desire
for Chawa and its eventual expression., After Kajin's swinging blow (Ex. 8)
Chabel's last, whispered words: 'das ... Leben .. geb'ich ,. dir ... mein ..
Gott' are a surrender to spirituality, reflecting the nature-mysticism of the
whole work. Chabel's body is burnt on a funeral pyre in an act of symbolic
consummation. Kajin's unresolved sensual search, of which Ex, 9 (an inverted
B flat minor chord against a repeated A) is the recurrent motif, continues.

His last (off stage) cry is 'Sterben, lasst mich sterben'an dem wilden
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slissen Weib', As dawn breaks, Adahm and Chawa walk slowly towards the
rising sun.

The inexhaustible theme of Eros and Creativity, which had figured in
Die gliickliche Hand and was in another form present in Stefan's opera,
reappeared in a further guise in Franz Schreker's Christophorus, oder

'Vision einer Oper', composed in 1924~7,. It was dedicated 'To Arnold

Schoenberg, in friendship', and may quite possibly have been influenced by

73 The work (still

the appearance of Schoenberg's score around that time,
unperformed) is imbued with the quietist philosophy of Taoism. In addition,
the Eros-Creativity theme is also that of Der ferne Klang (1903-10) the work,
likewise set in the preéent, which had established Schreker's reputation

in 1912. Yet Christophorus is also the nearest Schreker cameto writing an
opera of apocalyptic tendencies akin to Expressionism, albeit that of

Kornfeld, Wolfenstein or Friedrich Koffka.7h

It is a Zeitstiick, and also a
phantasmagoria. The Zeitstiick aspect derives from its ostentatiously
contemporary setting, with the musical pedagogue Meister Johann surrounded
by his devoted pupils in the Vorspiel and §g§hsgie1, and other identifiable
personae like the music critic Starlmann, Dr. Hartung, the hypnotist Abbé
Caldani and the medium Florence (the first three among the several speaking
parts) also appearing. It is a phantasmagoria in the strict sense of a
tshifting scene of real or imagined figures'. Its link with Expressionist
drama stems from its unambiguously redemptive tone, its deliberate ethical
standpoint. Though relatively short, its extensive use of spoken dialogue
(for the first time since Ber ferne Klang) makes it technically one of
Schreker's most ambitious essays.

Christoph is a kind of Faustian figure, who becomes Meister Johann's
pupil and is at once enraptured by the beauty of his daughter Lisa, wryly
depicted by another pupil, Anselm, as 'Lilith die Schlange, den holden Satan'.
73. UE published Die gliickliche Hand in 1923, Erwin Stein of UE prepared

the vocal score of Christophorus, but it was eventually published in
1931 by Edition Adler, Berlin (later Heinrichshofen Verlag, Magdeburg).

4. The reference is to their view of art, not politics as the greatest
redemptive force, the 'Sinnlichkeit Gottes und ... Geistigkeit des
Lebens, vervint!. yu. svérgel, ii, 374.

I
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They marry and a child is born, but Christoph's jealousy is aroused by the
time Lisa spends with Anselm. Her provocative eroticism is very like that

of Woman in Die gliickliche Hand, or even Chawa in Die ersten Mensohen. To

Christoph, the creator, she explains: 'Demiitig, milde, beherrscht, nie
ziilrnend, ein Gott bist duw, doch ich bin es nicht. Ich bin ein Mensch mit
Schwachen, Begierden, ein armselig Weib im Bann seiner Leiden, Schmerzen und
Triebe, und tausend Andre sind es mit mir!' Hypnotised by Anselm, Lisa
appears successively as a flame, a wave and finally in a 'faszinierendes
Kostlim* as sin. She dances, and throws herself into Anselm's arms (Ex. 10).
The dream becomes a nightmare as Christoph appears and stabs Lisa to death,
solemnly intoning 'Die Komddie ist aus. Die Schleier fielen' (Ex. 11). 1In
the rapid sequence of scenes which make up Act 2, Anselm is Mephistopheles
to Christoph's Faust in a journey through a sinister underworld, the Hotel
Montmartre, part dance club, part opium den and studio. The Simultanbiihne
(divided stage) technique here anticipates that used in Ferdinand Bruckner's

play Elisabeth von England (1930). The dead Lisa (a vision in purple) is

conjured up by Florence, to the accompaniment of undulating celesta and,
presently, mandoline and harmonium behind stage (Ex. 12).

