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The Use o f Myth i n German Opera, 1912 — 33, with s p e c i a l r e f e r e a e a t o t h e 
A u s t r i a n c o n t r i b u t i o n . ABSTRACT. 

The s u b j e c t o f myth i n German opera: from t h e y e a r s j u s t b e f o r e 1.91- t o t h e 
end. o f t h e VJeimar R e p u b l i c i s developed hare on t h r e e f r o n t s . T h e s e a r e , f i r s t l y , 
t h e n o t i o n o f myth as h i s t o r i c a l e B i l d ' o r ima g e ; s e c o n d l y , myth i n i t s v e r n a c u l a r 
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c l a s s i c a l h e r i t a g e . The works d i s c u s s e d are i l l u s t r a t e d by music examples i n 
Appendix D» 
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between opera and', c e r t a i n l i t e r a r y movements and f i g u r e s o f t h e p e r i o d . 1912-33 

i n Germany and A u s t r i a . 
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n o t a b l y Das S-oielwerk, Per S c h a t s g r a o e r and Per Schnied von Gent„. F i n a l l y , 
Chapter.- 8: ( P a r t h) d e v e l o p s t h e theme o f c l a s s i c a l myth as-- i t a p p e a r s i n 
Heger.'s Per S e t t l e r - iiamenlos,then,more f u l l y , i n '.Vellesz' s A l k e s t i s and D i e 
Bakchant i n n s n and i n Krenek's Orpheus und Eurydike. and Leber, d'es Orest.The 
t h r e e t e x t u a l appendices a r e : (A-) a- c h r o n o l o g i c a l c h e c k l i s t o f f i r s t 
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part. One i s preceded by =; preamble t r i o f ? y s e t t i n g o-;t th? l i n e o f descent from Vagner 
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PREAMBLE: 

Hi Is study of Austro-Geiman opera concentrates on a twenty-

year span from 1912 t o 1933 f o r reasons which the I n t r o d u c t i o n w i l l t r y 

t o e l u c i d a t e . I t i s a p e r i o d at the beginning of which Wagner's i n e s t 

imably powerful i n f l u e n c e was s t i l l a major f o r c e t h i r t y years a f t e r 

h i s death, remaining so despite numerous and v a r i o u s l y successful attempts 

t o escape or overcome i t . I t also f o l l o w s the death o f Gustav Mahler, 

cut s hort at the age o f 51 i n 1911 when., i n the view of some (but not a l l ) 

c r i t i c s , he was on the verge of extending his musical s t y l e i n t o new and 

uncharted regions. I t f o l l o w s , t o o , the most b r i l l i a n t p e r i o d of Richard 

Strauss' career. His f i r s t r e a l stage success, 3 a long (.1905) was q u i c k l y 

f o l l o w e d by h i s most advanced score, Luektra (1908) and the f u l l - l e n g t h 

work Per Rosenka va 1 i e r (1910) which ensured him a degree of popular acclaim 

exceeded during those years only by P u c c i n i , and approached only by .Viascagni 

and d'Albert. F i n a l l y , as Strauss s e t t l e d i n t o a comfortable s t a n d s t i l l 

posture i n terms of progressive a r t i s t i c development - h i s d e t r a c t o r s have 

used the expression 'downward curve' froin the high p o i n t of E l e k t r a , d e s p i t e 

the richness of Ariadne and Die Frau ohp.e Schatten, t o say n o t h i n g of A r a b e l l a 

and C a p r i c c i o , works of h i s o l d age - an Aus t r i a n composer o n l y ten years 

Strauss' j u n i o r was moving beyond the Late Romantic t o n a l i d i o m i n t o 'atonal 

Expressionism 1 c h a r a c t e r i s e d by h i s stage pieces Erwartunq (1909) and 

Die n l t l c k l i c h a Hand (1910 - 13) and his celebrated P i e r r o t Luna i r e (1912) 

f o r speaking voice and chamber ensemble. Subsequently Schoenberg developed 

the i m p l i c a t i o n s of these and other non-tonal l y centred scores down to 191-4 

( h i s f o r t i e t h year) i n t o a system of dodecaohony or twelve-note s e r i a l i s e 

which had the most profound repercussions, net j u s t on h i s c e l e b r a t e d p u p i l s 



Berg and Webern (and subsequently Gerhard and S k a l k o t t a s ) but on a much 

l a t e r , post-1945 generation of European, and American composers. 

Thus as Strauss achieved wealth, o f f i c i a l p r e s t i g e and world acclaim 

i n h i s s o - c a l l e d a r t i s t i c ' s t a g n a t i o n 1 , Schoenberg 's f e b r i l e , questing 

i n t e l l e c t and d i f f i c u l t music a t t r a c t e d devotion from the i n i t i a t e few, 

and provoked incomprehension or o u t r i g h t e x e c r a t i o n from tho m a j o r i t y . 

Like h i s groat contemporary, the S i l e s i a n d r a m a t i s t Gerhart Hauptmann 

(1662-1946), Strauss o u t l i v e d h i s time by a great many years, dying i n 

September, 1949 having i n h i s V i e r Letzte Lieder w r i t t e n h i s moving v a l e 

d i c t i o n t o the f o r g o t t e n , pre-1914 age. Schoenberg, dying less than two 

years l a t e r w i t h the word 'Harrnonie' or. h i s l i p s , j u s t survived i n t o a p e r i o d 

which v;as beginning t o l i s t e n t o and understand h i s music on i t s own terms. 

There i s thus a t a n g i b l e one-ness about the century betv.een the conception 

and c r e a t i o n of Wagner's most i n i " iucr. '•- Lai scorn. T r i s t a n urid Isolde i n the 

l a t e j.850s (arid i t s f i r s t performance at Munich i n 1865) and the f i r s t 

performance i n 1957 of Schoenberg's u n f i n i s h e d opera .'lose und Aron, the 

completed two acts of which were w r i t t e n i n 1930-32 before Schoencerg l e f t 

Germany f o r good. The purpose of t h i s preamble i s to say something, on t h e 

one hand about the German Wagner-Strauss t r a d i t i o n up t o 1914, and on the 

o t h e r , the a l l i e d A u s t r i a n Mahler-Schoanberg t r a d i t i o n , so as t o set the 

scene f o r the two decades t o 1933. 



( i i i ) 

I I 

What Eeethovsn s i g n i f i e d f o r the generation of Schumann, Mendelssohn, 

L i s z t and Wagner h i m s e l f , as w e l l as the o l d e r B e r l i o z and the much younger 

Brahms, Wagner came t o s i g n i f y f o r a large p a r t of the l a t e 19th century 

l i t e r a r y and musical world i n France, together w i t h the l a t e Romantic 

German-Austrian generation i n c l u d i n g Wolf, Strauss. P f i t z n o r and S c h i l l i n g s , 

the somewhat o l d e r Humperdinck, and even the vei-y much o l d e r Bruckner, only 

eleven years Wagner's j u n i o r . Though Beethoven and Wagner were thus placed 

on p e d e s t a l s , the i d o l a t r y was on the whole informed and i n many respects 

f r u i t f u l . I n each case, the composer came t o symbolise something beyond 

h i s music, human freedom and d i g n i t y i n the one case, the p r o f u n d i t i e s of 

the psycho and the innermost fee Linos of men as expressed through myth i n 

the other. 

As the 19th century progressed, music became i n c r e a s i n g l y i n v o l v e d 

wLth extra-musical ideas and achievements, e s p e c i a l l y i n l i t e r a t u r e and p h i l 

osophy, t o the extent that from mid-century onwards i t i s d i f f i c u l t t o d i s 

entangle thorn t o t a l l y . Just as Beethoven was the f i r s t composer t o respond 

d i r e c t l y to the work of a p r o f e s s i o n a l philosopher (Kant) so the i n f l u e n c e 

of A r t h u r Schopenhauer's World as W i l l and Imace (1819) on Wagner (music as 

the 'immediate language of the w i l l ' ) came t o have a s i g n i f i c a n c e o u t r e a c h i n g 

the p a r t i c u l a r and devastating embodiment of Schopenhauerian pessimism i n 

T r i s t a n and I s o l d e . Furthermore, Wagner's i n f l u e n c e can be seen as the 

most spectacular element i n the t o t a l p i c t u r e of German Romanticism, of which 

music and music drama ars only a p a r t , i f one of the most v i t a l l y i m p o r tant. 

I t i s cl-sar enough that systematic philosophy through Kant, F i c h t e , 

S c h i l l i n g , Hegel and Schopenhauer was the most notable s i n g l e c o n t r i b u t i o n 

of Germany to European l e a r n i n g between 1790 and 1S60, though h i s t o r y and 

c l a s s i c a l studies run i t close. The l y r i c , dramatic and s p e c u l a t i v e genius 

of S c h i l l e r and the l y r i c - i r o n i c s p i r i t of Heine may be seen as the supreme 



( i v ) 

l i t e r a r y t a l e n t s of t h i s r i c h p e r i o d apart from the Leonardo-like f i g u r e 

of Goethe, already past his f i f t i e t h b i r t h d a y i n 1300. At l e a s t as im

p o r t a n t f o r musicians were les s e r f i g u r e s l i k e Hoffmann, RcJckert, Jean Paul 

R i c h t e r and, through t h e i r V o l k s i i e d o r c o l l e c t i o n Pes Knaben Wunderhorn 

Achim von Arnim and Clemens Brentano. The v e r s a t i l i t y of Goethe's protean 

genius, however, had an i n f l u e n c e on the whole 19th century as extensive as 

Beethoven's and Wagner's i n music, and of Marx and subsequently of iiietzache 

and Freud i n o t h e r areas of thought and enquiry. In p a r t i c u l a r the f i g u r e 

of Faust, though h a r d l y Goethe's own creation,came, through Goethe's two 

Faust dramas (widely separated i n time) t o have an i n f l u e n c e on poets and 

musicians i n both Germany and France ur.5pproach.ed by any other f i c t i o n a l or 

mythic pert-onn of e a r l i e r times. 

Without Weber's Per Freisch.'.it:•: and to a le s s e r extent the works of 

LorL'.ing and tfarschner i t would be d i f f i c u l t t o see V/agr.er's works up t o 

Lohanorin i n t h e i r t r u e p e r s p e c t i v e . P f i t z n e r described Weber as the 

'g l o r i o u s dawn preceding the b r i l l i a n t midday sun' of Wagner. ' lie was 

paying t r i b u t e to the s p e c i a l sound-world of Per Freisch'utz, t h a t t o t a l i d e n t 

i f i c a t i o n of music and t e x t which was the main achievement of German Romantic 

opera. Of Wagner's e a r l i e r works, Lohengrin came closest,, perhaps, t o em

bodying t h i s i d e a l . Mot f o r nothing was i t the most performed of Wagner's 

works up to.1914. I t was, f o r instance, the f i r s t work conducted by Mahler 

on h i s a r r i v a l at the Vienna Court Opera i n May 1897. Mahler's subsequent 

work on Vveber's behalf ( t h e attempts t c provide, new t e x t s f o r Euryanthe and 

Obcrron and the v e r s i o n of Die d r e i P i n t c s ) shew h i s devotion as no less than 

t h a t to iVagner. Doubtless i n s p i r e d hy the unique r e l a t i o n of p i t and stage 

at Bayreuth, he lowered the orchestra p i t at the Vienna Cpera f o r t h e b e n e f i t 

of th.-; o v e r a l l t h e a t r i c a l e f f e c t . 

1. 33,1939 
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(v) 

Wagner's t h e a t r i c a l v i s i o n , of course, f a r outreached Weber's i n a i l 

e s s e n t i a l s . The e a r l y Wagnerians, such as H e i n r i c h K r e h b i e l , were not by 

any means wrong when they associated him w i t h Aeschyhus and Aeschylean tragedy, 
2 3 i n t h a t he was poet and composer i n one. As recent discussion has shown, 

several Greek t r a g i c f i g u r e s can be shown t o have i n f l u e n c e d Wagner's own l a t e r 

heroes and heroines. Though the Ring i s based on the Volsunga Saga ( i n t u r n 

d e r i v e d from the Poetic F.dda) t h e r e i s s t r o n g evidence t h a t Wagner's BrUnnhilde 

incorporates aspects o f the character and behaviour o f Prometheus, t o mention 

o n l y the most important instance. The s p e c i a l use of A l b e r i c h ' s g o l d , and 

t h e b u i l d i n g up of A l b e r i c h and ':Votan, as w e l l as S i e g f r i e d , i n ways which 

depart from the Volsunga t u r n the P.ino, as has been w e l l s a i d , i n t o a s t o r y of 

crime and punishment. I t i s f a r more than t h i s , whether one sees i t , l i k e 
4 5 Shaw, as an extended a l l e g o r y of a changed world-order o r , l i x e Oonington as 

an e l a b o r a t e , i n t u i t i v e e x p l o r a t i o n of the psychic subconscious through mytho

l o g i c a l symbols and archetypes, uncannily a n t i c i p a t i n g the work of Freud and 

Jung. V/agner himself admitted i n 1856 t h a t the tru e essence of h i s Ring t e x t 

was only being revealed to him as he composed i t . Sometimes, as V/esternhagen 

has discovered w i t h re:pect to the Rhelricolri prelude and the Srda m o t i f , 

connections wera only e s t a b l i s h e d r e t r o s p e c t i v e l y , thus making f o r 'an increase 

i n the p o e t i c d e n s i t y of the myth bom of the s p i r i t of music. ' 

The c r e a t i o n of h i s mythic music dramas apa r t , Wagner's p i o n e e r i n g 

achievement d u r i n g h i s middle and l a t e 30s was to introduce an element of s e l f -

s c r u t i n y and elaborate v e r b a l s p e c u l a t i o n " i n t o the- c r e a t i v e process unknown 

( t h e o r e t i c a l t r e a t i s e s apart) i n the world of music up to t h a t time. The ' a r t 

work of the f u t u r e ' was not t o be allowed simply to appear unheralded, but had 

t o be explained, described and j u s t i f i e d i n copious d e t a i l i n a s e r i e s of prose 
2. S t ^ i i e s _ b 2 _ t h e _ j ^ Osgood, M c l i v a i n e , 139.1 
3. See Hugh Lloyd-Jones' important V^nqr_ajid.J:Jne^Gr^eks, TLS, 

9 JanT, 1976, 37-39". 
4 • The ?erf ect .'-'jagnar 11e, Constab 1 o , 1390 
b- : L ! A J ! ^ Faber, 1963 
6. Curt "v. Weste'rnhaa'en, "fh'e f o r g i n g of .the.'Ring' (ZUrich, 1973) E n g . t r . 

1976, 11 
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works du r i n g the years 1343-51. Wagner was, i t was l a t e r seen, c l a r i f y i n g the 

theory of the Gesamtkunstv/erlc. the ' t o t a l art-work' or u n i f i e d work of music, 

drama and v i s u a l e f f e c t , i n h i s own mind, preparing the ground f o r the magis

t e r i a l succession of stage works from Das Rheinqold (1852-4) t o P a r s i f a l (1377-32) 

which were t o appear over the next t h r e e decades. 

I t does not matter t h a t Wagner's prose i s verbose, i n d i g e s t i b l e and as f u l l 

of the longueurs which Kanslick found i n a l l the l a t e r music dramas, i n c l u d i n g 

Die Meistersinqer. The mere f a c t t h a t a p r o f e s s i o n a l musician and man o f the 

t h e a t r e should set out h i s ideas i n t h i s way i s s t i l l as a s t o n i s h i n g as i t was 

to the Germany of the 1850s and l&60s. Nor does i t m a t t e r t h a t Wagner's dramas 

are seldom read as l i t e r a r y t e x t s i n the way t h a t he wished and recommended. 

L i n g u i s t i c bathos and excess i n the t e x t of T r i s t a n , f o r example, give$ no clue 

to t h a t work's overwhelming e f f e c t , d e r i v i n g from the i r r e s i s t i b l e power of the 

music, as Nietzsche understood p e r f e c t l y w e l l ir\ the Wagnerian eulogy forming 

Chapters XVI to XXV of The B i r t h of T r a — d y (i's??). Nevertheless, and bearing 

i n mind Nietzsche's subsequent ' r e v u l c i o - ' from Wagner (as emotional as h i s 

o r i g i n a l extreme a d d i c t i o n ) the dispassionate reviews o f Hansiick are s t i l l a 

great a i d to balance and s a n i t y amid the mountain of u n c r i t i c a l a d u l a t i o n to which 

Wagnerian music-drama gava r i s e from the 1860s on. Cf many such passages, one 

might qaots these remarks from Hansiick's long account o f the Bayreuth t h e a t r e ' s 

opening in. 1876, a f t e r he had accused Wagner of being an i n s p i r e d but mannered 

genius, i n d u l g i n g i n passionate e x a l t a t i o n w i t h o u t proving i t s ' t r u t h and. 

n e c e s s i t y ' arid comparing the s t y l e w i t h V i c t o r Hugo's poems, pr o d u c t s , i n 

Hansiick's view of 'inner coldness 1 whole apparently 'glowing and i n s p i r e d . ' 

'The music of GO I te r d limine rung' , he writc-s, 'characterises i t s author 
anew as a b r i l l i a n t s p e c i a l i s t ; r a t h e r ad;;scent to music then of i t . 
I t i s u n t h i n k a b l e t h a t his method s h a l l be, as he contends, the only 
v a l i d opera s t y l e from now on. the absolute 'art-work of the f u t u r e ' . 
When an a r t a r r i v e s at a p e r i o d of the utmost l u x u r y , i t i s already 
on the d e c l i n e . Wagner's opo ra s t y l e recognises o n l y s u p e r l a t i v e s ; 
but a s u p e r l a t i v e has no f u t u r e . " t i s the end, not the beginning. 
From L j ^ i a n j j r i r i on, Wagner broke a now path, dangerous t o l i f e and limb; 
and t h i s path i s f o r him alone. He who follows w i l l break, h i s neck, and 
the p u b l i c w i l l contemplate the d i s a s t e r w i t h i n d i f f e r e n c e , ' ' 

7. 'Richard Wagner's Stage F e s t i v a l i n Bayreuth 1 (Aug. 1B7&) i r i - Edward Hanslick, 
•••!u5ic C r i t i c i s m s . 1346-99 t r . H. Pleasants, Go 1 lance, 1951, 152. 



( v i i ) 

I I I 

Humperdinck's Hansel und G r o t e l was f i r s t performed under Richard Strauss 

at. Weimar i n December, 1393 and seen by Hanslick i n Vienna a year l a t e r . I n view 

of h i s a t t i t u d e , i t was not s u r p r i s i n g t h a t Hanslick was c r i t i c a l . The work 

'swarmed w i t h reminiscences' of the Ring and Die .'.ieistersingar, the composer's 

p e r s o n a l i t y was 'completely submerged i n Wagner' and the marshmailow statues at 

the end were seen as a grotesque parody of t h e SrlOsunasidea or n o t i o n of redemption 

i n w'agnor's works from Per f l i e g e n d e Hollander onwards. V/hen Hans R i c h t e r conducted 

the young Strauss' symphonic poem Don Juan (1385) i n Vienna i n 1892 the 'tone-

p a i n t i n g ' was f e l t as exaggerated and t a s t e l e s s f o r a l l i t s s k i l l , a ' f a l t e r i n g 

t o n a l orgy' a l l the worse f o r the excitement i t csjsed among the Wagner d i s c i p l e s . 