The 'Vision' concludes when Meister Johann and the now orphaned child
appear as beggar-musicians, thus removing Anselm's hold on Christoph. In
the Nachspiel, the cathartic effect of what has gone before is expressed
initially by a distant voice intoning the sentiments of Lao-Tse:

Wer seine mannliche Kraft erkennt
und dennoch in weiblicher Schwachheit wailt
der ist~das Strombett der Welt. (Ex. 13)75
The dying child, whose fate the withdrawn and unhappy Christoph seems not
fully to realise, cries out to him in a fevered dream (Ex.llh) '"Trag mich
heim in dunkle Stille, unter Klangen, sanften Kldngen!' whereupon the
75. Taken from Richard Wilhelm's 1911 version of the Tao Te Ching re-published

by Diederich, Jena in 1923 under the subtitle *'Das Buch des Alten vom

Sinn und Leben'., Taoism's vogue at this time is shown by the reissue
in 1924 of Victor v. Strauss's 1870 translation, and a further
translation by J. G. Weiss, in 1927,
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Christophorus legend is enacted in near-darkness. Anselm's final coument
on this act of rescue and redemption is 'Er tragt das Kind ..... das ihn
fihrt den einsamen Weg'. Like the activist poet, Christoph is half creative
ﬁbermensch, half humane redeemer, and the latter ultimately triumphs.76
The direct contribution to opera of LExpressionist Literature came
through two of Hindemith's three early one-act works, both inspired by
morbid, perverse eroticism and through two of Krenek's first three operas,
Orpheus and Eurydike (See Pt. 4, Ch. 1) and his first stage work, the
'szenische Kantate' Zwingburg, to a text by Franz Werfel. Hindemith's
talent was recognised early, as was his potential to become but for his

prodigious fertility ‘ein richtiger Philister oder Fronarbeiter'.77

It was
quickly seen that, in Bekker's words 'der stoffliche Inhalt, das
verstandesmiassig erkennbare Geschehen ist demgegeniiber gleichglltig,
bedeutungslos, es ist nur die dussere Formal zur Entfesselung der Musik'.78

They were, in other words, exercises rather than important statements,

displaying Hindemith's wish to write manifestly Blirgerschreck works.

Kokoschka's Morder Hoffnung der Frauen dates in its original form from 1907,

and was a brief concentrated piece which inevitably caused a scandal at its

first performance at the Vienna Internationale Kunstschau on 4 July 1909.79

Under a night sky, at the entrance to a (symbolic) cage 'Der Mann', a
warrior and adventurer in blue armour,'his head bandaged, irresistibly
encounters a 'tall, yellow-haired woman clothed in red'. Branded by the
other warriors she screams with pain and stabs the Man. It seems necessary

for her to wound him in order to express her devotion. Her subsequent

76.  Iwan Goll: Der neue Orpheus: eine Dithyrambe, (Der Rote Hahn 5) Berlin,
1918,

77. Bekker: Klang und Eros, 111. Cf. also Adorno's attack on Hindemith's
indifference to textual sources in Impromptus, Suhrkamp, 1968, 83,
where he is linked with the 'empty' Reger and the 'wretched' Telemann.

78.  Bekker, ibid., 112-13.

79. Dramen und Bilder, Kurt Wolff, Berlin, 1913, 15-21, With the similar
Sphinx und Strohmann, it was performed by the Ziirich Dada group (1917)
in 1918 by the Dresden Schauspielbhaus, and in 1919 by Reinhardt's
Kammerspiele in Berlin, It was thus current literature when Hindemith
set it to music.
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agonised death is a self-sacrifice and a triumph for the Man., At the opera's
brutally rhythmic opening (Ex. 15) as at the moment of the woman's branding
(Ex. 16), Hindemith creates his effects through simple, if densely
orchestrated, means.

The setting of this violent collision is archetypal: ‘'Nachthimmel,
Turm, mit grosser roter eiserner Kafigtur. Fackeln das einzige Licht,
schwarzer Boden, so zum Turm aufsteigend, dass alle Figuren reliefartig zu
sehen sind.' This can be compared with the Klosterkirche setting of Sancta
Susanna, where the ‘'zitternde Mondscheinstreifen',80 ‘ewige Licht',
‘iiberlebensgrosse MBilde des Gekreuzigten' and 'brennende massige Kerze' (and
later the twittering of nightingales and the appearance of a fist-sized
spider from behind the alter) help create the atmosphere in which the young
nun Susanna's growing sexual hysteria can be played out. Angust Stramm,
killed on the Russian front in 1915, published three plays as Sturmbiicher 1,
II and IV (June - September 1914) of which the one-act Sancta Susanna was
the first., Lothar Schreyer produced it for the Berlin Sturmbiihne at the end
of 1918 and Herwarth Walden wrote the music: the actress playing Susanna was
naked.

It seems clear that Hindemith was drawn to these two works as much for
their severe economy of language (in Spramm's case, conventional syntax
virtually disappears) as for their obsessive dwelling on masochistic sexuality

The predominant musical idea of Sancta Susanna (Ex. 17) is an arch, sinuously

cﬁromatic motif., Soon after a local couple have been discovered lovemaking
beneath a lilac bush, Klementia begins to reminisce:

wir trugen sie fort ..... seitdem brennt die Kerze ..... ewig ..... die
Kerze zur Stihne ..... seitdem glirtet der Schal die Lenden .... die Lenden ....
dort .... fort haben sie .... sie .... eingemauert ..... Fleisch und Blut....
in Mauer und Stein .... hérst du sie? .... horst du ?! 81
This gives some notion of the extreme tendencies of Stramm's breathless

80. Das Nusch-Nuschi, the third one-acter, to a text by the belleslettrist

Franz Blei (1871-1942), is a lewd satire on the oriental fash1on.
It, too, opens in a moonlit street.

81. werke, 1:38-9,
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style, and Hindemith's relatively formal response to it, in Ex. 18. The
two operas have a similar close, the one showing the Man triumphant but,
as 'Der Teufel', the object of terror, while Susanna, refusing to kiss the
Cross, likewise becomes 'Satana' to the assembled choir of nuns.

Krenek's Zwingburg appears in retrospect to contain those elements of
Expressionist drama which typified it as a whole. The erotic element is
subordinate, and the essential matter of Werfel's text is the conflict between
man and his oppressive surroundings, the appearance of a symbolic redemptive
figure, and the eventual disappointment of the hopes of regeneration and
release raised by it. Werfel had only a short time before written a
'barocke:: und mysterienhafte Drama', the 'magische trilogie‘or'Zauberspiel'

83 is

Sgiegelmensch.82 There, the tragedy of the 'sein und schein-Ich'
portrayed in the life of Thamal, whose mirrorimage assumes a tyrannical control
of his life, tempts him to 'activism' and leads him haplessly to murder his

father and seduce his best friend's wife. The symbolism of this play (and

also of Die Mittagsgottin of 1919) finds an echo in Zwingburg, which deals

with the subject treated directly by Kaiser in Gas I (1918) - the

dehumanising effect of industrial enslavement and the cowardice and inertia
of men in the face of real change. The massive and fatal gas explosion in
Kaiser's play is insufficient to persuade the workers to follow the Billion-
aire's son in his vision of small rural labour-communities - the 'Neue Mensch'
againsa -~ and instead they follow the Engineer back to work and danger.