Like-vice, the author of VOID musikj.il isch Sch5ne;i saw Strauss' Tod und V e r k l "rung 

(1333/9) as r e l y i n g on 'poetic r a t h e r than musical elements,' i t s o v e r a l l e f f e c t 

'•j-::n;>\ial~pr;thologic3L 1, w i t h the programme-note d e s c r i p t i o n o f the o l d man's 

death as 'Welt-Lirl^sung, Welt-Verkiyrung' seized on w i t h wenry impatience. Yet 

one might u s e f u l l y compare t h i s w i t h Hanslick's warm i n t e r e s t i n the f i v e Mahler 

songs i n a Vienna Philharmonic concert i n January noc, and h i s remark t h a t 'As 

we stand at the beginning of trie new century we are w e l l advised t o say of each 

new work produced b/ the musical 'Secession' (Mahler, Richard Strauss, Hugo Wolf, 

e t c . ) : I t may w e l l be that the f u t u r e l i e s w i t h them'.* 3 Hanslick d i e d i n 1904, 

p. year a f t e r R olf's s u i c i d e at 42, and over a year before Salome _ was produced 

at Dresden. The o l d c r i t i c ' s r e a c t i o n to 3alone would doubtless have been akin 

t o t h a t of Romain Roliand to the Paris premiere,when he commented t h a t d e s p i t e the 

'undeniable dramatic power' of V/ildo's p l a y , .it had 'a nauseous and s i c k i y atmos-

oner- ar.iou: i t , * exuding 'vice and l i t e r a t u r e 1 ' E a r l i e r , Roilnnd, whose 

advocacv of Strauss i n France was rooted i n the o r c h e s t r a l tone-poems of 

!3>3'-3-99, had been involved i n amending the French t e x t of 3along : he described 
8. F u l l t e x t i n D. M i t c h e l l , Gustav Mahler : the V.'undarhj)rri_Years 

(Fabar, 1975) App. G. 
9. Richard Strauss and Remain Roliand : Correspondence, d i a r y , essays-

Ld. and t r . R.H. .Myers, Colder. 1963- 8 2 C o t t e r of 14.5.07) 
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the l i b r e t t o , w i t h j u s t i c e , as ' admirably s u i t e d t o the stage ... always a l i v e 
i n 

and brimming over ... a dramatic crescendo from, beginning to end.' 

Strauss haul a],ready met Hugo von Iiofmannsthal ( h i s j u n i o r by ten years) 

and t h e i r c o l l a b o r a t i o n ever the poet's 'adaptation' of Sophocles' Zlektra, 

( o r i g i n a l l y a spoken drama) as -an opera, was something the composer never 

ceased t o take p r i d e i n . The two celebrated one-act operas, Srlome and S l e k t r a 

have r i g h t l y been described as 'stage tone poems', thus emphasising t h e i r descent 

i n one aspect from the e a r l i e r o r c h e s t r a l works. .But with, the s i n g l e , s p e c i a l 

exception of the Alpensymphonie (1915) Strauss never r e t u r n e d to the o r d i e s t r a l 

symphonic poem a f t e r Salome. There i s thus no r e a l comparison o r p a r a l l e l w i t h 

the vocal and i n s t r u m e n t a l elements i n the symphonies cf. I l a h l c r (110s. 1 , 5 ,6 ,7 ,9 

anr! the u n f i n i s h e d no. 10 of v h i c h ';ere p u r e l y instruments!, w i t h solo vo c a l and/ 

or chori/.]. sections present i n nor-. 2 , 3 , 4 and ", together w i t h lias L i e d von der 5rde! 

In l rV.", S t r e s s observed t h a t heo-ito the psychologic--.?., s i m i l a r i t y between Salome 

and L-?.ekt-:,-a, ha had gone oheod v.-i-.h the I j l e k t r a ven ro.;.-o through a wish 'to c o n t r a s t 

t h i s poo^eso'd, e x a l t e d "roece -.:iJ:P Winckelm.ooi' s lopvr. eooieo and Goethe's 

humrnlsm, ' thus making "p.oktra 'even mere intense i n u n i t y of s t r u c t u r e and i n the 

f o r c e o f i t s climaxes. 1 lie went cn. i n t e r e s t i n g l y : ' 1 am almost tempted t o say 

t h a t Qiilektra) i s to Salerno what the more f l c w l e s s and s t y l i s t i c a l l y more u n i f o r m 

lohen/rvin i s t o the i n s p i r e d f i r s ! : venture c f TannhliuGer. Uoth operas are 

unique i n my l i f e ' s work; i n them I per.etratsd to tho ut t e r m o s t l i m i t s of harmony, 

psychologic:;.! polyphony ( K l y t a r r r . e s i r a 1 s dream) a i d of the r e c e p t i v i t y of modern 

ear:;. 

Thanks l a r g e l y to Alexander f i t t e r , w i t h -.hc~ he subsequently q u a r r e l l e d 

over tho un-A?agnerian, s e l f - d e t e r m i n i n g denotement of fXuvtron h i s f i r s t coera 

( l r - 5 > - 4 ) , Strauss h;id been f i r e d wi'.h e n t l r i s i r s m f o r che L i s s t i a n symphonic poem, 

f o r h'agner end f o r Schopenhauer, j.s unicue am on;; groat ;;nd successful opera 
:1. Ueminlsconc^s of t'-e f i r s t performones c f my operas (i\3. i?42) i n 

lii e h a r d Strauss, r e c o l l e c t i o n s and .ooflections, ed 3chuh, t r . 
L.J. Lawrence, looncy, I P } ; , 1'^. 
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composers i n coming t o ths stage lat-gely a f t e r composing a body of b r i l l i a n t end 

adventurous crclierjtro.1 music as v;oll as a considerable number o f Tine songs'. I f 

Guntram f a i l e d - i t was Strauss' ' c h i l d of sorrow 1, i n W i l l i a m Mann's phrase -

i t d i d so p r i n c i p a l l y because of the extremely t a x i n g t e n o r r o l e o f the l i n n e s i n g e j 

Guntram, as much as the work's profound indebtedness t o Wagner as a whole ( i n 

p a r t i c u l a r to Tannhauser and Pars i f s l y . A f t e r a l l , P f i t s n e r ' s Iter arme H s i n r i c h 

of 1595 2«<i I I a x von S c h i l l i n g s ' In,:-;velde. ( l S ? 5 ) belonged t o the some p e r i o d and 

ethos as Guntran, and both were even more steeped i n l e i t m o t i v i c s t r u c t u r e , 

Schopehhauerian gloom and the Br 10sun;? idea. I n any case, e x t r a c t s from Guntram 

appeared f o r a time i n concert programr.ez, such as t h a t f o r 13 March 1895 i n 

Strauss' 1894/5 B e r l i n Philharmonic s e r i e s , f o l l o w i n g h i s premiere on 4 March o f 

three movements from Mahler's Second Symphony. Nevertheless, despite many temp

t a t i o n s ( e s p e c i a l l y towards the TJlrich vor. L i e c h t e n s t e i n s u b j e c t } and apart from 

the s p e c i a l cas-" of Fsuersnot, set I n 1 f abslhaf te U n z e i t , 1 Strauss never returned 

t o the. medieval Ge m a n i c background i n h i o Iat«r operas, nor d i d he ever again 

allow a tenor a t r u l y dominant r o l e . 

I n s o f a r as Strauss' r e p u t a t i o n d u r i n g these years v:as b e i n g b u i l t f i r m l y 

on the tone-poems from Macbe t h and Dor. Juan, Tod una Yerklarung end T i l ] Eulensuiege 

( a l s o b r i e f l y an opera p r o j e c t ) to L-on -"-uixot-e and Bin Ileldenlebcn, the d i f f i c u l t i e 

he had over Gun tram were not d e c i s i v e . He soon afterwards found i n Ernst von 

V/olaogsn's 'Singgedicht' Jeuersnot a congenial, i f decidedly r a c y end p r u r i e n t 

s u b j e c t f o r a one-act opera. I t was produced i n "Dresden i n 1901 and was f i r m l y 

intended by both "./olzogsn and Strauss as a b r i c k b a t a t t h e i r n a t i v e Munich. 

Ifeuorcnot follov/ed a period of p o t e n t i a l but u n f u l f i l l e d c o l l a b o r a t i o n w i t h 

Ferdinand, Graf vo., oporo':., 0. J. Sieroaum and, rcont i n t e r e s t i n g l y , Frank Wedekind 

( Q . . V . ch. 7 ) . The i n sora respects L c r t s i n g - l i k e r o l e s of I'iernut and Xunrad and 

the many chorusc" made Fruersnot at tr.-.otivo, but Strauss l a t e r acknowledged t h a t 

t e c h n i c a l d i f f i c u l t y , apart from th-.? p l o t ' s i n d e l i c a c y , had been an obstacle t o 

i t s 7.rogr:;r.-s. halite r produced i t i n Vienna (1902) presumably c u t of a d m i r a t i o n 

(.he saw GjOomjD i n B e r l i n i n l?C-7 and was deeply impressed) though the p r o d u c t i o n 

of h i s o l d f r i e n d wolf's Per C o r r e ^ i d o r (190A; which f u l f i l l e d Mahler's f e a r s 



abovit i t s u n t h e a t r i c a l i t y , took piece only a f t e r "..'olf's death. 'fke scandal 

i n Z e r l i n l e a d i n p t o 7euer.~r.ot's withdrawal was h a p p i l y f o r Strauss, t o t a l l y 

submersed by the b r i l l i a n t success of Salome, to a l e s s e r e x t e n t of 'Slektra, 

end, soon afterwards, the Austrif.11 rococo w o r l d o f Der R.cssnkavalier. Holland, 

who was l a t e r c r i t i c a l of the u n f u l f i l l e d cense of iron;/ i n Ariadne and the 

'obscure thought' of Die Frau ohne Schatten' l a t e r enthused over Der Rosenkavaliai 

"He has p u t the best of hi-nself i n t o i t - as a man 
and as a imisician ... But never d i d any rnusician 
have the ^ood f o r t u n e , \;hich f e l l t o Richard Strauss, 
t o work on a l i b r e t t o l i k e Kofnannsthal's. Even 
w i t h o u t the 7:usic, i t ' s a f e a s t to be r e l i s h e d , hhat 
s u b t l e t y o f touch, what wrace and what maliceJ' 1 ? 

I n t h i s wozk, Strauss entered the v.'orld o f t l i e A u s t r i a n m i d - l S t h century 

the a^e o f I-.'aria Theresa; i n Ariadne ,',-gf ITaxos. through i t s connection v/ith 

T'Toliera, he entered ths a/je of Louis XIV, and i n i t s second, one-act ( l 9 1 o ) 

v e r s i o n , more s p e c i f i c a l l y the w o r l d ~ f the conned!:-. do 11' a r t e . Sy then he had 

or;"::dirked on ~\)±z ?rau ohne 5chatt~n. h i s f o u r t h c o l l a b o r a t i o n v/ith Hofnannsthal. 

r e s p i t e the r e s e r v a t i o n s i t r o t v i t h 1?!'? r-nd l a t e r , t h i s i s arguably h i s 

.^r::-at est achievement. I t j.s a!:?.c, p a r a d o x i c a l l y , h i s r.ost kagnerlan work i n 

scale- and t e x t u r e (see also Oh. 6 ) . As Strauss' love o f kov.art w-?xed the- o l d e r 

he .rrev:, so h i s doep admiration f o r '.Y.pnor also kr.cr??-:sea. Tie more he saw o r 

conducted T r i s t a n and the Riryj, the r.-orc t h ~ d e t a i l s o f the o r c h e s t r a l score 

f a s c i n a t e d him. I k i s was p a r t i c u l a r l y so w i t h l i e t-'eistersineer. many f i n e r 

p o i n t s of which he considered -were l o s t i n tj\? deep 3ayreuth o r c h e s t r a p i t , u n l i k e 

^^-.1^1 -r>- r n r s i f a l . works he thought noro s u i t e d tc tiwse c o n d i t i o n s . 1 ^ Thus 

Strauss never at any p o i n t cmsidcrs-d h i m s e l f t o have 1 outgrown' v/sgner, an;.-- more 

than he 'outgrew' Ik:w.ri- Rather d i d he vrow intp_ than, nore and more deeply. 

Given h i s pra.-^matio, p r a c t i c a l te:vy.-:r ".-.~-nt - two adjacent chapters i n kax Graf's 

rods me r-.i.sik (19'^) hear the t i t l e : - '."khlor the k y s t i e ' and 'kichard Strauss the 

re-.List' - no ether course was possiVIe f o r h i : " . 
12. Os c i t , , 100 ( 1 0 . 6 . ? ^ 
13. I b i d , 1G>: ( D i a r y , ?C".5.27; 
14. Of. Kahlar's view t h a t Lie i x o i s t - — i n - ~ e r and T r i s t a n , not the 

.lUiki) "'ore ka/pier's t r u l y polyphonic -.crks. k"e would probably 
h a v i di.:;o£";.\":ed w i t h Strauss over t h i s . 
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I n 1910, i n sn a t t a c k on dogna i n c r i t i c i s m , 1-iailer a l so c h a r a c t e r i s t i c a l l y 

attacked the a s s o c i a t i o n by conservative l i s t e n e r s of 'newness' w i t h "decadence 1. 

' I admire Strauss, I adrrire Dab-assy1, he declared, "They have done something 

o r i g i n a l . F i f t y years from now, perhaps we car. t e l l whether or not they are 

decadent. Put we are too near to them to t e l l now. 1 This echoes h i s e a r l i e r 

i n t e r e s t i n , successively, Guntra -*, leuersnot and -Talor.e. I t can be matched by 

Strauss' admiration of Mahler's rnusic. I n t h i s sar.s year, 1910, Strauss 

appended a b r i e f note t o Paul Stefan's Oustav i'lahler : FJin B i l d seiner 

I t e r s c n l i c h k e i t i n V'l&muigen (?:. Piper, Iror.ich) i n which he looked back on h i s 

championing' as conductor of Nahler's e a r l i e r symphonies, d e c l a r i n g t h a t 'the 

p l a s t i c i t y of h i s o r c h e s t r a t i o n , i n p a r t i c u l a r , i s absolute].;.1- exemplary. ' 

l i a h l e r , who must have been a c u t e l y ...ware of tha vast g u l f between t h e i r per

s o n a l i t i e s , had once observed ;.n l e t t e r !".v /.rtimr o e i d l (February 1097) how 

glad ho was t o have such v. 'I-itk^mpf^r u:\d h i bochaffer' as ?. contampor'ry, 

.•/•-.calling Schopenhauer'::; i:::ago c." ':-~o rou:itr.:.nrvtvi:s descending a T'eak on opposite 

sidos. f i n c i n g ':he.l.r way i n t o l h " ravine-, : :id thu.-. - x e t i n g on t h e i r journey 
16 

CO'. .11. 

15 Is.ev York D a i l y Tribune- i n t e r v i e w , 3 A p r i l 1910, qu. K L t c L i f t l l , 
OP c i t . , ;-50. 

16 ou. M. ICralik (ed. l\ h e l l e r ) Oustrv Kahler, L a f i . i s , Uien, 
1962, 1G 
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IV 

I f the names of V.'agner and Strauss are associated l e s s w i t h the o l d 

German Reich as a whole than w i t h Bavaria, End i n p a r t i c u l a r w i t h Munich" and 

i t s h i n t e r l a n d , then Mahler and Schoenberg must always, f o r e q u a l l y obvious 

reasons, be associated w i t h Vienna, the c i t y which t r e a t e d them both so shabbily. 

The t r a d i t i o n Strauss t r i e d t o cs.rry forward i n Gun tram and Feuersnot was one 

i n which Mahler and Schoenberg wers e q u a l l y s a t u r a t e d , but d i d not f e e l i n c l i n e d 

or able to continue as onera composers per se. The young conductor who avoided 

performing v'agner at Laibach and OLmii.tz (1881-83) was deeply moved by Wagner's 

death i n February, 1883, had s t i l l not v i s i t e d Bayreuth by the time he wrote h i s 

Lieder eines fahrenden Gesellen (IPS/;). Yet Mahler, h i s f r i e n d w o l f , and othe r 

young musicians i n the Vienna of the :-,id-13c0s had been prof o u n d l y a f f e c t e d by 

the '.'agnerian achievement. I n Mahler's case i t scon bore p r a c t i c a l f r u i t i n h i s 

version of tho Ring i n hr.ngarian at the Bi;di:.p::oi Opora i n 1838-9G. Schoenberg, 

an :;arly Brahms devotee had corns to Wagner's music through h i s f r i e n d , teacher 

and labor b r o t h e r - i n - l a w ^ l e x o i x l e r von Zomlinoky. Scon a f t e r Mahler's involvement 

i n h i s mature s e t t i n g s of poems from TABS Khaben h\piderhorn between 1392 and 18f5, 

Schoenberg was moving i n the d i r e c t i o n o f the Behmel s e x t e t V e r k l a r t e Hacht (1899) 

ai:d h i s most V/agnerisn work, the huge O u r r o l i e d e r of 1900-1. I t i s worth n o t i n g 

t h a t Mahler, Zemlinsky and Schreker (as w e l l as V.:olf and Franz Sclimidt) were a l l 

to.ught by Robert Puchs (1047-1927), Brahms' f r i e n d =nd harsiony teacher a t the 

Vienna Conservatoire from 187? to 1911. ' 1 

Mahler and Schoenber,-; shared a common Jewish h e r i t a g e ( d e s p i t e Mahler's 

conversion tc Catholicism and ochoonbsrg's C o t h o l i c u p b r i n g i n g ) and i n I h e i r 

d i f f o r o n i ways s u f f e r e d from tho onti-semitso os -.-oil as the P h i l i s t i n e s i n 

Viennese s o c i e t y . 'Mo was s a i n t , a martyr' s a i d Schoenberg when Mahler d i e d , 

knowing w e l l t h a t Mahler's uncompromising a r t i s t i c i d e a l i s m , simultaneously t h a t 

of v i s i o n a r y and guardion of tho gr ;-ai t r a d i t i o n , could only now be c a r r i e d on 

by himse l f . P e r a f l c l s are obviouoly faj-: from exact, but Mahler's r o l e i n 

Viennooe a r t i s t i c l i f e c.n at l e a s t bo compared w i t h t h a t of h i s contemporary, 

17 See It. r o s c o / l l , I\T, February 1977, 115-17 



( x i i i ) 

the- great Jugc-ndstil p a i n t e r Gustav Klirat ( 1 S 6 2 - 1 S 1 S ) . The gre a t achievement 

of Mahler's f i n a l (1903-7; p e r i o d .at the Vienna liofoper came about at l e a s t 

p a r t l y because o f h i s crea.tive and herrr.onious f r i e n d s h i p w i t h A l f r e d R o l l e r , a 

t h e a t r i c a l designer of genius. 'Roller l a t e r designed .the sets f o r the Vienna 

E l e k t r a i n 1909 and t h e r e a f t e r became very i n v o l v e d w i t h Strauss' operas. 

Schoenberg, f e r v e n t amateur p a i n t e r as he was, and f r i e n d o f the a r c h i t e c t 

Adolf LooSjhad much i n common w i t h the b r i l l i a n t ;.'ounger p a i n t e r s Kokoschka 

(b. 1886) end Sgon Gchiele (1890 - 1 91£). The obsessive imagery o f h i s p i c t u r e s 

r e f l e c t s the JlbrpressioniKt movement i n p a i n t i n g as a whole, e s p e c i a l l y i n those 

themes of mo:?bid i n t r o s p e c t i o n and imminent o r actual, v i o l e n c e which are also an 

important aspect of h i s musical s t y l e , e s p e c i a l l y between 1 9 0 8 and 1913. 

ochoenbarg e : d i i b i t e d w i t h other members of kandinsky's Blaue Re i t e r grcup i n 

Munich on IS December 1 9 1 1 . The in?port<.nt Blaus He i t e r almanac, p u b l i s h e d i n 

1912, r e f l e c t s the c r e a t i v e teneion r" German "•^-resr;ioni ,:rn as do few comparable 

a r t i s t i c documents o f ony p e r i o d . I t >-rcee from on i n t e " l o c t \ ; a l ferment i n 

which a r t i s t s l i k e Marc and M?ndin?ky were :'.ilr- to express t h e i r deer i n t e r e s t 

i n ruisic ^Sohoenborg end Gcriabin. as -.-ell as Be;rg end './ebem appeared i n 

IV: r Blsue Re i t e r ) as w e l l as t h e i r cympathy f o r French Feuvion and cubism. I n 

the e : i . i j i - . . i o n o f March 1912, the Blaus Tie i t e r p a i n t e r s were j o i n e d by the 

e q u a l l y p i o n e e r i n g and p r o l i f i c Brucke group from Dresden. I t i s impossible t o 

understand Schoenborg's achievement botweer. 1907 end 1 9 1 5 otherwise than against 

t h i ? r i c h background. This also i n c l u d e d the p o l e m i c a l j o u r n a l i s t K a r l Kraus 

( 1 C 7 4 - 1 9 3 D ) , h i s exact contemporary, and a searching i n f l u e n c e , through h i s 

preoccupation w i t h language, on the v h o l i 'Bxeressienist' g e n e r a t i o n . 