Much the same idea recurs in Zwingburg. The factory-stronghold symbolises
power and enslavement, as gas had for Kaiser symbolised the potential of

fuel to destroy men as well as advance their technology. 'Let factories

be the servants of decent living 'was the heroine's cry in Toller's

82. W. H. Fox describes the work as a 'personal exorcism', though does
not mention the link with the 'Doppelg@nger' theme of Hoffmann.
GMOL, IXII, 1968, 112,

83. A. D. Klarmann in W. Rothe, op. cit., 413,
84, Cf. Kenworthy, Georg Kaiser, Oxford, 1957, Ch. 2,
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Masse Mensch,85 but for Kaiser and Werfel there was no such eventual hope.

As the Organ Grinder cries
Ah dort, dort, dort
Hockt-er
Der riesige Zwingherr
In unerstirmbarer Burg
Leibeigen h3lt er uns a11e.86
In his opening lament 'Wehe, wehe, weh 'liber euch'' (Ex, 19) the initial
note of pessimism is struck; the mechanistic attributes of the Zwingburg,
man as automaton is reflected in the aggressively pulsing Ex, 20. These two
motifs are recurrent throughout the work. Hope through sexual passion is
portrayed through the Man and the Woman, Their characteristic early exchange:
Die Frau: Dich zu erhohen ist mein tiefster Traum

Der Mann: Du bist der Boden und ich bin der Baum87

is to be seen against a wider human background, represented by the consumptive,
the Drunkard and the Miner, whose greatest longings, despite misgivings, are
summed up in the word 'Freiheit'., The symbol of their delivery is, again,

the 'New Man', sculpted by the Man and described here as 'eine Idealgestalt,
etwa im Stil Barlachs'.88 Solemnly and incredulously the Man addresses the

figure:
Bist du aus mir? Hat dich mein Traum geschawt

Dich diese Hand aus dem Fels gesplittert?

Erhabener, du Gott,89

Tr. Vera Mendelhn Seven Plays, John Lane, 1935, 127. Toller's 'Luddite
play Maschinenstiirmer, also of 1922, points the moral that the
destruction of machinery is no solution to industrial repression.
Against this was the 'divine revelation' view of the worker-poets (e.g.
Max Barthel in Der grosse Rhythmus) which found an echo in Max Brand's
1929 opera, Maschinist Hopkins. Here the factory interior is at one
point bathed in moonlight, so that 'die phantastischen Umrisse der
Maschinen sollendie Verschmeizung vom Maschinenhalle und Tempel
vermitteln'.

Textbuch, UE, 1922, 5.
Ibid., 10.

Barlach's famous figure-sculptures were analogues of his plays.
Textbuch, 16,
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as the music revolves round a visionary C pedal (Ex. 21). The storming
of the Zwingburg which follows is doomed. 1Its power overwhelms the workers,
and, as the blind organ-grinder is raised up by the Man (Ex. 22) the
Zwingburg is suddenly 1lit up (do., last three bars). The workers turn
against the Man and the miner angrily threatens him and his 'faules
Marmorideal'. In his effort to protect the statue, the man succeeds only in
pulling it over, crushing himself to death. A wave of sarcastic laughter
from the stronghold is sufficient for the crowd to abase itself, intoning

Es ist nur ein Herr
Und wir sind seine Knechte.90
In the darkness which follows, the old organ-grinder bewails the impotence
of men before natural forces

Todlos Tote wir alle

Grinsende Untertanen der Burg ....

Es ist Verkiindigung, Verkiindigung,

Ihr Armen, ihr Geliebten
Ihr tiefgeliebten Menschen!91
Despite the aspiration of this work it could not rise to the implications of
its hortatory message. Perhaps this is because Werfel's ‘more hopeful'
revision of the still gloomier original text, by a Jewish doctor friend of

the composer, was felt by Krenek to be 'a little glib and sentimental'.92

In
the year of Zwingburg's completion Walther Rathenau, author of the

Mechanisierung des Geistes on much the same theme of urban man's hopeless

bondage to impersonal forces, was assassinated. Both Krenek and Werfel, in
any case, quickly moved on to other things, in each case at some remove from
this work's political content., Opera could not fulfil the vision implied in

Sorge's Der Bettler of 'das Theater als grosse feierliche Kulthandlung den
93

Rhythmus des Lebens aufnrhmend, in ewigen Symbolen gestaltend'. Fourteen

90. Ibid., 22,
91. Ibid., 23.

92, Horizons circled: reflections on my music, California U.P., 1974, 35.
93. Eloesser, II, 595,




PART _TWO

HISTORY, FICTION AND MYTH:
GEBMAN OPERA AND THE RENAISSANCE,

1912-33

eesee How well you understand the horrors of triumph -
with what madness were you sometimes struck down. Yes!
How you must have suffered, you and the artist who painted
you, one no less strong than yourself, Great works of

art - your life or your portrait - have such shimmering
grandeur only because they also plumb such terrible depths.
Oh, conqueror of the Turks, do not dissimulate. For 1
hear your scream, when you were struck by a blow. I see
you bleed, when a friend betrayed you. I try to imagine
the frenzy of pain you experienced whenever a woman delved

into your heart with her pointed finger,

(Mario Malvolto, the poet, addressing the portrait of the

condottiere Pippo Spano by moonlight)

Heinrich Mann: Pippo Spano

in Fl6ten und Dolche, Langen

1905, p.25.



CHAPTER _FOUR

NEO-ROMANTICISM AND THE 'AESTHETIC' RENAISSANCE

1 Literary ‘'Renaissanceism'
II Mona Lisa
I11 Die Gezeichneten
v Violanta and Eine florentinische Trag@8die
Vv Conclusion
I

Wilde's Salome (1891) reached the German stage in Hedwig Lachmann's
translation in 1903, On 9 December 1905, Strauss's one-act opera was
premiered at Dresden, and within three months, Strauss and Hofmannsthal
were discussing the poet's Elektra as a possible libretto. At this early
stage, Strauss had doubtis, ending his letter of 11 March 1906:

‘Have you got an entertaining renaissance subject for me? A really
wild Cesare Borgia or Savonarola would be the answer to my prayers.'1

Hofmannsthal was now 32. In 1892, as a prodigy of eighteen, he had
produced two verse dramas on 'Renaissance' themes, Gestern and Der Tod des

Tizian, together with a third, Ascanio und Gioconda, which remained

unfinished and in MS, Since then his interests had turned decisively towards
the medieval morality and the age of the Austrian Baroque. There was,
therefore, no doubt about the tone of his reply:

'T do not believe there is any epoch which I, and, like me, every
creative poet among our contemporaries would bar from his work with feelings
of such definite disinclination, indeed, such unavoidable distaste, as this
particular one. Subjects taken from the renaissance seem destined to
transport the brushes of the most deplorable painters, and the pens of the
most hapless of poets, Notwithstanding current lipservice ..... I believe

there is no other period ...... when life was more utterly alien to our

1. Corr., 3.
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generation than it was then'.2

The subject was never again raised, though Strauss would doubtless have
continued to regard the prospect of a Renaissance subject with zest. 1In
avoiding the sixteenth century, he was, perhaps, as much influenced by the
example of Die Meistersinger as by Hofmannsthal's waspish strictures. Many
years later, they each confessed to a deep admiration for this work. Both
Salome and Elektra were major products of the neo-Romantic 'Dekadenzgefiihl?
literary movement stemming from the years around 1880. Of this,
Renaissanceism or 'Renaissancebegeisterung', to use Rehm's mot juste, was an
essential ingredient.3 It reached its climax in the early 1900s, and was
later overtaken by the war.u While it laid itself open to charges of
overripeness, posturing and superficiality, it remains true that few writers
of the time, especially in Germany, were wholly unaffected by it. Moreover,
it had a direct bearing on German opera between 1913 and 1916, when the
literary fashion had waned. Though, after 1918, Renaissance Italy as an
aesthetic 'Begriffsbildung' and setting for primarily erotic situations, no
longer retained its appeal, the Taten - Gewalt - or Kraftmensch idea
associated with the period survived, and, in opera, took on forms more
closely associated with the Reformation north of the alps, and its political
and intellectual background. Thus the myth of the Renaissance affected opera
in two distinct ways, and might be said to represent polarised views of
opera's nature and potential,