Perhaps the most ebvious cor':r=;̂ n feature of M'ahler arm Schoenberg as 

composer.-., other than t h e i r keen c o n t r a p u n t a l end c o l o u r i s t i c sense, i s t h e i r 

i n t e r e s t i n larger-scale, oven transcendental o r c k o s t r e l end vcc a l forms, r a t h e r 

then epsre as such. Mahler was a t t r a c t o d by the Merchen wor l d as a very young 

mar., end, l i k e \ / o l f . had h i s c h i e f stiru.V.-.s i n t h i e d i r e c t i o n from vTannhauser. 

His f i r r - . t c o l l a b o r a t i o n . Herzcg...Brnst von Sohwabon. w i t h h i s teenage f r i e n d 



(x-iv) 

Josef S i e i n e r (1G57-19-3) was almost c e r t a i n l y destroyed a c c i d e n t a l l y . I t 

v/u- q u i c k l y f o l l o w e d by ilabezahl ( a T i l l S u l e n s p i e g e l - l i k e f i g u r e o f Bohemian -

E i l e s i a n o r i g i n ) , the p r o j e c t he discussed w i t h V s l f , but o n l y the te:-:t s u r v i v e s , 

The t h i r d o p e r a t i c p r o j e c t of the l a t e IS'JQs,, Die Arrronauten, was a g e n u f l e c t i o n , 

maybe wore, i n the d i r e c t i o n of c l a s s i c a l myth as o p e r a t i c m a t e r i a l . Kanler 

raay have read A p o l l o n i u s ' /j;~onauhica, and i t rdL^ht have been of i n t e r e s t t o 

have h i s v e r s i o n o f Jason. hedea, Circe and the Golden ?leece, even i f the f l a v o u r 

h.-d been a k i n to Hawthorne's 1651 Tan'devTcod Tales. I n the event, the idea, l i k e 

the o t h e r s , cane t o nothing. A l l were overtaken by the l a r g e c a n t a t a Das HI amende 

Liod, b r o a d l y based on a Ludwig- iBechotsin Ilarchen, and w r i t t e n i n 1S73-8C. 

Something else which reached f r u i t i o n "-."as the i n c i d e n t a l susic i n seven 

tableaux f o r J.V. ven S c h e f f e l • s verse romance 3er Trcrroeter von Sackinrren. 

w r i t t e n by I-!?,hler a t Kosssl i n the surantr of '.333. Though rerforrr.ed elsewhere, 

the snor." has disappeared, and w i t h i kahler's only s u b s t a n t i a l piece o f th e a t r e 

: u s i c . Though hai u o r l a t e r salv^g-a the 3Iu~in ? (Andante) s e c t i o n f o r possible 

b a t / v n i u l f i l l e d use i n the I-hrst SyrpXony, ho c l e a r l y produced t h i s raisin v i r t u a l ] y 

to order, and had no great o p i n i o n von ochoff ' o r c p u l a r work. I t s e f f e c t 

on hi. " may be compared w i t h the l a t e r e f f e c t on Tr::n? oehreker of von Gcheffel'c 

n a l u work, the h i s t o r i c a l novel Akkoka-d. (q.v. , Gh. ? ) . Ihahler's music was 

q u i c k l y f o r g o t t e n , br\ : .: remarkable vogue of :)or Trornvreter ( w r i t t e n i n 1G53) 

continued. A year l a t e r , V i k t o r ITessler (iSAL-JG; had tur n e d i t i n t o a moderately 

sucoessful..cpora. Year?, l a t e r , Hans Conner (1337-1922, whose L o r e l e i Strauss 

conducted at '.einar i n ICC_:~;) was a t t r a c t e d by -;he Auhesahl thsze which had 

i n t e r e s t e d the boy Ik-.hlcr : h i s iHibenahl»v.nd dor Cac k ? f e i f e r von heisse, i n A acts , 

a-psared at 3raunschweig on V;. J Toy, 1"CA. 



Some remarks are c a l l e d f o r at t h i s p o i n t on Strauss, Mahler sad 

Schoenberg as song composers i n the l i g h t o f t h e i r o v e r l a p p i n g l i t e r a r y 

background. The obvious d i f f e r e n c e betv:eon S t r e s s and Mahle r here i s t h a t 

v;hile M a i l e r ' s songs '.rare an i n t e g r a l p a r t of h i s t o t a l musical v i s i o n , e s p e c i a l l y 

i n t h e i r i n t i m a t e connection '.vith the syrr.chor.ies, Strauss' songs car. t o a great 

e x t e n t be seen as a separate category, from ths e a r l y setting.?, of C-ilm, von 

Cchack and Dahn ( a t o t a l o f 35 songs do-.;n t o 1333) t o the V i e r Letzte Lieder 

of h i s extreme o l d age. Common l i t e r a r y i n f l u e n c e s ••.ere evident a f t e r 1890, 

most n o t a b l y i n 1SCJ6, v.-hsn S t r a t s s '."rote h i s symphonic peer.: Also surach Zarathustra 

i n a t h e n - f a m i l i a r mood of i n t o x i c a t i o n v:ith hietzsche's best-known, r.ost d i f f u s e 

v;ork, v/hile Maliler i n c l u d e d "0 Menseh, gi b achtJ 1 ( a l s o from Zerathustra) as the 

t e x t o f h i s huge T h i r d Symphony's a l t c solo f o u r t h movement. 

The second important overlap was trio Xraben Vundemhcun c o l l e c t i o n , handled 
' i r -

by . .s-hler 'Jake a chapbook' ~ though no poem v.:as a c t u a l l y set by both composers. 

Strauss' irimmelskr/.-en, Op. ~,2/^} of 1896 v:as tk:- f i r s t o f h i s f o u r s e t t i n g s , 

f o l l o w e d by tv;o l i g h t h e a r t e d ones i n Op. 5$ (l'2?7-3) s::& Jur:ggese 1 lenschvrur, Op. 

49/6 ( l90w). Mahler's f a r more vride-ranging :-r.d f e r t i l e connection w i t h the 

famous c o l l e c t i o n goes back to 13G;j-A, immediately before the fiesellsn songs 

( t e x t s by Mahler h i m s e l f , d e r i v e d fm-. pes khaber kmrderhorn; but v e i l a f t e r 

Das KLapende Lied. K.U; t o t a l o f 24 set t i n y : range from e i g h t "in the 1530-92 

c o l l e c t i & n - ( i n c l u d i n g kblbsun- • im •:p-::.v;r, abrembed i n t o the T h i r d Symphony's 

t h i r d movement) to keysPge ( J u l y 13 and Tai^ourg^sell (august l ? 0 l ) from the 

Sieben Lieder, 1399-190?. I n add:.tier, Gkva es set f o u r o f von Arnim's poems, 

v:hile h i s s i x Brentano son;;-, Op. 66 (1918), an a f t e r g a t h e r i n g of Die ?rau ohnc 

Sckatben, represent a peak among h i s mature acn--eperatic v:orks. 

A t h i r d l i n k i s to be found i n i n t - J I V S i shomn by 3trauss and Mahler 

i n 'he poetry of Jk'iedrich arc" .cat (1788-1866)• 3 t r e u s s ! Dp. 46 ( f i v e songs, 
13 h u r t Llaukopf, Cuntav P- IPer (P. kelden, ".'ion, I9S9} 

Eng. t r . , A l l e n Lane. Ip/;-. 10;? 
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w i n t e r 1399-1900) vias preceded by /aibetun?: (Op. 35/4, F.srch 139S) and 

lTS-chtlicher Gang (Op. 44/2 Eov #, 1899}. ? i v s of I l s h l e r ' s 1699-1903 s e t t i n g s 

are of Rilckert poens, i n c l u d i n g three of h i s best-l-movm. songs. The XKickert 

X i n d e r t o t e n l i e d e r ( l i k e Strauss' Brentano songs, on a of -".is f i n e s t achievements) 

o v e r l a p , d a t i n g f r o r . 1901 t o I904. Long a f t e r Mahler's death, Strauss r e t u r n e d 
I , * 

t o Ruckert v.'ith the two s e t t i n g s o f 1?29 and the i s o l a t e d LT. Sonnenschein o f 

1955- I n respect of o l d e r poets, Strauss vent t o TJliland (seven s e t t i n g s ) and 

I l o h l e r to Elopstock f o r the. f i r s t tv-o versos o f 'Aufersteh'n, j a aufersteh'n' i n 

the I n s u r r e c t i o n Sv^phony, replacing; IQ.opstock's l a s t verse -..1th f i v e o f h i s ovm. 

Again, e x c l u d i n g j u v e n i l i a , Strauss set e i g h t Goethe poenis v/hile Kahler chose t o 

sot the c l o s i n g scene o f Faust, Part Two as Part 2 o f h i s E i g h t h Syjiiphony. Hans 

Bothge's 'adaptations' of various o r i g i n a l t r a n s l a t i o n s from the Chinese which 

raarie up h i s volume '-Die chine s i scho rj-ote ( i p T ; ) gave ITahler the i n s p i r a t i o n f o r 

h i s 'Symphony f o r tenor, a l t o ( o r "bar.! tcna) and orchestra' which becar.e Das L i e d 

von der ":I!rde, This can be; l i n k e d vKt": ;;hc i n t e r e s t i n Leihgs sho'.ni by Strauss 

years l a t e r (the f i v e Qej^n^s^eo_^CAr^^, Cp, 7';' of l>2 5 j as v e i l as the three 

Goo the \ ( g s t o s t l i c h e r I l i v y n s e t t i n g " (Cp. 67, nos 3-6, I " ! ? ; . Zethge appears 

again i n three of ochoenb^rg's Jour pieces f o r mired chorus, Cp. ?.'{ o f 1925. 

I'n !;he o t h e r hand, Strauss set s i x poens by Leine between l$0o ana 1?18; I l a h l e r 

and Schoenbsrg ignored niir., f o r re-asons v-hich nay or rcay not have been connected 

w i t h Heine's Jewish b i r t h . 

Schcenberg's e a r l y songs (and i n rsany ways a l l h i s works up t o Gp. l l ) 

r e v e a l h i s profound r o o t s i n Urchnis and V.'c.gnor, h i s indebtedness to Strauss ( a t 

least; up t o Pollea? und yalisando, 1902-5; end h.vj dsc;c:\ing- c d n i r a t i o n f o r I-Iahler. 

!Tot s u r p r i s i n g l y , i n vie:; of the ag^-gap, ?al::.e (107:3-1925), the g r e a t e s t l y r i c 

poet of the t i r . e , was set by n e i t h e r Strauss :i~a- k a h l o r . Apart from Trau;:igekront 

(no. 4 of :3erg"s Ziehen f m h e Lioder'- V/ebem's two TixDze songs o f 1910 and 

Y2ZL^2^h 1"-"^ Schoonborg's ppr.r O r c h e s t r a l .Songs, Op. 22 (1916) R i l k e had 

to w a i t u n t i l I - I i n d e - i t i i ' s h'arler.lGbor. cycle of 1?22 f o r extended v o c a l treatment, 

howevor, Strauss and Schoenb^rg d i d have- i n common an a d r i r a t i o r i f o r the p o e t r y 01 
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Hichcrd Beimel (1065-1920, q.v, Ch. 7) . Schcahberg's f e e l i n g f o r Dehmel's 

l y r i c verse a i d outlook i s v:ell-kno-Ti, n o t o n l y from the \ : e r k l a r t a l i a c h t se::iet 

(1399) but f r o r . h i s December 1912 l e t t e r t o Dehaei r e q u e s t i n g an o r a t o r i o t e x t 
'.a 

on the theme of 'IVhe Prayer of the Kan of Today',' and h i s si:-: e a r l y song-settings 

including; Brhebung (OP. 2/5), V/arnung (G?. 3/4) end A l l e s (Cp. 6 /2) . A l l these 

predate the important Stefan George s e t t i n g s o f 19G7-9, i n c l u d i n g t h a t i n the 

Second S t r i n g Quartet end the Book of the har.~in? gardens c y c l e , Op. 15. 

George v;as ignored by Strauss, whose enthusiasm f o r Bierbaum, Henckell and 

J.11. K'ackay was d i s t a n t l y echoed by 3choenberg (1?01 B r e t t 1 L i e d e r ; Op. 6; Op. 14) 

Dehr.el v.'as set eleven tiiues by Strauss between 1695 and 1901? o f these, Yziegenlieci 

\;as o r c h e s t r a t e d i n 1900 and f o u r others between 1913 and 1941. 

Three of Dchcenberg 1 s e a r l y songs (C-. 3/5 End 5» 0?. 6/5) v/ere s e t t i n g s o f 

the r>-is:- r - o t t f r i e d K e l l e r , thus a n t i c i r a t i r . . ; ; Zer^ini'ky's 1?10 K e l l e r opera 

IBLeidor mack or: he-.ito. I']riede au" Brdan v,~p. 13; 1?:^7) baaed on a simple poem 

by K e l l e r ' s compatriot ".P. l-'leyer (?.v. Ch. 5) '••'c-3 f i r s t performed under Schreker 

i n i s 1911 ••rckostral v e r s i o n , 'ike -"on-- Vie Ceerr von Bzvndsbsrg von s i c h selbes 

s::vig (Gp. 5/1), together v i t h Bas Vay pans c h i l i an:: S^hnsucht o f t>e Op. 3 orchestra 

songs (1903-5) ^ere Cchoenberg's three set t i n c f Vfcnderhc-rn poems. Ker7,gev;achse 

Cp. 20 ^1911; i s the second Sckocnhcrg vork a::soc: axed v;ith the name o f Haeterlincl: 

I t s s c o r i n g f o r h i g h soprano, harp, c e l e s t a or.d harmonium r e l a t e s i t t o the music 

of Schoenberg's f r i e n d oc}ireker, e s p e c i a l l y the rsv/ly-composed Das Suielwerk und 

die P r i n z e s s i n (q.v. Ch. 7 ) . Perhaps the vork p l a c i n g the p r e - s e r i s l Schcenberg 

most c l o s e l y i n h i s t i n e ( h i s analo-v.e, as i t ..ere, of Mahler's E i g h t h Symphony ) 

'./as cue of the many he never proceeded f a r v - i i h , the huge Syi.r>hony f o r chorus and 

orc h e s t r a (1912-14; based on t e x t s ly- Dehaei, Barere (cs.v. Cli. 6) and h i m s e l f , end 

fro::: the B i b l e . This can be l i n k e d ?or.copti- - l l y v i t h the incomplete Bie J?: zoos l e i 

for o r a t o r i o , ::hich i n t u r n l o o k r forward to the unpublished spoken drama Per 

b l h l i s c h e '"eg o f 1 9 - - a n d to I lose ynd i r o n . 



( x v i i i ) 

YI 

I l a h l e r ' s Das k"l amende L i e d ( the song o f l a m e n t a t i o n , end o f accusation) 

i s a t r u l y remarkable work f o r a 20-year-old. I n t h i s c a n t a t a of 1800, many of 

the c h c r a e t e r i s t i c f e a t u r e s of h i s s t y l e - the bare c o i u r t e r p o i n t , the p r e c i s e l y 

imagined i n s t r u r n e n t a t i o n and some of the brooding i n t e n s i t y o f his. l a t e r scores, 

though n o t , of cov.rse, the 1'andler s t y l e o f , f o r i n s t a n c e , the second movements of 

the ITourtb .and N i n t h oynohonies - are conspicuously present. An apprentice work 

i t nay ber but i t i s one of ast o n i s h i n g assurance and q u a l i t y . The f e e l i n g f o r 

nature l a t e r shown i n the T h i r d Syr/phony, reaching i t s overwhelming apoiheosis. 

i n the Abschied of Das Lied von der arde. i s already present here - f l o w i n g 

woodwind, s o f t horn c a l l s , l o n g pedal p o i n t s , gentle h a r p arpeggios, vigorous 

march f i g u r e s . The o r c h e s t r a l i n t r o d u c t i o n t o Der Suiolr;ann, f o r example, c l o s e l y 

a n t i c i p a t e s the beauties o f l a t e r works. I n i t s o r i g i n a l form o f V/^ldingrchen — 

Per "tjishvann — Hockseitsst^ok, the work presented a lAarchen fro:?. Ludwig 3echstein!i 

1Z% heups deutscher. harchnnlmch. wj :.h the rud'hlc s e c t i o n taken, s c l e c t i e a l l y but 

a p p o s i t e l y , f r o - t'--e ^riTuv s t o r y Per ^inp?nde hinccher. (The s i n g i n g bone). The 

young l i o h l e r , seen t o discover the hyav.lerhcrn peeres, thus declared h i s deep c e n t a l 

and emotional i d e n t i f i c a t i o n with- the world o f the Gerran IJarchpn, and helps t o 

ewglain the s t r o n g a f f i n i t i e s f e l t by the late:-: A u s t r i a composers discussed i n 

the n a i n p a r t o f t h i s study. The s t o r y o f the queen, the f l o w e r i n the f o r e s t , 

the search, the murder of one b r o t h e r by m o t h e r , the bone which i s carved i n t o 

a f l u t e , the delayed wedding and t k v.'oueni o f r e c u s a t i o n ss the ivdrisfcrel's f l u t e 

reveals the t r u t h , the c u s s's cohlcgso and the c a s t l e ' s d e s t r u c t i o n " a l l these 

elements and ir:iag~s f i n d f a v i i l i a r echoes i n s e v e r a l o f the operas o f ̂ chreker and 

Ser.:linsk,y y.;auy years l a t e r . I n IT-.'A I b h l e r rer.'oved the ".A-.ldr.iarchen,and the 

s u r v i v i n g two movements were performed i n Vienna e a r l y i n 1501. This i n e v i t a b l y 

deprives the ^ a i n r.-.art o f the s t o r y (the 'accusing' f l u t e ) of i t s f u l l n a r r a t i v e 

background ; but a].so h.elov to keo;; the work to a reasonable l e n g t h . I t may also 

be that i k i k l o r f e l t en i n s u f f i c i e n t degree o f c o n t r a s t between the throe sections 

as o r i g i n a l l y conceived. The halpparchen i s longer than the o t h e r s e c t i o n s , end 



(xix) 

i t s removal also e l i m i n a t e s the b a r i t o n e s o l o i s t from t i e forces- i n v o l v e d . Not 
u n t i l 1955 was Das JC.a^endo L i e d performed i n i t s e n t i r e t y . 