In his Antichrist (1888) Nietzsche had extolled the notion of Cesare
Borgia as Pope, symbolising the conquest of decayed medieval Christianity
by the principle of secular freedom and energy - in Nietzschean termé the

‘triumph of life', the transvaluation of all values. Cesare Borgia became

2. Ibid., 14-5 (27-1‘-06).

3. Rehm (R) An alternative, critically intended term is the subtitle of
Franz F. Baumgarten's study of C. F. Meyer (Miinchen, 1917):
'Renaissance-Empfinden und Stilkunst’,

4., H. F. Garten: Modern German Drama, Menthuen, 1959, 76 ff.
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a 'man of prey' or 'Raubtier und Raubmensch'.5 Luther was the 'vindictive
medieval monk' whose hostility to the Renaissance in Rome had resulted in
retrogression and confusion for Germany.6 By contrast, the Italian
Renaissance was 'the golden age of the last thousand years, which sustained
all the positive forces to which we owe modern culture', listed by Nietzsche
as 'the liberation of thought, the disregard of authorities, the triumph of
education over the darkness of tradition, enthusiasm for science .... the
unfettering of the individual .....'7 Thus Nietzsche held up for admiration
the energy, heroism and resourcefulness of an era which for similar reasons
had earlier attracted J. J. Heinse, Stendhal, Hugo and Musset, and in his
own day Heyse and Conrad F. Meyer. It was, of course the great Kultur der

Renaissance in Italien (1860) by Meyer's fellow-Swiss Jakob Burckhardt which

had, supremely, helped to create and consolidate this picture. It not only
influenced Nietzsche deeply, but had an impact on history, art and letters,
especially in late nineteenth century Germany, which is difficult to
overestimate.

Earlier, Michelet had, much more unsystematically, striven to build up
the same picture,8 and the love of Renaissance paganism found in Pater's

celebrated lectures The Renaissance (1873) has been linked with Michelet, in

contrast with Ruskin's dispassionate 'medieval morality'.9 More
Burckhardtian still was the multi-volume Renaissance in Italy (1875=-86) of

John Addington Symonds. The early play The Duchess of Padua of Wilde, dating

from 1882 - close in manner to his Florentine Tragedy fragment - is really a

5 Jenseits von Gut und Bose. C & M, VI, 2, 119,

6. Antichrist, tr. Ludovici, 228-9, C & M, VI, 3, 249. The theologian
Ernst Troeltsch (Die Bedeutung des Protestantisnus fiir die Entstehung
der modernen Welt, Munich, 1906) was a later, informed and influential
proponent of this view, as against Dilthey's belief in the close
relationship of Renaissance and Reformation as an expression of the
European search for freedom and expansion. (Auffassung,und Analyse des
Menschen im 15. und 16. Jh., Leipzig, 1923.)

7. Human, all too human (1879), (tr. Helen Zimmern) 220-222. (C & M, IV,
2, 203).

8. Histoire de France, Vol. VII, La Renaissance (1855),
9, Cf, P. Jullian (Tr. V. Wyndham) Oscar Wilde, Constable, 1969, 76.
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Hugoesque drama, and it is no accident that the most influential piece of

belles-lettres of all, Count Arthur Gobineau's La Renaissance: scenes

historiques of 1877, should also have been French. In these six dialogue-
portraits, the twin-image of the 