This c a n t a t a has no r e a l p a r a l l e l among the l a t e r , symphonic works. The 

nearest i s arguably the second p a r t of the P i r h t h Symphony ( I90c, 1st p e r f . 1910) 

where the e l a b o r a t e s e t t i n g of the whole concluding scene ('mountain gorges, 

f o r e s t , c l i f f , wilderness') o f C-oethe's Paust, Part 11 i s r o u g h l y e q u i v a l e n t i n 

l e n g t h to the e n t i r e o r i g i n a l Pas k'lagende Lied. The Eighth 3yr;:phony1 s f i r s t 

movement set the o l d L a t i n hymn Yoni, c r e a t o r s o i r i t u s . and i s of headlong 

b r i l l i a n c e and energy. I t s p r e v a i l i n g key, B f l a t , r e t u r n s a t the symphony's 

cl o s e , v.'hen Paust has been f i n a l l y borne a l o f t t o heaven, aided by the d e s c r i p t i o n 

of C h r i s t ' s c r u c i f i x i o n by the llagna Psccatri:-: ( 3 t . Lul:e, 4)» K u l i e r Samaritana 

(Ct. John, 7) end K a r l a Aegyotiaca ( t h e Acts) as w e l l as the P e n i t e n t one, f o r m e r l y 

Gretchen. These f i g u r e s , headed by the V i r g i n I'-'ary, the Hater G l o r i o s a of Goethe, 

present the image of 'des Ewig-Weiblicke 1 which, i t i s c l e a r from " a h l e r ' s l e t t e r 

to Alma, h i s wife (June, I909 ,-.nd Juno, 1910; had seized h i s imagination. 

'The a s p i r a t i o n s ! l e v e l cf t h i s --ast movement I s measured by the l i t e r a r y 

sta\ure -TK'. a l l u s i v e d e n s i t y of the icmt i t attempts t o set t o music. That 

e t h i c . I s t r i v i n g which c h a r a c t e r i s e d .70 main- rost-'./agr.'.-risn stage and concert works 

here reached i t s seuiti.-, b oth i n metaphysical p r o f u n d i t y a;\d i n the immensity o f 

the force;; employed. Yet i t is. p ossible t c loo?: back from t h i s g r e a t peak 

( k a h l e r d i d no t w; sh i t to be Iuu:-.;n ::.z h i s Pai:st symphony, to the d i g n i f i e d 

b eauties of IV;:: klagende Lied. './hat they have i n common i s a basic c a n t a t a 

s t r u c t u r e , and a q u a l i t y of a b s t r a c t ! : a b o u t t'-e p a r t i c i p a n t s i n the n a r r a t i o n . 

T)as Kla-ende L i e d , apart from t i e ' s i n ph., hone' i t s e l f ( m a i n l y mezzo-soprano) 

they are net p e r s o n i f i e d . The various f i g u r e s ere a l l subsumed i n the o r c h e s t r a 

and chorus, the r e a l corriomiator:: throughout. I n Ihe Bighth Symphony, one I s 

awn;:.- o: :.urgely symbolic f i g u r e s , disembodied, w i t h o u t c h a r a c t e r i s e d i d e n t i t y o r 

dramatic p o r s ^ n o l i i y . I !;• i s nV: d i f f i c u l t t o see why the nature I'lahler, song-

conp-:;;or ai d symph-:nist, wow I d never 'rive been tempted t o compose an opera, f o r 

a i l the :u:o'k'.ctivo g l o r i e s of hi?- time as :. direct:::;, producer and conductor o f 

other men's •o:ks. 



Schoenberg'a G u r r s l i e d e r f o r n o l i , r e c i t e r , chorus end orchestra: t o a 

t e x t by Jens "Peter Jacobsen (1847-85) were w r i t t e n i n 1900-1901 and the 

o r c h e s t r a t i o n , begun i n 1901-2, was completed i n 1910-11. Jacobsen's 

y o u t h f u l Gurresange, a. p o e t i c account of the medieval King '..'aldemar's passionate 

love f o r th:/ g i r l Tove, and her death on the i s l a n d of Gurre, f o l l o w i n g 'iaeen 

Kedvig's jealousy, i s -very much a Sage. according t o the d e f i n i t i o n given i n 
LI 

Chapter 2 . Das Klagendo L i e d , by the same token, i s a Ilarchen, and though i t i s 

i n s t r u c t i v e to compare t'-ese two products of y o u t h f u l genius, i t i s most u n l i k e l y 

t h a t Schoenberg knev: Kahler's c a n t a t a when he s t a r t e d work on the C-urrelieder. 

The l a t t e r has i t s own f u l l - b l o w n nature e c s t a s i e s , whether e r o t i c as i n 

V; aide mar' s 
K i t roves Stimrne f l u s t e r t der V;ald, 
K i t 'loves Augen schsut der See. 
K i t Toves Lacheln l e u c h t ~ n die Sterne, 
Die "./olke s c h w i l l t wie dos lusens Scluioe. 

or c e l e b r a t o r y as i n the dionysiac So~:~-;rwinde? v.'ildf-? Jr/:6. and the Speaker's c r y : 

l\m r e g t s i c h ".."aide:; Yog-;-Is char, 
Tau s c h u t t e l i die Illume vox l o c k i g e n L'aar 
Und spaht nach der Sonne aus. 
Erwacht, erwacht, ih.r Flume;:, sur './onus J 

Tne monumentality of t h i s e x t r a o r d i n a r y , complex, t e c i i n i o a l l y p r o b l e m a t i c , 

dense v ^ t l i n e a r score has drawn :-• ':• >oxiion ever since-, p a r t l y because i t has 

tended to bo seen as & ne r>lus u l t r a of rost-v/agnorian chromaticism, and p a r t l y 

because Schoonborg's i n t e r e s t i n smaller, more compact forms d u r i n g h i s p o s t - F i r s t 

S t r i n g Auartet p e r i o d meant t h a t he d i d not r e t u r n again to a very l a r g e - s c a l e 

s t r u c t u r e u n t i l hose and i r o n t h i r t y years' l a t e r . I t i s o f s p e c i a l i n t e r e s t t h a t 

Schoenberg came back t o f i n i s h the C u r r s l i e d o r ' s s n o r i n g a f t r - r he had composed 

. ^ r a r t u n g , Karie F^ppenheim's h y s t e r i a - r i d d e n ::onodrama f c r soprano and o r c h e s t r a 

i n tlv:. l a h . -:v:ner of 1909, and a i m a f t e r ho had begun work on the autobiographic? 

drama w i t h music Die g l i i c k l i c h e llano ( "The Jiancl of Fate' or 'The Knack' 2 0) Thematic 

20 The Kand -.-f Fate i s f-c t r a n s l a t i o n given by Fa^fer (Cai./jo) 
d e r i v e d from a I94G anecooi: by Sckoftnberg about the ITS, i n 
which t h i s w a n i n g i s conveyed. Yot The- Knack ( w i t h an i m p l i e d 
sexual connotation, as i n a well-known ( I9G4) " B r i t i s h f i l m of 
t h a t t i t l e ; i s an i d i o m a t i c and appropriate t r a n s l a t i o n of the 
German ' g l u c k l i c h o hand.', Ihc lucky Kend s t i l l encountered as 
a t r a n s l a t i o n i s meaningless. 



( = 1 ) 

re p e t i t i o n , motif transformation and tonal framework are a l l abandoned i n 

I!fe&rjhin£ (as they ha/1 been i n the George songs, Op. 15 and the Five Orchestral 

Pieces, Op. 16) but t h i s did not stop Ita-jartun;? from being, i n Charles Rosen's 

words, a 1-veil-at tested miracle* and 'one of the most e f f e c t i v e , e a s i l y accessible 
21 

end immediately convincing of rjchoeribsrg's '.-forks.' Taul Stefan, present at the 

f i r s t performance i n Prague (1924) declared that ' i t rushes over i t s audience with 

the force of a torrent, of a wild beast. 1 The 455 bars are over i n 25 minutes, 

while the 255 of Die rcHicklicha Hand pass i n 25, l i k e , s a i d Stefan, 'some mon-
22 

strous dream experience,' or, as \7elless described i t before i t s f i r s t staging 

i n Vienna (autumn 1Q2A, under Stiedry) a 'psychological pantomime*. 

Th c a l l i n g Irwartunp; a monodrama end Die reliickliche Hand a drama with 

music, Schoenberg avoided the term 'opera'. The one-act l i g h t comedy Von heute 

auf morgan of 1923 was h i s f i r s t opera so c a l l e d . Both the e a r l i e r stage works 

are concerned vfith e r o t i c experience (as were Varklarte I-Tacht. end the 3arrelieder) 

i n an obsessional form. Like Salerno and S l s h t r a , though i n a s t i l l more, con-

con !;rated. way, they deal with extreme states of s e r i a l pathology. Zi".-.-arti'.nj'g 

i s a soliloquy or '.interior monologue' for soprano set i n a nocturnal, moonlit 

fo r e s t , symbolic of the woman's sense of dread as she goes to meet her lover. His 

body, stumbled on by accident, i s proof to her of h i s involvement -.:1th another 

women, the probable murderer. 'V/o i s t sie denn, die Ilexe, die Dime.,..die Frau 

;nit den weissen Armen?' Thus as she stands over the body, she laments that even 

the grace of dying with him lias been denied her. As with a l l Impressionist drama,-

no d i s t i n c t i o n if. made -between grey r e a l i t y raid dream. The stammering, fragmented 

te::t has a l l the fpaalition of nightmare, aid'.-d by the h e c t i c b r i l l i a n c e of the 

orchestral score. 

Me ^ K i c k l i c h c Hand, for two miring figures, high baritone, a chorus of 

si:-: men and si.?, women and orchestra, i c to CchconVerg's own text. The s i n g i n g 

21 Scboenbgrr;, ?ontana/Collins, 197£, 
22 MI {:'.e\- York; 192/., 14-1?. 
2> Arnold ^choonbarfT : ttw formative years, t r . V/.H. Kerridge, 

Sent, 1925, 131 
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p r o t a g o n i s t i s h i m s e l f , the s i l e n t f i g u r e s of Die Frau and Der Premde are 

I'lathilde Schoenberg (nee Zemlinslcy) and the young a r t i s t Richard G e r s t l , f o r 

whom I l a t h i l d e l e f t her husband f o r a time. • G c r s t l , a g i f t e d p a i n t e r , committed 

s u i c i d e i n 1?03. Jan ITeyerovjfcz' 1>'67 biography o f Schosnberg revealed t h i s 

i n f o r m a t i o n . Hie comwioser h i m s e l f c e r t a i n l y would not have done (l-Iathilde even 

typed the t e x t ) though one might have guessed from the v i o l e n t imagery t h a t the • ' 

work d e r i v e d fx-om a sharply experienced re r s o n a l trauma.. Stx-indberg ('To Damascus) 

Ilokoschka ( l l o r d e r , I l c f f n u n g der ?rauen, q.v. Ch. 3} end Kandinsky (the 1?09 drama 

Dor gelbe IC1 ang) have been mentioned as i n f l u e n c e s on Die r l u c k l i c h e Hand, w h i l e 

the work's elaborate t e x t u r e o f o r c h e s t r a l music, sung speech, chorus, mime and 

changing background colours has even l e d i t t o be c a l l e d s. G-esamtkunstwerk and 

thus indebted t o v'agnerA"^ The c o l o u r scheme of the work p a r a l l e l s c l o s e l y ( b u t 

not p r e c i s e l y ) t h a t set out i n Kandinsky's 191": study Tiber das aeisti,~e i n der 

l u u i s t , where cash c o l o u r i s given a 'psychical e f f e c t ' an ' i n s t r u m e n t a l equiv

a l e n t ' i n music. 

There i s a notable r e t u r n '.o t l i e u a t i c i s m hero compared w i t h S^wa::tung, 

end a preoccupation w i t h i n n e r , psychic s t a t e s of f e e l i n g o r , as Schoenberg put i t 

l?2f: , the 'representation of i n n e r occurrences! Despite the mimed a c t i v i t i e s o f 

the woman and her l o v e r , and the i n t e r j e c t i o n s o f xne chorus, the men (Der Harm) 

i s at the centre of the stage, r e a c t i n g t o the sexual l i a i s o n he i s powerless t o 

prevent. I n the f i r s t of the e i g h t scenes, as i n the l a s t , he i s alone and 

s t a t i o n a r y on stage, a l a r g e m y t h o l o g i c a l beast on h i s back, s y m b o l i s i n g luiavoidebi 

d e s t i n y . I t may be strc- AAiug comparisons to tin. l i m i t , b u t one cannot help 

n o t i c i n g t h a t the Kan (- A r t i s t ) and the Gentleman/Lover i n r e l a t i o n t o the 

V;onan i n Die g l u c k l i c h c I-and o f f e r c e r t a i n p a r a l l e l s w i t h looses ( t h e d i v i n e Idea) 

and :^aron •gthe human image; - these twrms have been used by T i p p e t t "' - i n t h e i r 

r e l a t i o n t o the people of I s r a e l . I t seems t o be the same i d e a expressed on a 

l o f t i e r metaphysical l e v e l . 'hein A^hnke i s t mnokelos ohne .irons ' f o r t ' c r i e s 

1L U-c J.C. Cravrora, ITC,, l y / h . ^ f . 
2'~; 'Air from another -jlar.et' i n iVaykag iivto^Anirarius, i l o u t l e d y e , 

l ? h 9 , 4>-49 



hose, conscious above a l l t h ings t h a t he. i s the i n t e r m e d i a r y w i t h Jehovah, 

lachin;; o n ly the g i f t o f tongues which Aron so abviously possesses. I n the 

uncomposed t h i r d a c t , Aron, under g.vard, i s asked by I'ose t o stand up; he does 

so end f a l l s dead, l e a v i n g I lose, the Idea, to core t o ierm-j w i t h h i s new 

'inageless' p o s i t i o n . 

The Gurre 1 i e d e r v:ere f i r s t performed i n Vienna under Schrcker i n 1913; 

2' ' 

.^rwartung and Pie g l ' i c k l i c h e Hand i n Prague u n l e r Zemlinsky i n 1924- ~ 3y "che 

l a t t e r date (Schoenberg's ^G~-:i year; both these o?_der fi.gj.res, among Schoenberg' 

c l o s e s t colleagues, had made names f o r themselves as composers. 2gon V/elless, 

Schoonbcrg's f i r s t biographer and a p a p i l , had also begun t o do so, as hed the 

young Ib.-nst krenek, the f i r s t t o attempt a completion of Ik-.liler's Tenth Symphony 

and, l a t e r on, a convert (under the i n f l u e n c e of T.w. Adomo) t o Schoenberg's 

'method of composing w i t h twelve tones'. These f o u r f i g u r e s ( t o g e t h e r w i t h 

c e r t a i n others) and i i e i r o p e r a t i c w o r l d fo r . ; the s u b j e c t of the study which 

f o l l o w s . 

25 Per;; had produced a vocal score o f the P u r r e l i o d e r i n 1912, 
end an extensive a n a l y t i c a l Pihhrer t o th:; work i n 1915, b o t h 
published by UP. lie had r l s o prepared the o r i g i n a l vocal score 
of Schreksr's Per feme IP.aivp ( l 9 I i ; . h i s V/osseck, which 
owed something t o t h a t work, end s t i l l more to P:r^artur_g, 
'./as completed i n 1921. I n 19-2A i t s t i l l awaited p r o d u c t i o n , 
whicli came the f o l l o w i n g year. 
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PREFATORY NOTE 

The introduction to t h i s study comprises the f i r s t three 

chapters. I t i s n e c e s s a r i l y of some length i n order to s e t out the 

background h i s t o r i c a l l y and place i n some s o r t of d e t a i l e d context 

various arguments and themes of the whole. There i s a d e l i b e r a t e 

emphasis on the three Viennese composers - Zemlinsky, Schreker and 

Wellesz - who despite t h e i r d i f f e r e n c e s i n age and outlook grew to 

maturity during the l i f e t i m e of Mahler, together with c e r t a i n others, 

sometimes younger f i g u r e s of a more ' r a d i c a l ' outlook, l i k e Krenek, 

who r e l a t e to the main idea. The common Mahlerian background and 

influence on the older men w i l l not be pursued, however, nor w i l l 

S trauss be discussed i n any d e t a i l , except i n s o f a r as h i s work bears 

on t h e i r s . 

Those chapters which form the main part, while pursuing the theme 

of 'myth' and the mythopoeic, i n e v i t a b l y involve extensive d e s c r i p t i v e 

a n a l y s i s of works seldom, i f at a l l , examined since they appeared. 

This means that the many music examples and e x t r a c t s i n Appendix D 

form an i n t e g r a l part of the d i s c u s s i o n , and r e l a t e c l o s e l y to the 

t e x t . The exception to t h i s i s Chapter F i v e , which takes a s l i g h t l y 

d i f f e r e n t form, the few musical examples r e l a t i n g only i n c i d e n t a l l y to 

two now forgotten works. I t i s one of the r e g r e t t a b l e hazards of 

studying opera as an art-form that t h i s kind of d i v i s i v e approach -

d i v i s i v e , that i s , i n having to attend to both musical and l i t e r a r y 

aspects of a work - should be unavoidable. I t w i l l be observed that, 

i n p u r s u i t of t h i s study's main theme, d i s c u s s i o n s of works are 

extended or abbreviated according to relevance. 

A l l t r a n s l a t i o n s are the w r i t e r ' s own, except where s t a t e d . I n 

c e r t a i n instances, footnote references are d i r e c t to the Bibliography, 

though i n most cases, t i t l e s of books, a r t i c l e s and papers are quoted 

i n f u l l . Pagination references are by number only. 
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Abbreviations ( a ) Separate authors or works 

Bekker, B. Z. M. 

Bekker, G.S. 

Corr. 

C u r j e l 

DH 

ONI 

Duthie 

E d l e r 

E l o e s s e r 

Ferguson 

FFC 

GMOL 

Graves 

Guthrie (G) 

Guthrie (0) 

HvH, G. W. 

HSB 

Paul Bekker: B r i e f e au z e i t g e n o s s i s c h e r Musiker, 
Max Hesse, B e r l i n , 1932. 

Paul Bekker, Gesaramelte S c h r i f t e n , 3 v o l s . 
Schuster and L o e f f l e r , B e r l i n , 1922-3 (Vols. 1 and 
2) , Deutsche Verlags A n s t a l t , S t u t t g a r t , 1924 
(Vol. 3 ) . 

The Correspondence of Richard Strauss and Hugo von 
Mofmannsthal, trr Hans Hammelmann and Michael Rose. 
C o l l i n s , 1961. 

Hans C u r j e l , hg. E i g e l Kruttge. Experiment K r o l l o p e r , 
1927-31. P r e s t e l Vlg. Munchen, 1975. 

Gosta Neuwirth: Der Harmonik i n der Oper Der ferne 
Klang von Franz Schreker. G. Bosse, Regensburg, 1972. 

Egon Wellesz: Die neue Instrumentation, 2 v o l s . 
Max Hesse, B e r l i n , 1929. 

Lowry Duthie: L'infl u e n c e du symbolisine f r a n c a i s 
l e renouveau poetique de l'Allemagne: l e s 

Enid 
dans l e renouveau poetique de l'Allemagne! 
B l a t t e r f u r die Kunst de 1892 a. 1900. Bibliotheque 
de l a Revue de l i t t e r a t u r e compares, P a r i s , 1933. 

A r n f r i e d E d l e r : Studien zur Auffassung a n t i k e r 
Musikmythen im. 19 Jh. B a r e n r e i t e r , K a s s e l , 1970. 

Arthur E l o e s s e r : Deutsche L i t e r a t u r von der Romantik 
b i s zur Gegenwart. 2 v o l s . B. C a s s i r e s , B e r l i n , 1931* 

Wallace K. Ferguson: The Renaissance i n H i s t o r i c a l 
Thought: f i v e c e n t u r i e s of i n t e r p r e t a t i o n . 
Houghton M i f f l i n , Boston, 1948. 

Fo l k l o r e Fellows Communications, H e l s i n k i . 

German Men of L e t t e r s , ed. Alex Natan, 5 v o l s . , 
Oswald Wolff, London, 1961 f f . 

Robert Graves: The Greek Myths. Penguin, 2 v o l s . , 
1955. 

The Greeks and t h e i r Gods. Methuen, 1950. 

Orpheus and Greek R e l i g i o n . Methuen, 1935, 2nd rev. 
ed. 1952. 

Hugo von Hofmannsthal. Gesammelte Werke Prosa, 
Dramen. e t c . F i s c h e r , B e r l i n , 1959 f. 

Haidy Schreker-Bures: H5ren, denken, fiihlen: eine 
k l e i n e studie liber Schrekers Opemtexte. Eigenverlag, 
Buenos A i r e s , 1970. 
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Jens 

KLL 

Ley ( t r . ) 

Rehm (G) 

Rehm (R) 

Sebeok 

S e l i g 

Soergel 

Thompson 

Till 

AT 

V o l l s t e d t 

VR 

Wunberg 
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Hans V o l l s t e d t : Die Darstellung der Reformation 
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E i n Handbuch zur Tradierung und Funktion von 
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E. Schmidt, B e r l i n , 1974. 

Hofmannsthal im U r t e i l s e i n e r K r i t i k e r . Dokumente 
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INTRODUCTION 

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

I 

The p e r i o d covered by t h i s study begins i n 1912 near the end o f the 

Wilhelmine e r a i n Germany and the end o f the Austro-Hungarlan Empire, and 

close s i n 1933 w i t h the t e r m i n a t i o n o f the Weimar Republic and H i t l e r ' s 

advent t o power. These two decades form, o f course, a time o f c e n t r a l 

s i g n i f i c a n c e f o r modern Europe, c o n t a i n i n g as they d i d the massive upheaval 

o f the Great War, the f a r - r e a c h i n g p o l i t i c a l and economic c o m p l e x i t i e s o f 

the p e r i o d f o l l o w i n g t h e V e r s a i l l e s t r e a t y , the i n t e n s i f i e d impact o f 

modern technology and u r b a n i s a t i o n on a f f a i r s b o t h i n Europe and f u r t h e r 

a f i e l d , and, n o t l e a s t , i n c r e a s i n g p r e o c c u p a t i o n w i t h the immediately 

f a s h i o n a b l e , a g g r e s s i v e l y contemporary o r e x p e r i m e n t a l i n m a t t e r s o f t a s t e . 

As the ferment o f a c t i v i t y i n p a i n t i n g , l i t e r a t u r e , t h e a t r e and music 

p e r s i s t e d , the p o l i t i c a l mood o f Europe moved s t e a d i l y r i g h t w a r d s . Far 

from p r o v i d i n g a s o l u t i o n t o p o l i t i c a l problems, V e r s a i l l e s s i m p l y c r e a t e d 

new t e n s i o n s and r e i n f o r c e d the o l d . Germany*s economic r e v i v a l , the 

r e p a r a t i o n s q u e s t i o n , and the post-1929 d e p r e s s i o n ushered i n a p e r i o d o f 

r e v i v e d m i l i t a r i s m , i n t o l e r a n c e , c ensorship and darkness, i n which c u l t u r a l 

a c t i v i t y was f o r c e d e i t h e r i n t o a v o r t e x o f p o l i t i c a l r e l e v a n c e , o r a 

cul-de-sac o f t r i v i a l i t y and i s o l a t i o n . The famous 1937 E n t a r t e t e Kunst 

e x h i b i t i o n a t the Munich A r c h a e o l o g i c a l I n s t i t u t e symbolises the new 

atmosphere, i f i n an extreme form. I t helps t o remind us t h a t the F a s c i s t 

powers were s t r a n g e l y a l l i e d i n a r t i s t i c o u t l o o k t o the main p o l i t i c a l 

enemy, the USSR,* where o n l y twenty years p r e v i o u s l y , a few b r i e f years o f 

euphori c a r t i s t i c freedom o f a k i n d had been i n i t i a t e d , a s s o c i a t e d w i t h 
2 

such names as Lunacharsky, L i s s i t z k y , E i s e n s t e i n , Meyerhold and T a i r o v . 

1. John W i l l e t t : Expressionism. Weidenfeld and N i c o l s o n , 1970, 210-11. 
2. A r t i n R e v o l u t i o n ; S o v i e t A r t and Design s i n c e 1917. A r t s C o u n c i l 

e x h i b i t i o n c a t a l o g u e , 1971. 
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The f i r s t German Autumn Salon, o r g a n i s e d i n B e r l i n by Berwarth Walden i n 

1913 was b o t h i n t e r n a t i o n a l and u n i v e r s a l i n i t s a p p l i c a t i o n t o modern 

p a i n t i n g , f o l l o w i n g c l o s e on the f o r m a t i o n o f the Brucke (1905) and 
3 

Blaue R e i t e r (1911) groups b u t i n c l u d i n g a l s o the work o f a r t i s t s from 

o u t s i d e Germany, e s p e c i a l l y Prance and S w i t z e r l a n d . I t i s n o t a b l e t h a t the 

most i n f l u e n t i a l p a i n t e r o f the time i n Germany, Wassily Kandinsky, s h o u l d 

be a Russian, and t h a t W a l t e r Gropius should have worked w i t h the Swiss 

Paul Klee and the Hungarian Moholy-Nagy t o c r e a t e t h e Bauhaus, a School o f 

a r t and d e s i g n which had p r o f o u n d i n t e r n a t i o n a l r e v e r b e r a t i o n s . 

This i n t e r n a t i o n a l i s m o f o u t l o o k , i n the circumstances o f the t i m e , 

gave t o Weimar Germany i t s s p e c i a l f l a v o u r o f r a d i c a l e xcitement and f r e q u e n t 

o v e r r i p e excess. More w i l l be s a i d i n Chapter t h r e e about t h e l i t e r a r y 

background t o Austro-German opera between.1912 and 1933, and the p o i n t s a t 

which opera was i n f l u e n c e d by drama. I t i s necessary a t t h i s stage t o 

observe t h a t , d e s p i t e the cataclysm o f war, and the p s y c h o l o g i c a l changes i t 

e f f e c t e d i n the r e l a t i o n s h i p between s o c i e t y and l i t e r a t u r e , the bourgeois 

c u l t u r e o f W i l h e l m i n e Germany and.pre-1914 A u s t r i a had a l s o absorbed o u t s i d e 

i n f l u e n c e s , though on a l e s s f e v e r i s h s c a l e . Hauptmann's e a r l y indebtedness 

t o I bsen, S t r i n d b e r g ' s i n f l u e n c e on the E x p r e s s i o n i s t s , the i n t e r n a t i o n a l 

e c l e c t i c i s m o f Hofmannsthal and the p e r v a s i v e impact o f the French S y m b o l i s t 

movement o r i g i n a t i n g i n Mallarme's c i r c l e a r e obvious examples o f t h i s . 

Since German-language c u l t u r e ranged across t h r e e d i f f e r e n t c a p i t a l 

c i t i e s and one q u a s i - c a p i t a l - B e r l i n , Vienna, Prague and Munich - n o t t o 

mention numerous s m a l l e r c e n t r e s , the range o f a c t i v i t y was as d i v e r s e as 

i t was l o c a l i s e d . I f the l a r g e s t o f these, B e r l i n , was the g r e a t c u l t u r a l 

m a r k e t - p l a c e , the c e n t r a l urban experience which produced such works as 

H e i n r i c h Mann's n o v e l Im S c h l a r a f f e n l a n d ( 1 9 0 0 ) , t h e s a t i r i c a l comedies o f 

3. H e r b e r t Read: A Concise H i s t o r y o f Modern P a i n t i n g . Thames and 
Hudson, 1959, 224 f . 

k, Roy Pascal: From N a t u r a l i s m t o Expressionism: German L i t e r a t u r e and 
S o c i e t y . 1880-1918. Weidenfeld and N i c o l s o n , 1973, esp. ch. 6. 



Sternheim, the p o e t r y o f G o t t f r i e d Benn and Brecht and W e i l l ' s 

A u f s t i e g und F a l l der S t a d t Mahagonny. i t i s e q u a l l y t r u e t h a t the o t h e r 

c i t i e s and r e g i o n s c o l o u r e d the o u t p u t o f w r i t e r s a s s o c i a t e d w i t h them, 

and p r o v i d e an e s s e n t i a l element i n t h e u n d e r s t a n d i n g o f t h e i r work. 

Examples o f t h i s a r e t h e Rhenish r o o t s o f George (and some o f h i s c i r c l e ) , 

Wedekind's l i n k s w i t h Munich, and Thomas Mann's w i t h Lubeck, the o r i g i n o f 

Hesse (and a l s o B r e c h t ) i n Wurttemberg, S c h n i t z l e r ' s i n s e p a r a b i l i t y from 

the Viennese l o c a l e . Hauptmann's S i l e s i a n h a b i t a t and, o f course, Kafka's 

a s s o c i a t i o n w i t h Prague. I n Germany, even more than elsewhere, a r t i s t i c 

e x p r e s s i o n has tended t o be r o o t e d i n r e g i o n a l i s m . At the same t i m e , t h e 

d i v e r s i t y o f l o c a l c e n t r e s , and the g r e a t p r i d e taken a t l o c a l government 

l e v e l i n the p r o v i s i o n o f f a c i l i t i e s f o r drama, opera and b a l l e t meant t h a t 

any work which s e i z e d the p o p u l a r i m a g i n a t i o n i n some way was l i k e l y t o 

reach p r o d u c t i o n t h r o u g h o u t the c o u n t r y , i n a way i n c o n c e i v a b l e i n France 

o r the U n i t e d Kingdom. I n t h i s way, i t becomes e a s i e r t o understand t h e 

e f f e c t , t o take opera a l o n e , o f Strauss's Salome o r Der Rosenkavalier. 

d ' A l b e r t ' s T i e f l a n d . Schreker's Der Schatzgraber. Krenek's Jonny s p i e l t 

a u f and W e i l l ' s Dreigroschenoper on t h e opera p u b l i c o f these y e a r s , even 

a l l o w i n g f o r wide v a r i a t i o n s i n the s t a n d a r d o f p r e s e n t a t i o n and performance. 

C u l t u r a l i n t e r n a t i o n a l i s m was f u r t h e r c o m p l i c a t e d by t h a t s p i r i t o f 

conservatism f o r m u l a t e d most c l e a r l y i n Thomas Mann's Betrachtungen eines 

U n p o l i t i s c h e n ( 1 9 1 7 ) , a w e i g h t y endorsement o f Germany's ag g r e s s i v e r o l e 

i n the war, and an a t t a c k on the Z i v i l U a t i o n s l i t e r a t p o s i t i o n o f h i s 

F r a n c o p h i l e b r o t h e r H e i n r i c h . D i e d e r i c h H e s s l i n g ' s a u t h o r i t a r i a n stance 

i n H e i n r i c h ' s Der U n t e r t a n had much i n common w i t h t h a t o f the sombre 

Jewish C a t h o l i c Naphtha i n Thomas's Der Zauberberg (1922-4), the most 

s i g n i f i c a n t n o v e l t o come out o f the war. A t i t s c l o s e , the l i f e o f the 

young consumptive Hans Castorp achieves a new l e v e l o f r e a l i t y and 

5. 'Keine S t a d t Europas war so r e i c h an s c h r o f f e n Gegensatzen, an 
heterogenen Elementen a l l e r A r t wer s i c h h i e r h eimisch f i i h l t e , 
dem schmeckte d i e L u f t anderswo n i c h t mehr, der h i e l t es i n anderen 
Stadten gar n i c h t mehr aus'. W a l t e r L e n n i g : G o t t f r i e d Benn. 
Rowohlt, 1962,28. 



s i g n i f i c a n c e on the b a t t l e f i e l d . What was t r u e f o r many Germans i n the 

new postwar c o n d i t i o n s was a l s o t r u e f o r A u s t r i a n s l o o k i n g back on the 

l o s t e r a of H o h e n z o l l e m Austria-Hungary* The f o u n d a t i o n o f the Salzburger 

F e s t s p i e l i n the wake o f the war (1920) by Hofmannsthal, S t r a u s s , Reinhardt 

and Franz Schalk was, i n i t s way, a monument t o the pre-war p e r i o d . 

Franz W e r f e l , born i n 1890 and h i m s e l f a s i g n i f i c a n t p r o d u c t o f t h e 

m a i n l y a n t i - w a r E x p r e s s i o n i s t movement l a t e r spoke n o s t a l g i c a l l y o f 

'a unique, a memorable w o r l d which i s gone f o r e v e r True, every s o u l 

born i n the l a s t c e n t u r y and a l i v e today belongs t o two epochs 

But t o belong n o t o n l y t o two epochs b u t t o two w o r l d s - t h a t i s the l o t 

o f those alone who a r e c h i l d r e n o f t h a t dead w o r l d o f which I w r i t e . 

A u s t r i a was a w o n d e r f u l home, a home o f humanity w i t h o u t r e g a r d t o b l o o d 

o r c o n f e s s i o n , t o o r i g i n o r g o a l o f i t s c h i l d r e n . The A u s t r i a n b o m i n o l d 

A u s t r i a no l o n g e r has a home.'*' Schreker completed the Nachspiel o f Per 

Schatzgraber on 12 November 1918, l e s s than two years b e f o r e he l e f t Vienna 

f o r e v e r . H i s score bears the comment 'Am Tage der Ausrufung der R e p u b l i k 

Deutsch o s t e r r e i c h i n den Anschluss an das Deutsche Reich*. W i t h i n months 

o f t h a t day, the S p a r t a c i s t movement i n Munich had been crushed, K a r l 

Liebknecht and Rosa Luxembourg murdered, and the hopes o f the L e f t i n 

Germany de s t r o y e d . P o l i t i c a l impotence, however, brought i n i t s wake a 

new freedom o f l i t e r a r y e x p r e s s i o n f o r the L e f t , borne i n the r i s i n g , m a i n l y 

posthumous r e p u t a t i o n o f Wedekind (d.1918), the p l a y s o f E r n s t T o l l e r and 

the young B r e c h t , the dramatic and s c u l p t u r a l v i s i o n s o f B a r l a c h , the s o c i a l 

c r i t i c i s m i n t h e p r o l i f i c o u t p u t o f Georg K a i s e r , and the e x p l i c i t l y 

' p o l i t i c a l ' t h e a t r e o f Erwin P i s c a t o r . L i k e the Dada movement i n a r t , the 

era o f Neue S a c h l i c h k e i t o r ' m a t t e r - o f - f a c t n e s s ' i n the t h e a t r e was 

e s s e n t i a l l y an a n t i - r o m a n t i c r e a c t i o n . I t produced much work which, f o r 

6. An Essay upon t h e Meaning o f I m p e r i a l A u s t r i a i n T w i l i g h t o f a World, 
t r . H. T. Lowe-Porter, J a r r o l d s , 1936, 9 and 4 1 . But c f . d i a l o g u e 
between t h e Lawyer and P u b l i c P r o s e c u t o r i n Hermann Bahr's l a t e 
n o v e l O s t e r r e i c h i n E w i g k e i t ( 1 9 2 9 ) . 
Bahr saw the i r o n i c aspect o f the t i t l e as 'vorderhand nur noch e i n 
pomposer Name f u r den Schatten e i n e r Bloss a l l e n f a l l s i n der E r i n n e r u n g 
e i n i g e r P e n s i o n i s t e n noch vorderhanden H e r r l i c h k e i t ' (p.158). 

7. Autograph score, Wiener NB. 
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a l l i t s scrupulous avoidance o f the grandiose g e s t u r e s which had 

c h a r a c t e r i s e d the products o f Neo-Romanticism, Impressionism and 
g 

Expressionism, was doomed t o e p h e m e r a l i t y through i t s c o n c e n t r a t i o n on 

the immediate issues o f the day. As f a r as opera was concerned, though 

Neue S a c h l i c h k e i t i n e v i t a b l y appealed t o almost a l l t h e younger composers, 

the i n f l u e n c e o f Busoni's Junge K l a s s i z i t S t . bound up w i t h j u d i c i o u s use 

o f pre-Romantic t e x t u r e s and f o r m a l s t r u c t u r e s , was e q u a l l y s t r o n g , and 

l a s t e d l o n g e r . New works a p a r t , these years saw r e v i v a l s o f the l o n g -

f o r g o t t e n operas o f Handel, and a renewed i n t e r e s t i n V e r d i ; as w e l l as 

p r o d u c t i o n s o f the c l a s s i c s o f German Romantic opera i n avant-garde s t a g i n g s , 

a s s o c i a t e d p a r t i c u l a r l y w i t h the producer and d e s i g n e r A r t h u r M a r i a 

Rabenalt and Wilhelm R e i n k i n g . 

The i n t e r n a t i o n a l s p i r i t u ndoubtedly made Germany the c e n t r e o f new 

European opera and m u s i c - t h e a t r e a f t e r the war. Before 1914, when P u c c i n i 

and h i s I t a l i a n contemporaries, as w e l l as such non-Germans as W o l f - F e r r a r i 

and E. M. v. Reznicek were e s t a b l i s h i n g themselves on German stages, 

i n t e r e s t had a l s o been shown i n Debussy's P e l l e a a e t Melisande and Dukas' 

Ariane e t Barbe-Bleue. I t was postwar Germany which c r e a t e d the success 

o f Schreker, Korngold, Krenek and o f Berg's Wozzeck. w h i l e a l s o welcoming 

Ravel's two one-act operas, t h e n e o - c l a s s i c a l works o f S t r a v i n s k y ( e s p e c i a l l y 

Oedipus Rex) and such o t h e r p r o d u c t s o f the o p e r a - o r a t o r i o movement as 

Honegger's Antigone and Milbaud's C h r i s t o p h e Colomb.* 0 The success o f t h i s 

l a s t work i n the 1930 B e r l i n p r o d u c t i o n was due even more t o Claudel's t e x t 

t h an t o Milhaud's music. Claudel's f o l l o w i n g i n Germany was c o n s i d e r a b l e , * * 

8. The term ( f i r s t used a t a Mannheim a r t e x h i b i t i o n i n 1925) was 
d e s c r i b e d as ' k o n z e n t r i e r t e , aber u b e r s c h a r f t e E i n f a c h h e i t , 1 

'Rationalismus eines bedingungslos s o z i a l e n K r i t i z i s m u s . ' W a l t e r 
I l i n c k : Das moderne Drama i n Deutschland. Vandenhoeck and Ruprecht, 
G b t t i n g e n , 1973, 61-2. 

9. W a l t e r Panofsky: P r o t e s t i n der Oper Laokoon, Munchen, 1966, esp. 
69f. ed 150f. 

10. The work i s 'Oper und Oratorium, H i s t o r i e und A l l e g o r i e , m i s c h t 
a n t i k - c h o r i s c h e s Drama m i t M y s t e r i e n s p i e l , Filmzauber m i t Shaw, 
P i s c a t o r m i t P i r a n d e l l o s c h e r Bewl/sstseinspaltung ' H. Schmidt-
Garre Oper: e i n e K u l t u r g e s c h i c h t e . Arno Volk, K o l n , 1963, 372. 

11. Cf. George S t e i n e r , The Death o f Tragedy. Faber, 1961, 334. 
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r e f l e c t i n g i n p a r t the growing awareness o f r e c e n t French drama, e s p e c i a l l y 

Gide and Cocteau. Dostoievsky p r o v i d e d one o f the s a l i e n t i n f l u e n c e s on 

Wozzeck. and a l s o the t e x t o f Janacek's Z Mrtveho Domu. g i v e n a t Mannheim 

i n Max Brod's German t r a n s l a t i o n as Aus dem Totenhaus on 14 December 1930, 
> 

more than two months before i t s (Czech) Prague premiere. W e i l l s Tjhje 

Dreigroschenoper adapted a f o r e i g n source i n such a way as t o achieve a 

huge p o p u l a r success w h i l e a l s o m i r r o r i n g the s t r o n g g e n e r a l Anglo-Saxon 

i n f l u e n c e i n Germany a t t h i s t i m e , most c l e a r l y shown i n Brecht's s t r a i g h t 

p l a y s down t o Die H e i l i g e Johanna der S c h l a c h t h o f e (1929-31) 

A f u r t h e r f a c t o r i n the c u l t u r a l c l i m a t e , though a d i f f i c u l t one t o 

assess f u l l y , was the growth o f p s y c h o a n a l y s i s , and the c u m u l a t i v e l y 

p o w e r f u l d i s s e m i n a t i o n o f the pre-1914 work o f Freud, A d l e r and o t h e r 

l e a d i n g Viennese p s y c h o a n a l y s t s , t o g e t h e r w i t h the work o f Jung i n 

S w i t z e r l a n d . O p p o s i t i o n t o and d i s l i k e of t h i s a f t e r 1918 was, i t need 

h a r d l y be s a i d , one o f the s t r o n g e s t elements i n t h a t c u r r e n t o f a n t i -

semi t ism which had found i t s 19th c e n t u r y v o i c e i n Count de GobineaU, 
12 

Wagner, Paul Lagarde, W. Marr, Eugen Duhring and J u l i u s Langbehn. A n t i -

s emitism, now a l l i e d t o p r o g r e s s i v e l y i n t o l e r a n t a n t i - d e m o c r a t i c 

n a t i o n a l i s m e f f e c t i v e l y b r o u g h t about the end o f Weimar. The s i g n s o f 

t h i s n i h i l i s t i c n a t i o n a l i s m i n the l i t e r a t u r e o f the p e r i o d are c l e a r 

enough i n the work o f Spengler, M o e l l e r van den Bruck, E r n s t Jiinger and 
13 

o t h e r s from 1919 onwards. With i n c r e a s i n g frequency from the mid-1920s, 

the q u e s t i o n o f German versus f o r e i g n a r t was r a i s e d . Klemperer's K r o l l o p e r 

i n C h a r l o t t e n b u r g , B e r l i n , f o r example, was c l o s e d i n 1931 a f t e r f o u r years 
lk 

o f r e l a t i v e freedom, w i t h o u t e x p l a n a t i o n , l e s s than a y e a r a f t e r the 
15 

N a t i o n a l S o c i a l i s t Volksbiihne had opened i n the K l o s t e r s t r a s s e . The 
12. Even the teachings o f N i e t z s c h e , never h i m s e l f a n t i - s e m i t i c , were 

c o n s i s t e n t l y misunderstood and m i s a p p l i e d . 
13. Cf. W. K i l l y ed., Die Deutsche L i t e r a t u r e . 1880-1933. C. H. Beck, 

Munchen, 1967, 1 0 7 1 f f . , a l s o S. D. S t i r k . The P r u s s i a n S p i r i t . Faber, 
1940 and Pascal, op. c i t . , Ch. k. 

lk, P. Heyworth (ed.) Conversations w i t h Klemperer. Faber, 1973, 6 6 f . 
15. 16 December 1930. H e r b e r t Jh>;«ring: Von R e i n h a r d t b i s B r e c h t : V i e r 

Jahrzehnte Theater und F i l m . V o l . 3 (1930-2) Aufbau, B e r l i n , 1961, 
122-4. 
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mocking o f m i l i t a r i s m , t o o , was viewed w i t h ever g r e a t e r h o s t i l i t y by 

the r i g h t . P i s c a t o r , whose p r o d u c t i o n o f 'The Adventures o f t h e Good 

S o l d i e r Schweik' had been a p o p u l a r success i n 1928, was a r r e s t e d and 

b r i e f l y imprisoned i n January 1931.*^ As Brecht wrote i n e x i l e some years 

l a t e r , speaking of h i s own d i d a c t i c dramas: 'The t h e a t r e (now)becomes 

a place f o r p h i l o s o p h e r s , and f o r such p h i l o s o p h e r s as not o n l y w i s h t o 
17 

e x p l a i n the w o r l d b u t t o change i t . ' 

Schreker's C h r i s t o p h o r u s . composed i n 1924-7, had been planned 

f o r performance a t F r e i b u r g i . Breisgau i n 1931, b u t was stopped by Nazi 

p r e s s u r e . His l a s t opera, Der Schiaied von Gent achieved i t s premiere a t 

the U nter den Linden t h e a t r e , B e r l i n on 29 November, 1932, b u t was 

destroyed by n o i s i l y h o s t i l e Nazi groups i n the audience. A f t e r H i t l e r 

became C h a n c e l l o r , r i g h t - W i n g i n f l u e n c e , l e d by, among o t h e r s , t h e B e r l i n 
18 

p e r i o d i c a l s Neue Z e i t s c h r i f t f u r Musik and Die Musik q u i c k l y e s t a b l i s h e d 

the new orthodoxy. W e i l l ' s Der S i l b e r s e e ( t o a t e x t by Georg K a i s e r , as 

non-Jew, whose p l a y s were banned h e n c e f o r t h f o r t h e i r s u b v e r s i v e s o c i a l 

c o n t e n t ) was performed b r i e f l y , v i l i f i e d and withdrawn. Die B u r g s c h a f t . 

g i v e n i n B e r l i n i n March 1932 had r a i s e d e x e c r a t i o n o f W e i l l t o new h e i g h t s , 
19 

so t h a t h i s e x i l e , l i k e B r e c h t ' s , became i n e v i t a b l e . At the same time 

the d e s i g n e r Caspar Neher, a l s o a g i f t e d l i b r e t t i s t , who had w r i t t e n t h e 

t e x t o f Die B u r g s c h a f t . remained i n Germany, and d u r i n g the ne x t seven years 
/ 20 

produced t h r e e l i b r e t t i f o r h i s f r i e n d Rudolf Wagner-Regeny. A l t h o u g h 
16. P i s c a t o r ' s t r o u p e was f i n a l l y disbanded i n J u l y 1932 f o l l o w i n g h i s 

d e p a r t u r e f o r Russia. C. D. Innes: Erwin P i s c a t o r ' s P o l i t i c a l . 
T heatre. CUP, 1972, 6. 

17. The German Drama; p r e - H i t l e r . (1936) i n W i l l e t t , ed., Bre c h t on 
Theatre. Methuen, 1964, 80. 

18. Cf. Sachs, PNM, F a l l 1970, 74-95. 
19. But c f . H e r b e r t Connor's p r o - W e i l l a r t i c l e i n DM November 1932, 

101-4, where Die B u r g s c h a f t i s p r a i s e d as 'das i n t e r e s s a n t e s t e , 
z w i e s p a l t i g s t e und f u r d i e Zuku n f t der Oper b e d e u t u n g s v o l l o t e 
Werk W e i l l s . 

20. Begegnungen. Henschel V e r l a g , Blue, 1968, 7 5 f f . 
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performed a t S t e t t i n i n 1934, Zemlinsky's Der K r e i d e y k r e i s was p r e v e n t e d 
21 

from a c h i e v i n g more t h a n f o u r performances i n i t s B e r l i n p r o d u c t i o n . 

D i f f i c u l t i e s were placed i n the way o f Mathis der M a l e r and the incomplete 

L u l u , w h i l e i n Vienna, d e s p i t e Krauss's advovacy, Krenek's K a r l V f a i l e d t o 

achieve i t s promised 1934 premiere, a t a time when Nazi i n f i l t r a t i o n o f 

A u s t r i a was g a i n i n g ground monthly. The c h i e f German f i r s t performances o f 

1933 were Bgk's r a d i o work Columbus. Klenau's Michael Kohlhaas. and, a 

year before the composer's 7 0 t h b i r t h d a y , Strauss and Hofmannsthal•s 

f i n a l c o l l a b o r a t i o n , A r a b e l l a , g i v e n no fewer than 461 times i n the 1933-4 

season i n Germany. 

I I 

Thus 1933 i s i n every sense a f i t t i n g t e r m i n a l date f o r the p e r i o d 

under r e v i e w . The subsequent s u b o r d i n a t i o n o f the a r t s t o r a c i s t n a t i o n a l i s m 

brought an a b r u p t end t o the p u b l i c c a r e e r s , b o t h r i s i n g and e s t a b l i s h e d , 

of many opera composers. Apart from S t r a u s s , S c h i l l i n g s , P f i t z n e r and Heger, 

the main Austro-German f i g u r e s i n t h i s account s u f f e r e d the ignominy o f 

s i l e n c e on the grounds o f t h e i r ' c u l t u r a l - b o l s h e v i s t ' tendencies o r 

Jewish a n c e s t r y , o r b o t h . Of the n o n - n a t i o n a l s who were n o t a c t u a l l y 

p r o s c r i b e d , t h e Swiss Othinar Schoeck was a l l o w e d performances o f h i s 

M a s s i m i l l a Doni ( a f t e r Balzac) and Das Schloss Durande ( a f t e r E i c h e n d o r f f ) 
22 

i n 1937 and 1941 r e s p e c t i v e l y . Busoni's c h i e f work, Doktor Faust, a l o n g 

w i t h h i s t h r e e e a r l i e r operas, vanished from the German stage, though i t 

should be s a i d t h a t Doktor Faust's progress b e f o r e 1933 had been l i m i t e d 

i n e x t e n t . The Dane Paul von Klenau and the Swiss H e i n r i c h S u t e r m e i s t e r 

were s p e c i a l cases who each r e c e i v e d o f f i c i a l s upport from the new regime. 

Thus i t was t h a t w h i l e Germans d u r i n g t h e H i t l e r y ears c o u l d see the works 
23 

of G l i n k a , Tchaikovsky, Mussorgsky, Smetana and Janacek, a l o n g w i t h V e r d i ; 
21. S t aatsoper, 25 January - 24 February 1934. 
22. The l a t t e r q u i c k l y withdrawn as 'decadent'. 
23. BS, B i n , 1937-40, passim. A l s o W a l t e r Rubsamen: P o l i t i c a l and 

I d e o l o g i c a l Censorship i n opera. Papers o f t h e American M u s i c o l o g l c a l 
A s s o c i a t i o n , ed. Reese, i y * U , p r i n t e d l y 4 6 . 
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Puccini and other 19th Century I t a l i a n s , and, of course, the whole range 

of German Romantic opera culminating i n Wagner, the Aus t r i a n c o n t r i b u t i o n 

to German-language opera i n the twenty years before 1933 v i r t u a l l y 

disappeared overnight. 

The t r a d i t i o n of the Opernfuhrer or synoptic guide to the op e r a t i c 

repertory has no r e a l equivalent outside Germany. Over the years, i t has 

given r i s e to a number of p u b l i c a t i o n s , of which a t y p i c a l Third Reich 
24 

example was Meyers Opernbuch by Otto Schumann. I n t h i s , the senio r 

f i g u r e s , i n c luding Busoni and Schoeck, are present, except for Zemlinsky 

and Schreker. Wozzeck r e c e i v e s a grudging approval, £. W. Korngold a 

b r i e f denunciation, while Hindemith and Krenek are represented with a 

c e r t a i n tolerance by C a r d i l l a c and Leben des Orest. Of Schoenberg, the 

author says 'Seine Opern waren tot, ehe s i e geboren waren' (p.473) - t h i s 

only three years a f t e r Schoenberg had ceased work on the as ye t unpublished 

and unperformed Mose und Aron. The best-known opera guides c u r r e n t l y i n 
.» 25 

p r i n t are those of the Reclam and Knaur houses. Knaurs Opernfuhrer i s 

by the composer and Nazi f e l l o w - t r a v e l l e r Gerhart von Westerman (1894-1963) 

and provides what i s s t i l l the most d e t a i l e d , i f s e l e c t i v e general account 

of German opera during the inter-war y e a r s . Yet, i n common with other 

surveys of i t s kind, the p o l i t i c a l background of the s e l e c t i v i t y i s e n t i r e l y 

omitted. No i n d i c a t i o n i s given, except by im p l i c a t i o n , of the e f f e c t s of 

the d i c t a t o r s h i p on operatic l i f e , as on every other form of public a r t i s t i c 

expression. I t i s only since studies such as those of Panofsky (see n.9) 
26 

and the d e t a i l e d documentation of Wulf that i t has been p o s s i b l e to grasp 

f u l l y the contrast between the flavour of Weimar opera and the works 

t o l e r a t e d or encouraged by National S o c i a l i s m . 
24. S u b t i t l e d 'Einfffhrung i n die Wort und Tonkunst unserer Spielplanopern'. 

Bibliographisches I n s t i t u t AG, L e i p z i g , 1935. 
25. Droemersche V e r l a g s a n s t a l t , 1952. Tr. Anne Ross and ed. Harold 

Rosenthal (Thames and Hudson, 1964) under the t i t l e Opera Guide. 
26. 5 v o l s . , Sigbert Mohn, Giltersloh, 1963-4. 
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I n the f o l l o w i n g account o f the use o f myth i n opera from 1912 t o 

1933. a t t e n t i o n w i l l be c h i e f l y focused on the works o f those composers 

who s u f f e r e d s e r i o u s l y from t h e post-Veimar c e n s o r s h i p , men whose main 

p e r i o d of a c t i v i t y and i n f l u e n c e c o i n c i d e d w i t h the F i r s t World War and 

w i t h t h e Weimar Republic. These i n c l u d e d some, m a i n l y o l d e r f i g u r e s , 

n o t a b l y P f i t z n e r , Heger and Kaminski who l i v e d i n Germany th r o u g h o u t the 

p e r i o d o f the T h i r d Reich, as w e l l as S c h i l l i n g s ( d . 1933) and the Dane 

Klenau, whose music the a u t h o r i t i e s encouraged. S t r a u s s and Hindemith, 

who each f e l l f o u l o f the regime i n d i f f e r e n t ways and f o r d i f f e r e n t reasons 

are a l s o r e f e r r e d t o where r e l e v a n t . I n the main, however, the German 

operas which r e c e i v e the most e x t e n s i v e d i s c u s s i o n a r e , i n f a c t by A u s t r i a n 

composers. 

Even o m i t t i n g Schoenberg and Berg, the A u s t r i a n c o n t r i b u t i o n t o German-

language opera d u r i n g these decades was w i d e - r a n g i n g and i m p r e s s i v e . From 

the post-Wagnerian, neo-Romantic background which they shared f o r a time 

w i t h Schoenberg and Berg, the c h i e f f i g u r e s are Alexander Zemlinsky (1871-
27 

1942) Schoenberg'8 o n l y t e a c h e r , and p e r s i s t e n t advocate o f h i s music, 
28 

and Franz Schreker (1878-1934) a l s o a l i f e l o n g f r i e n d o f Schoenberg, h i s 

c o l l e a g u e f o r some years a t the B e r l i n Hochschule, and much e a r l i e r , an 

i n f l u e n c e on Berg through Per f e m e Klang. Both were m a i n l y opera composers 

Schreker almost e x c l u s i v e l y so, and were a s s o c i a t e d w i t h two v e r y d i f f e r e n t 

Viennese composers a g e n e r a t i o n younger who became t h e i r p u p i l s . E r i c h 
Wolfgang Korngold (1897-1957), the son o f the f o r m i d a b l e Vienna music c r i t i c 

29 

J u l i u s K o r n g o l d , became Zemlinsky's p u p i l i n 1912. His e a r l y p r o d i g i o u s 

r i s e t o fame embraced the c o m p o s i t i o n o f f o u r staged operas, t h r e e o f them 

by the time he was 23. L i k e the two o l d e r men, he was a v i c t i m o f the a n t i -

Romantic r e a c t i o n o f t h e 1920s, but had i n a d d i t i o n s u f f e r e d from excessive 
27. Cond. Erwartung and Die g l u c k l i c h e Hand, premieres, Prague, 1924. 
28. Schreker conducted G u r r e l i e d e r and F r i e d e auf Erden ( 1 s t P e r f s , Vienna 

1913). 
29. 1860-1945. He succeeded H a n s l i c k as music c r i t i c o f the Neue F r e i e 

Presse i n 1901, and, as an o l d man, emigrated w i t h h i s son t o America. 
T h e i r tense i n t e r a c t i o n was s a r c a s t i c a l l y discussed by K a r l Kraus i n 
Die F a c k e l . 1922, 115-19. 
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a d u l a t i o n as a Wunderkind. I n l a t e r y e a r s , b i s boyhood genius was u s u a l l y 

c o n t r a s t e d w i t h h i s premature d e c l i n e as a composer, and p a r t i c u l a r l y w i t h 

h i s d e p a r t u r e f o r Hollywood i n 1934 t o compose music f o r f i l m s . 

Three years younger than K o rngold was E r n s t Krenek, who shared the 

same Viennese pa s s i o n f o r the t h e a t r e , b u t was from the b e g i n n i n g a composer 

of a q u i t e d i f f e r e n t , s e l f - c o n s c i o u s l y r a d i c a l stamp. For some years a 

p u p i l o f Schreker, he r e a c t e d a g a i n s t h i s teacher's conservatism, though 

he had accompanied Schreker from Vienna t o the B e r l i n Hochschule i n 1920. 

I n the e a r l y 1930s he t u r n e d t o dodecaphony under Schoenberg's i n f l u e n c e , 

though never a c t u a l l y t a u g h t by him. D u r i n g the 1920s, he underwent a t 

l e a s t two s t y l i s t i c v o l t e s f a c e s , achieved g e n e r a l r e c o g n i t i o n and esteem 

as a p r o l i f i c young composer, and i n 1927 wrote t h e j a z z opera Jonny s p i e l t 

a u f , t h e work w i t h which h i s name has ever s i n c e been a s s o c i a t e d . I t 

b r o u g h t him u n i v e r s a l p o p u l a r fame i n Germany. Others, b o t h then and s i n c e , 

d i d n o t view Jonny so k i n d l y . U n l i k e W e i l l ' s Dreigroschenoper o f a y e a r 

l a t e r , t h e p o p u l a r i t y o f Jonny was n o t s u s t a i n e d , and d e s p i t e o c c a s i o n a l 
30 

r e v i v a l s i t remains e s s e n t i a l l y a p e r i o d p i e c e . A f t e r K a r l V's p r o d u c t i o n 

had been stopped i n 1934, the v e r s a t i l e Krenek earned a l i v i n g as a l i t e r a r y 

j o u r n a l i s t i n Vienna f o r some years b e f o r e the i n e v i t a b l e e m i g r a t i o n t o the 

U.S.A. i n 1938. From the o u t s e t he showed a c o n s i d e r e d , a r t i c u l a t e i n t e r e s t 

i n c l a s s i c a l myth and a n c i e n t h i s t o r y , o f which the c h i e f f r u i t s i n these 

years were Orpheus und Eurydike a f t e r Kokoschka's E x p r e s s i o n i s t p l a y , and 

Leben des Orest t o h i s own t e x t b r o a d l y based on Aeschylus and E u r i p i d e s . 

F i f t e e n years o l d e r than Krenek, the somewhat i s o l a t e d f i g u r e o f Egon 

Wellesz has a s i n g u l a r importance d u r i n g the p e r i o d 1921-31, n o t so much 

i n terms o f p o p u l a r success, which h i s operas c o u l d never have achieved, 

as i n t h e d i s t i n c t i v e v i s i o n he had o f the r o l e o f myth ( m a i n l y c l a s s i c a l ) 

on the stage, and music's f u n c t i o n as a means o f d r a m a t i c , r i t u a l i s t i c s u p p o r t . 
30. Krenek's f r i e n d and advocate o f t h a t t i m e , Hans R e d l i c h (1903-68) 

expressed the v i e w i n 1964 t h a t Jonny had done l a s t i n g damage t o Krenek's 
r e p u t a t i o n , presumably on the grounds o f i t s unabashed e c l e c t i c i s m , 
c i n e m a t i c s e n s a t i o n a l i s m , excessive use o f ' p e r i o d ' j a z z , and l a c k o f 
a r t i s t i c 'seriousness'. 
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He wrote h i s f i r s t opera, Die P r i n z e s s i n G i r n a r a to a t e x t by h i s f r i e n d 

the n o v e l i s t Jakob Wassermann i n 1919-20, s h o r t l y before producing the 
31 

f i r s t study of h i s teacher Schoenberg i n book form. Whereas Krenek 

subsequently became a s u c c e s s f u l academic teacher i n the U.S.A., Wellesz' 

f i r s t c a l l i n g ( l i k e that of h i s near contemporary and f e l l o w Schoenberg-

pup i l Webern) had been that of musicologist, f i r s t of a l l i n the f i e l d of 

Baroque opera, then as a pioneer student of Byzantine church music. His 
32 

Byzantinische Kirchenmusik appeared i n 1927, midway between h i s two 

Euripidean operas, A l k e s t i s (1923) and Die Bakchantinnen (1930/31). Wellesz•s 

extremely long l i f e (1885-1974) and h i s recourse to symphonic w r i t i n g 

during h i s years of e x i l e tend to obscure h i s place and p o s i t i o n among 

Austrian opera composers of the 1920s. On the other hand, h i s v i r t u a l 

s i l e n c e as an opera composer a f t e r Die Bakchantinnen could be used to s t r e s s 

h i s s p e c i f i c h i s t o r i c a l p o s i t i o n , i n both l o c a l i t y and period. 

The s i g n i f i c a n c e of an a r b i t r a r y beginning i n 1912 l i e s i n the 

c u r i o u s l y c e n t r a l p o s i t i o n of the year i n the r i c h c u l t u r a l c r o s s - currents 

of the time. Much was purely c o i n c i d e n t a l - l i k e the c o l l e c t e d e d i t i o n of 

Falke's works and Wedekind's Schloss Wetterstein - y e t the year was 

remarkable f o r the range and i n t e n s i t y of important l i t e r a r y and r e l a t e d 

a c t i v i t y i n the German-speaking world. I t has been described as the annus 

m i r a b i l i s of Expressionism, e s p e c i a l l y i n poetry* and i n t h i s connection 
33 

saw the appearance of P i e r r o t Lunaire and the A l t e n b e r g l i e d e r . Major 
works by Hauptmann, S c h n i t z l e r , Hofmannsthal, R i l k e , and Thomas Mann were 

34 

e i t h e r begun or completed. The f i r s t v e r s i o n of Ariadne auf Naxos was 

given i n Reinhardt's production (as w e l l as Paul E r n s t ' s verse drama Ariadne 
31. Arnold Schonberg. E. P. T a l , Vienna, 1912. Preceded by s e v e r a l a r t i c l e s 

As Krenek put i t much l a t e r , Schoenberg and Kraus 'waren verfemt, 
gefurchtet, gehasst a l s die grossen Widersacher, a l s die r i h i l i s t i s c h e n 
Z erstores a l l e s dessen, was der ordentliche, aufbauwillige Mensch f u r 
schon und gut h i e l t ' . Musica, 1962, 105. 

32. P. H i r t , B r e s l a u . 
33. Also Egon P r i e d e l l ' s encomium of Altenberg, Ecce Poeta. 
34. Der Bogen des Odysseus; Professor Bernhardi; Andreas; Das 

Marienleben; Tod i n Venedig r e s p e c t i v e l y . 
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on t h e same theme) w h i l e Busoni's Die Brautwahl. Schreker's Per f e m e 

Klang and the boy Korngold's pantomime Per Schneemann were a l l staged. 

Schreker completed h i s second mature opera, Das S p i e l w e r k und d i e P r i n z e s s i n . 

P f i t z n e r began work on the music o f P a l e s t r i n a and the Strauss-Hofmannsthal 

c o l l a b o r a t i o n on Pie Frau ohne Schatten took major s t r i d e s f o r w a r d . I n 

a e s t h e t i c s , 1912 was an i m p o r t a n t y e a r f o r Kandinsky and Worringer, as i t 

was i n p s y c h o a n a l y s i s f o r Jung (Wandlungen und Symbolen der L i b i d o ) A d l e r 

(Uber den nervosen C h a r a k t e r ) and Freud h i m s e l f (Totem und Tabu) q u i t e 

a p a r t from the f i n a l break i n Jung's d i s c i p l e s h i p t o Freud. Of the l a r g e 

number o f r e l e v a n t h i s t o r i c a l and c r i t i c a l works p u b l i s h e d i n Germany, one 
35 36 37 m i g h t mention those o f K u r t Kaser, E. Menke-Gliickert, Eugen W o l f f , 

Hartmann G r i z a r , and F r i t z Mauthner, and e s p e c i a l l y the monumental 

Marchen der Welt s e r i e s begun under the e d i t o r s h i p o f Paul Zaunert and 

F r i e d r i c h von der Leyen. 

35. Peutsche Geschichte am Ausgang des M i t t e l a l t e r s . 
36. Ch. 5, n.106. 
37. Ch. 5, n.113. 
38. Ch. 2, n.108. 
39. Pes l e t z t e t o d des Buddhas. The p e r i o d i c a l Imago was founded 

i n 1912 by two o f Mauthner's f e l l o w - A u s t r i a n s , Harms Sachs and 
Otto Rank. 



CHAPTER TWO: MYTH IN THREE GUISES 

I 

The concept of myth i s inseparable from the h i s t o r y of opera. 

Classical myth had proved the l i t e r a r y m a t e r i a l f o r the e a r l i e s t operas, 

had continued to do so through the l i f e t i m e s of L u l l y , Alessandro S c a r l a t t i 

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

s e r i a t r a d i t i o n were questioned by Glucic, but h i s 'Reform* of opera d i d 

not include dethronement of mythology from i t s c e n t r a l p o s i t i o n . Wagner, 

i n his search f o r new ways of expressing psychological t r u t h , had turned 

to Nordic myth, but only a f t e r declaring h i s profound admiration f o r the 

power and force of Greek tragedy* 'The incomparable t h i n g about the mythos' 

he wrote, ' i s t h a t i t i s true f o r a l l time, and i t s content, how close 

soever i t s compression, i s inexhaustible throughout the ages. The only 
2 

task of the poet was to expound i t ' . Yet the sheer magnitude of Wagner's 

genius i n producing h i s own s o l u t i o n to the problem of myth, music and 

drama had created great d i f f i c u l t i e s f o r l a t e 19th and early 20th century 
3 

composers anxious to escape from his shadow. As the Wagnerian influence 

receded, so the question grew of how to produce t e x t s which would r e l a t e to 

the c e n t r a l operatic t r a d i t i o n and also show some relevance to the present. 

The subject-matter of opera became more and more of an issue, and the 

German musical p e r i o d i c a l s of the time, e s p e c i a l l y a f t e r the war, returned 

obsessively to the matter; the words 'Opemkrise', 'Opernproblem' and 

'Opernstatistik' appear w i t h wearisome r e p e t i t i v e n e s s . 

Of those who advocated a r e t u r n to c l a s s i c a l myth, Hofmannsthal spoke 
1. 'Greek tragedy i s the a r t i s t i c embodiment of the s p i r i t and contents 

of Greek mythos. As i n t h i s mythos the widest-ranging phenomena were 
compressed i n t o closer and ever closer shape, so the drama took t h i s 
shape and re-presented i t i n the closest, most compressed of forms'. 
Wagner on Music and Drama, t r . H. Ashton E l l i s , l o c . c i t . , 89. 

2. I b i d . , 90. 
3. Discussed i n terms of Schoenberg and Stravinsky by R. Middleton, 

A f t e r Waener. MR 1973, 307ff. 



15 

With the greatest experience and a u t h o r i t y . I t has been suggested th a t he 

used Greek myth simply as background, 'ein Weisser Hintergund' against which 

his otherwise modern characters might be the more sharply defined. I n 

t h i s context his E l e k t r a . both as a stage play and as an opera, was seen 

as an extreme product of i t s period, as 'eine pathologische Studio', i n 
5 which there was 'Kein Hauch des antiken Pathos'. Von der Leyen's c r i t i c i s m 

* • 

dates from 1927, when Hofmannsthal 1s elaborate treatment of the Helena and 

Menelaus myth was complete. Harry Graf Kessler attended the second 

performance of Die Agyptische Helena on 13 June 1928 and was only able to 

express disappointment and boredom. As early as 1913, an American c r i t i c 

had discerned the tw i n tendencies i n Hofmannsthal's work, one away from 

ac t i v e p a r t i c i p a t i o n i n l i f e t o ob j e c t i v e analysis, the other ' t h r i l l i n g 

him w i t h the fever of existence and endowing him w i t h the fever of a c t i o n ' , ^ 

a view confirmed i n the preface to Josephslegende (1914) i n which he observed 

tha t legendary m a t e r i a l contained the human element, always fresh and 

u n s u l l i e d f o r each new generation, and also the element he c a l l e d 'die 
7 

Phantasle der Welt* which could be set independently i n motion. I n h i s plea 
Q 

f o r a u n i t y of s p i r i t between a n t i q u i t y and the contemporary world 

Hofmannsthal made his f i n a l statement i n the preface t o Die Agyptische Helena; 

Ich weiss Keinen anderen Ausdruck f u r eine Existenz, die s i c h vor so 

ungeheuren Horizonten v o l l z i e h t f u r diese ungeheure innere Welte, diese 

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

unseres Lebens i s t . Es i s t n i c h t fooglich, dies i n burgerlichen Dialogen 

anzufangen. Machen w i r mythologische Opern. Es i s t die wahrffte a l l e r Formen. 
4. Jens, 26. 
5. F r i e d r i c h v. der Leyen: Deutsche Dichtung i n Neuerer Z e i t . Diederich 

Jena, 1927, 237. 
6. George M. Baker: Hofmannsthal and Greek Tragedy JEGP, 1913, 399. 
7. Dramen, I I I , 117. 
8. 'Wenn Hofmannsthal von der Antike s p r i c h t , meint er e i n Femes, das 

dennoch das Lenen des Modernen bestimmt; wenn Gegenwartiges a l s 
abweichenden V a r i a t i o n erkennbar i s t , muss das U r b i l d , die einmal 
gesetzte Norm, immer noch durchschimmem.' Jens, 6. 

9. I n s e l Almanach, 1929, 106f. also Prosa, IV, 441-60. Cf also 
Vermachtnis der Antike. (neue Freie Presse, 1926, i n Prosa. IV, 
313-18). 
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Hofmarinsthal was here w r i t i n g from the viewpoint of an older generation, 

and f o r a l l h i s r e p u t a t i o n , could not expect u n i v e r s a l agreement. Many 

progressive commentators f e l t concerned about the state of opera i n a 

r a p i d l y changing world, i n which the new media of f i l m and radio were f a s t 

advancing. At the centre of t h i s concern was a b e l i e f that any a r t form, 

i n c l u d i n g opera, should t r y to r e f l e c t contemporary l i f e and issues i n some 

way, and a fear t h a t the overwhelming preference of the huge German opera-

going public f o r established older works would mean the u l t i m a t e death of 

genre. 'Der Hassjgegen die Moderne •, as Adorno was t r u t h f u l l y to remark, 

'beim Opernpublikum v i e l v i r u l e n t e r a l s bei dem des Schauspiels, verbindet 

s i c h mit dem verbissenem Lob der guten a l t e n Z e i t . ' 1 ^ The Zeitoper movement 

pushed opera f i r m l y i n t o the contemporary arena f o r the f i r s t time since 

middle-period Verdi and, arguably, since F i d e l i o or even Figaro. Yet the 

movement destroyed i t s e l f through i t s very contemporareity, despite Brecht's 

i n f l u e n t i a l a t t a c k on 'culinary opera' of the older 'bourgeois' k i n d . 1 1 The 

A r i s t o t e l i a n theatre on which firecht turned h i s back was exemplified by Gide, 

whose plays based on Greek myth approach i t as 'the e x a l t a t i o n and 
12 

celebration of exceptional man' and aim a t 'self-transcendence'. Yet i t 

was Gide who i n h i s Thoughts on Greek Mythology of 1919 had spoken of the 

•reasonableness' of myth, whose t r u t h i s t o be found i n the 'psychological 

paradoxes of a character', a p o s i t i o n c l o s e l y approached by Brecht i n l a t e r 

years. Thomas Mann's l a t e r f i c t i o n , i n i t s elaborate s t r u c t u r a l use of myth 

i s a self-conscious attempt to help man 'recognise himself i n the past'. 

I n 1936 he went so f a r as to claim t h a t 'myth i s the foundation of l i f e 

the timeless schema, the pious formula i n t o which l i f e , flows when i t 
10. E i n l e i t u n g i n die Musiksoziologie. Suhrkamp, Frankfurt, 1962, 94. 
11. Notes to A u f s t i e g und F a l l der Stadt Mahagonny. Versuche 2 (1930). 

G. A. (1955). 
12. Hugh Dickinson: Myth on the Modern Stage. I l l i n o i s U.P., 1969, 333. 
13. Erich H e l l e r : The I r o n i c German. CUP 1959, 247. 
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reproduces i t s t r a i t s out of the unconscious.' Mann was d i r e c t l y and 

unashamedly influenced by Freud who i n 1904- had postulated a 

r e l a t i o n s h i p w i t h myth, a psychology of the unconscious, which had been 

permanently i n f l u e n t i a l . ' I b e l i e v e 1 he wrote 'that a large p a r t of the 

mythological view of the world, which extends a long way i n t o the most 

modern r e l i g i o u s , i s nothing but psychology projected i n t o the external 
15 

world.' I f psychoanalysis gave myth a c e n t r a l place i n i t s language, 

so did the work of anthropologists, whose enquiries gained i n range, i n t e n s i t y 

and s o p h i s t i c a t i o n during these years. Their emphasis on myth as 'a n a r r a t i v e 

r e s u r r e c t i o n of a primeval r e a l i t y 1 h a s tended to r e s t r i c t the idea of 

'true myth' to p r i m i t i v e s o c i e t i e s . Yet the connection between myth and 

r i t u a l i s f a r from i r r e l e v a n t to operatic uses of mythic m a t e r i a l . The 

common a e t i o l o g i c a l view - that myths were created to explain phenomena - as 

w e l l as the euhemerist view - that myth i s always r e l a t e d i n some way to 

persons who had actual h i s t o r i c a l existence - have been extensively 

challenged since 1912, beginning w i t h Jane Harrison's hypothesis th a t myth 
i 

17 
arises out of r i t e , and i s i t s spoken c o r r e l a t i v e . I t i s not c a r r y i n g the 

argument too f a r to r e l a t e opera to r i t u a l i n s o f a r as i t s capacity f o r 

dramatic expression i s p e c u l i a r l y s u i t e d to the mythic, the f a n t a s t i c and 

the a l l e g o r i c a l , through I t s heavily s t r u c t u r e d , patterned and thus, i n one 
l f i 

sense, r i t u a l i s t i c nature. ° Hofmannsthal wrote to Strauss on 12 February 
14. Freud and the Future i n Essays of three decades, t r . H. T. Lowe-Porter. 

Seeker and Warburg, 1947, 422. The U r b i l d of t h i s i s F r i e d r i c h 
Schlegel's celebrated Rede uber die Mythologie (1800) which, i n 
pleading f o r a new, synthesised mythology f o r the times, saw i t as 'ein 
Kunstwerk der Natur. I n ihrem Geurebe i s t das Hochste w i r k l i c h 
g e b i l d e t ; a l l e s i s t Beziehung und Verwandlung, angebildet und umgebildetJ! 
Mythology and 'Poesia' (by which Schlegel meant the unconscious force 
of moral good i n nature) were 'eins und u n z e r t r e n s r l i c h ' . K.A., I I , 
311f. 

15. The Psychopathology of Everyday L i f e . S.E., V I , 258-9. 
16. B. Malinowski: Magic. Science and Religion and other essays. Boston, 

1948, 78-9. 
17. I n Themis (C.U.P., 1912) discussed by Hyman (The R i t u a l View of Myth 

and the Mythic) i n Sebeok 85. 
18. Kandinsky, Concerning the S p i r i t u a l i n A r t , t r . Michael Sadleir, 1914, 

Wittenborn, N.Y., 1955, 71-2. 'Ritual i s the content of dramatic act i o n , 
not ( the) source of o r i g i n ' was Northrop Frye's formulation i n 
Anatomy of C r i t i c i s m Princeton, 1957, 109. 
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1919 t h a t 'opera i s , a f t e r a l l , a Gesamtkunstwerk. not j u s t since Wagner, 

who merely, most b o l d l y and audaciously, gave shape and substance to o l d 

universal trends, but ever since i t s g l o r i o u s beginning i n the 17th 

century, and by the terms of i t s fundamental purpose: the r e b i r t h of the 
19 

Gesamtkunstwerk of a n t i q u i t y . ' Above a l l , through music, opera has the 

a b i l i t y to arouse emotion i n concentrated and sustained form, a f a c t 

recognised by most composers of a l l periods since 1600, and formulated I n 

a non-musical context by the philosopher Ernst Cassirer i n his remark t h a t 
20 

'the r e a l substratum of myth i s not (one) of thought, but of f e e l i n g * . 

Also susceptible of a musical i n t e r p r e t a t i o n i s Richard Chase's d e f i n i t i o n 

of myth as 'an aesthetic device f o r b r i n g i n g the imaginary but powerful world 
of p r e t e r n a t u r a l forces i n t o a manageable c o l l a b o r a t i o n w i t h the o b j e c t i v e 

21 
f a c t s of l i f e ' . The f u l l e s t comment of recent years on the r e l a t i o n s h i p 

between opera, the l l l u s i o n i s t i c genre par excellence and the m a t e r i a l or 

concept of myth has come from the Schoenbergian French c r i t i c Rene Leibowitz. 

Both myth and a r t , he says express man's d i s s a t i s f a c t i o n w i t h external,, 

everyday r e a l i t i e s . Both, as a r e s u l t , seek the mode of ego-destroying 

h a l l u c i n a t i o n . He concludes: 

Essentiellement, t o n t opera tend vers l e mythe - pen importe q u ' i l 

s'agisse de ce que l'on considere comme etant des reincarnations de mythes 

deja e x i s t a n t s (Orphee, Don Giovanni, La Tetr a l o g i e , etc.) on comme une 

creat i o n de mythes nouveaux (Die Zauberflote, Pelleas et Melisande, etc.) -

et, non moins essentiellement, t o n t opera tend vers 1 ' h a l l u c i n a t i o n , puisque, 

plus qu'aucune autre forme d'art, i l a pour mission de b r i s e r les cadres de 

l a convention d i t e r e a l i s t e et f i n i t par nous presenter l e spectacle meme de 

l ' i r r e a l i t e l a plus t o t a l e par rapport aux normes de l a v i e Courante. I I f a u t 
19. Corr., 324. 
20. Essay on Man. OUPAale, 19kh, 81 
21. The Quest f o r Myth Louisiana State U.P.. 19*9, 97. Cf. also 

M. Eliade, The Yearning f o r Paradise i n the P r i m i t i v e T r a d i t i o n 
i n H. A. Murray, ed. Myth and Mythmaking. B r a z i l l e r , N.Y., 1960, 
64, and C. M. Bowra, P r i m i t i v e Song. W. and N., 1962, Ch. 9. 
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ajouter aussi que c'est de l a force et de l ' i n t e n s i t e de 1 ' h a l l u c i n a t i o n 

que dependent 1 ' u n i f i c a t i o n et l a c o n s t i t u t i o n , en un tout p a r f a i t des 

elements epars et incompatibles a premiere vue - a c t i o n , t e x t e , decor, 
22 

musique - du drame musical. 

Thus f o r Leibowitz, the h a l l u c i n a t o r y q u a l i t y of opera, i t s removal 

from the r a t i o n a l , the quotidian, i s of i t s essence, not a mere accidental 

outcome of i t s development. The modern d i c t i o n a r y d e f i n i t i o n of myth as 
'a purely f i c t i t i o u s n a r r a t i v e u sually i n v o l v i n g supernatural persons, actions 

24 

or events' f i t s c losely Leibowitz's conception, i n t h a t the ' f i c t i t i o u s 

n a r r a t i v e ' may, however prosaic i t s o r i g i n s , become mythical through 

subjection to h a l l u c i n a t o r y or dreamlike treatment. For Samuel Johnson, 

mythology had been 'a system of fables' whose fu n c t i o n was the ' e x p l i c a t i o n 
25 

of the fabulous h i s t o r y of the gods of the heathen world*. I n the 19th 

century, F. W. von Schelling replaced t h i s l i m i t e d 18th century approach by 

an I d e a l i s t view i n which mythical f i g u r e s become 'autonomous configurations 
26 

of the human s p i r i t ' . This came close i n content as w e l l as time to 
Wagner's view i n Oper und Drama (1848). I n the period a f t e r the Great War, 

26 

Ernst Cassirer's h i g h l y i n f l u e n t i a l Philosophie der symbolischen Formen 

took Schelling (and Kant) as i t s springboard and developed a philosophical 

view of myth as a p a r t i c u l a r form of consciousness opposed i n nature to the 

' e m p i r i c a l - s c i e n t i f i c ' mode, an i n t u i t i v e r a t h e r than a discursive mode of 

thought, a 'unitary energy of the human s p i r i t ' . 

C r i t i c s of our own time have reached a broad consensus both i n d e f i n i n g 

myth as a 'story' and i n regarding the element of f a c t or f i c t i o n as secondary. 

The sto r y may involve 'human l i m i t a t i o n and superhuman s t i r r i n g s and 
27 

accomplishments', may demonstrate the 'inner meaning of the universe and 
22. H i s t o i r e de 1'opera. Buchet-Chastel, Paris, 1957, 3-90-1. 
23. O.E.D., 1933 ed. 
24. Johnson's Dictionary. 1816 ed., v o l . 2. 
25. Philosophic der Mythologie (1842) Werke. Vols. 4 and 5, C. H. Beck, 

Munchen, 1968. 
26. B e r l i n , 1923-31, esp. Vol. 2 Das mythische Bflnken. 
27. L i l i a n Feder: Ancient Myth i n Modern Poetry. Princeton, 1972, 11. 



20 

of human l i f e 1 or may 'manifest some aspect of the cosmic order*. I t 

might seem d i f f i c u l t , at f i r s t , to recognise the broad r e l i g i o u s and 

metaphysical impl i c a t i o n s of such d e f i n i t i o n s w i t h a form of theatre rooted 

i n p r a c t i c a l problems of presentation, whose u l t i m a t e raison d'etre has 

usually been regarded as entertainment rather than i n s t r u c t i o n . Schoenberg's 

MoBe und Aron stands out as the one 20th Century opera a s p i r i n g to the l e v e l s 

suggested i n the d e f i n i t i o n s of myth already given. Owing to i t s hybrid 

nature, opera has never ceased to provoke speculation over i t s complexities 

and p o s s i b i l i t i e s . The neo-Marxist philosopher Ernst Bloch f e l t t h a t 

although opera and o r a t o r i o were successful means of u n i t i n g the expressive 

q u a l i t i e s of instruments and voices, opera's a d d i t i o n a l dimension of v i s i b l e 

stage a c t i o n creates separate problems and tensions. W r i t i n g 27 years a f t e r 
30 

Busoni's famous plea f o r opera as a l o f t y , n e a r - r e l i g i o u s experience, he 
observed t h a t '.... dazu noch dient die Oper s e i t dem Barock, worin sie 

• 31 e r s t b r e i t a u f b l i i h t e , dem Fest, der Representation, dem gehobenen Dasein'. 

This 'gehobene Dasein' or 'transcendent r e a l i t y ' has led w r i t e r s on 

opera repeatedly back to myth as i t s proper metier, p o i n t i n g out t h a t most 

2b. Alan W. Watts: Myth. R i t u a l and C h r i s t i a n i t y , qu. P h i l i p Wheelwright, 
The Semantic Approach to Myth i n Sebeok, loc . c i t . , 9 5 f f . 

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

30. Uber die Moglichkeiten der Oper (1922) 
31. D argestellte Wunschlandschaft i n Malerei. Oper. Dichtung: Prunk. 

Elysium i n Oper und Oratorium. SF, Vol. 1 (2) 1949, 53. For Bloch, 
sound creates an extra, equivocal dimension beyond t h a t of colour 
or language. Music produces tears or consolation, and, he observes, 
never s t i c k s to the p o i n t , whether the mode be major or minor. ( I b i d ) 
I n 1942, Siegmund Skraup pointed out t h a t opera i s n e i t h e r a concert 
nor a play w i t h music, but a t h e a t r i c a l form i n which the music must 
be produced and given 'scenic form' along w i t h the r e s t . 'Es geht 
mir zunachst h i e r gar n i c h t a u s s c h l i e s s l i c h urn Musik, wenigstens n i c h t 
urn Musik im Sinne des Anhorens; es geht urn jene Schau des Theaters, 
um e i n szenisch Klangbild, also urn eine Musik im Sinne des Sichtbar-
Werdens and des Sichtbar-Gemachtseins.' Die Oper a l s lebendiges 
Theater. Konrad T r i l t s c h , Wffrzburg, 1942, 5. The problems of form 
and t i m e - r e l a t i o n s h i p have been stressed by Boris de Schloezer, who 
pointed to the essential c o n t r a d i c t i o n between the scenic representation 
of events, and t h e i r musical expression, owing to the d i f f e r e n t r e l a t i o n 
of each to the time element. The Operatic Paradox i n MM, 1926, 6-7. 
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successful operatic heroes and heroines are mythical f i g u r e s , emphasising 

the need f o r 'Distanzierung' through b a l l e t , pantomime or puppetry and 
33 

marionette theatre, or suggesting t h a t emphasis on h i s t o r i c a l subject-

matter (as i n Germany a f t e r 1930) must i n the nature of things lead to a 

r e t u r n to myth as i t had done i n e a r l i e r periods, notably Gluck's and Wagner' 

Not a l l c r i t i c s saw the issue i n these terms. The Leipzig c r i t i c Adolf Aber 

described the period as a time of experiment, even confusion, i n which one 
35 

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

possible f o r Oskar Bie to dismiss as backward-looking a work such as Herbert 

Windt's Andromache (1930), a s t y l i s e d , rococo version of a c l a s s i c a l myth, 

and welcome Weill's Die Burgschaft as an attempt to create an a l l e g o r i c a l 

s t r u c t u r e out of a contemporary s o c i a l theme. W r i t i n g i n 1940, Edward 

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

as t h a t of 'magic and fantasy' and the general public's supposed preference 
37 

f o r heroic opera set i n a period as close as possible to the present. 

From c e r t a i n specialised viewpoints, such as t h a t of Freemasonry, some stage 

works have been endowed w i t h a special symbolic s i g n i f i c a n c e connected w i t h 

t h e i r humane atmosphere, t h e i r search f o r u l t i m a t e t r u t h s . Die Zauberflote. 

P a r s i f a l and Goethe's Faust have been seen, c o l l e c t i v e l y , as 'un oeuvre 

grandiose d' education, de pensee et d ' a r t ' , synthesising the s i m p l i s t i c 
32. W. H. Auden: The World of Opera i n Secondary Worlds. Faber, 1967, 95. 
33. Hans Mersmann: Probleme der gegenwartigen Opemdichtung Anb., 1927. 
34. H. F. Bedlich: Geschichtliche S t o f f im zeitgenb'ssischer Opernspiel. 

Anb., 1937, 285-8. Ernst Bucken had e a r l i e r made the same p o i n t , 
contrasting the 'harmonisch-griechischen (Gluck) w i t h the e a r l i e r 
'einseitig-romischen Tatheroismus'. Der Heroische S t l l i n der oper. 
Kistner and Siegel, Leipzig, 1924, 137. 

35. Zeitgenossische Oper i n ihren Hauptstromungen. A u f t , 1927, I 4 7 f f . 
36. Stand der Oper. NR, 1932, 124-31. 
37. Opera (Penguin, 1940) 192-3* But c f . Northrop Frye's suggestion of 

'a close analogy between the poet's (and thus also the composer's) 
subject-matter and those s i g n i f i c a n t actions t h a t men engage i n simply 
because they are t y p i c a l and r e c u r r i n g , the actions t h a t we c a l l 
r i t u a l s . The verbal i m i t a t i o n of r i t u a l i s myth ' Murray, lo c . 
c i t . , 116-17. 
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optimism of the 18th century and the resigned pessimism of the 19th. 

As a t r a d i t i o n , t h i s view of a r t ' s f u n c t i o n goes f a r beyond freemasonry, 

however. I t s e t h i c a l didacticism has always had a strong f o l l o w i n g i n 

Germany, where the word 'Kiinstler' has an untranslatable overtone meaning 
n 

h a l f craftsman, h a l f p r i e s t . From S c h i l l e r ' s l e t t e r s Uber die asthetische 

Erziehung des Menschen (1795) to Worringer's Abstraction und Einfflhlung (1908) 

and Kandinsky's Uber das g e i s t i g e i n der Kunst (1912) the absorption of 

content i n form, and the p r i n c i p l e s of mimesis and r e v e l a t i o n were a r e c u r r i n g 

theme. Mallarme's 'toute chose sacree s'enveloppe de mystere'"^ 

was an e a r l y Symbolist statement of t h i s l o f t y standpoint, and at f i r s t 

seems f a r away from Paul Kornfeld's remark i n 1918 t h a t 'once the bourgeois 
mask i s t o r n away, the l i n k w i t h e t e r n i t y given to every human being w i l l be 

40 
revealed', u n t i l one r e a l i s e s t h a t they sprang from a s i m i l a r , r e v e l a t o r y 

idea of a r t ' s f u n c t i o n . This idea i s present not only i n Wagner's Ring, but 

i n the work of the solar mythologists l e d by Max Muller, who believed t h a t 

a l l myths and f a i r y t a l e s could be reduced to one e s s e n t i a l myth, the c o n f l i c t 
41 

between n i g h t and day, darkness and l i g h t . 
However tendentious the conclusions of the solar mythologists may have 

38. G. L e t i and L. Lachat: L'Esoterisme a l a Scene. L. D e p o l l i e r , Annecy, 
1935, Ch. 1. Yet Adorno suggested t h a t many of the most c h a r a c t e r i s t i c 
operas - l i k e Der Freischutz., Die Zaubeiflote and I I Trovatore - are 
most properly presented t o an audience of c h i l d r e n . Biirgerliche oner 
i n Klangfiguren. Suhrkamp, Frank f u r t , 1959, 34. Adorno saw the a n t i -
mythological trend of 19th century opera (counteracted by Wagner) as 
f o l l o w i n g a formulaic myth of i t s own, expressed as 'Fremde oder 
Verfremte, an dettent Leidenschaft entflammt und i n K o n f l i k t gerat mit 
der e t a b l i e r e n Ordnung.' I b i d . , 44. 

39. L'art pour tous (1862). 0. C, Gallimartd, 1945, 257. 
This Baudelairean view entered Germany p r i n c i p a l l y through George's 
early verse. An a r t i c l e i n Le' De*' cadent. 24 A p r i l 1886 repeated the 
idea of a r t as the p r i v a t e language of an 'enlightened' e l i t e , 'use 
sorte de sacerdoce inaccessible au v u l g a i r e sous peine de n'etre plus 
l ' a r t ' . qu. Duthie, 268. 

40. Der Beseelte iind der psychologische Mensch i n Das .lunge Deutschland. 
I , January 1918. 

41. Max Muller: Comparative Mythology i n Oxford Essays. J. W. Parker 
London, 1856, 1-88. Also R. M. Dorson: Theories of Myth and the 
F o l k l o r i s t s . i n Murray, l o c . c i t . , 76f. and R. Donington: Wagner1s 
Ring'and i t s Symbols: the music a j i d t h e myth. Faber 1963j esp. 203f. 
on the opening of Gotterdammerung ( L i f e ' s two faces: the l i g h t and 
the dark) . 
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been, they d i d emphasise the notion of myth as the provider of a metaphor, 

and paved the way f o r E l i o t ' s l a t e r 'objective c o r r e l a t i v e ' . For the 17th, 

18th and most of the 19th centuries myth meant Greek mythology, i n the 

sense of a body of s t o r i e s u n i v e r s a l l y known among sophisticated audiences, 

s t o r i e s whose formulaic q u a l i t y expressed a u n i v e r s a l i t y rediscovered by 

20th century dramatists. The Greek myth was an agreed and agreeable metaphor 

f o r human experience, i t s s u r v i v a l ensured by i t s relevance to 'the l a s t i n g 
42 

problems of man*. An enquiry i n t o the uses of myth i n opera begins and ends 

wit h Greek myth, not only because i t i s the foundation of the genre, but 

because i n a time of Entmythologisierung i n many spheres, Greek myth came to 

have a wide general s i g n i f i c a n c e as a s t r u c t u r a l device, and continued to 

a t t r a c t a r t i s t s because i t remained a permanent c r y s t a l l i s a t i o n of 

consciousness among educated a p i r i t s . W r i t i n g i n 1935 about the s a t u r a t i o n 

of German l i t e r a t u r e i n Greek influences from Winckelmann through Goethe, 

S c h i l l e r , H o l d e r l i n and Heine down to Nietzsche, S p i t t e l e r and George, 

E l i z a B u t l e r expressed i t thus: 

Greece has profoundly modified the whole trend of c i v i l i s a t i o n 

imposing her thought, her standards, her l i t e r a r y form, her imagery, 

her v i s i o n s and dreams wherever she i s known. But Germany i s the supreme 

example of her triumphant s p i r i t u a l tyranny. The Germans have i m i t a t e d 

the Greeks more s l a v i s h l y : they have been obsessed by them more u t t e r l y , 

and they have assimilated them less than any other race. The extent of 

the Greek influence i s i n c a l c u l a b l e throughout Europe; i t s i n t e n s i t y i s 
43 

at i t s highest i n Germany. 

42. Joseph Kerman: Opera as Drama. OUP, 1957, 27. G i l b e r t Highet 
expressed the same idea i n The Classical T r a d i t i o n : Greek and 
Roman Influences on Western L i t e r a t u r e . 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.) th a t 
the leading German H e l l e n i s t s d i d not v i s i t Greece. Hauptmann and 
Hofmannsthal a c t u a l l y went, as p i l g r i m s to the Hellenic idea. 
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I I 

Nineteenth century opera i n Germany had, i n the main, turned i t s back 

on Greek myth, beginning w i t h the l a t e 18th century buffa t r a d i t i o n and 

the romantic operas of the Biedermeier period. Wagner's use of non-Greek 

legendary m a t e r i a l from Der Fliegender Hollander to P a r s i f a l was p a r t , 

a l b e i t the most f e r t i l e , of a movement i n the d i r e c t i o n of vernacular myth, 

' f a i r y - t a l e ' or, as Michael Grant has described i t , 'backyard mythology'. 

The nineteenth century Marchenoper or Zauberoper embraced works as d i f f e r e n t 

and f a r apart i n time as Hoffmann's Undine (1816) and Bruch's L o r e l e i (1863), 

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

Hans H e i l i n g (1833) and P f i t z n e r ' s Die Rose vom Liebesgarten (1901) to 

mention only some of the best known. Though the Grimms' Kinder-und 

Hausmarchen c o l l e c t i o n of 1819 provided the main sources f o r German composers 

a f t e r t h a t date, Perrault's Contes and Straparola's Tredtci p i a c e v o l i n o t t i 

( t r . F. W. V. Schmidt, 1817) were already a v a i l a b l e , and G. Basile's 

Pentamerone appeared i n 1846 i n F e l i x Liebrecht's t r a n s l a t i o n . I n a d d i t i o n , 

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

generally a v a i l a b l e to Germany i n F. H. von der Hagen's 1827 t r a n s l a t i o n . 

A l l these sources had been widely used before 1800 by composers outside 
45 

Germany while Rossini's Cenerentola (Rome, 1817), Cherubini's A l i Baba 

(Paris 1833) and Rimsky Korsakov's Snegourotchka (St. Petersburg, 1882) are 

the most distinguished of the numerous non-Germans to be a t t r a c t e d to the 

genre i n l a t e r years. I t was, however, the Romantic movement i n Germany 

which made the Marchenoper increasingly a n a t i o n a l product, i n r e l a t i o n both 

to pure Marchen sources, and to the l i t e r a r y or Kunstmarchen. such as 

Wieland's important Oberon (1780) and Dschinnistan (1786), Tieck's Melusine 

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

Kreutzer and no less a l i b r e t t i s t than G r i l l p a r z e r ) Brentano's Loreley (1801) 
44. Myths of the Greeks and Romans. Weidenfeld and Nicolson, 1962, 81. 
45. Laruette's Cendrillon (1759) Shield's Aladin (1788) and Gretry's 

Barbe bleue (1789). 
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and La Motte Fouque's Undine of 1811. I n 1810, the Gespensterbuch by 

J. A. Apel and F r i e d r i c h Laun had appeared, eleven years l a t e r providing 

F r i e d r i c h Kind and Weber w i t h the m a t e r i a l f o r Per Freischiitz, a work which, 

though not a Marchenoper i n the proper sense, has many of i t s a t t r i b u t e s 

and atmosphere, and became the cornerstone of German Romantic opera. 

The Marchen i n i t s pure form was described by the Grimms as 'die 

wunderbaren l e t z t e n Nachklange der u r a l t e n Mythen'.^ I n 1896, Leopold 

Schmidt wrote i n h i s pioneer study: 

Wir verstehen heute unter Marchen nur solche Erzahlungen, i n denen 

das TJbernaturliche i n wunderbarer Weise i n die Vorgange des Wirklichen 

e i n g r e i f t : deren Vbrtrag durch Einfachkeit i n der Auffassung von 

Lebensverhaltnissen und harmloser N a i v i t a t des Ausdrucks s i c h einer 

ki n d l i c h e n Anschauungsv/eice: .;t nahert, und deren I n h a l t i n des weitaus 
47 

meisten Fallen eine symbolische Deutung f o r d e r t oder doch zulasst'. 

Between 1912 and 1933, academic l i t e r a r y i n t e r e s t i n the German Marchen 

grew r a p i d l y , p a r a l l e l i n g t h a t upsurge of involvement over a century e a r l i e r 
among Romantic w r i t e r s such as Hoffmann, Tieck, Brentano, Novalis and 

48 

Wackenroder. I n the same period, however, Neue Sachlichkeit. a n t i -

romanticism and neo-classicism combined to undermine the appeal f o r composers 

of the t r a d i t i o n a l German Marchen i n i t s s t r a i g h t f o r w a r d form. Schoeck's 

Vom Fischer und syner Fru (1930), which makes del i b e r a t e use of the low 

German d i a l e c t version of the Grimms* t a l e , i s a s o l i t a r y example of recourse 

to the Kinder-und Hausmarchen. Yet the mater i a l of the f o l k t a l e , i t s 

personae and atmosphere d i d not wholly disappear. Schreker's use of Marchen 
46. Foreword to Liebrecht's Pentamerone. qu. Leopold Schmidt. Zur 

Geschichte der Marchenoper. Hal l e , 1896, 6. 
47. I b i d . , 4. 
48. The outstanding work of scholarship i n these years was J. Bolte and 

G. Polivka's Anmerkungen zu dem Kinder-und Hansmarchen der BrU;rder 
Grimm. 5 v o l s . , Leipzig, 1913-31. The confusion over the term's 
meaning has drawn the comment from Marianne Thalmann i n her study of 
the Marchen i n the hands of the German Romantics: 'Man hat es als eine 
archaisierende Form betrachtet, hat mythische und volkerpsychologische 
Perspektiven gesucht, hat von einer Flucht i n die Vergangenheit 
gesprochen und von de auf einem Mangel an Mut zur Gegenwart geschlossen. 
Das Marchen und die Moderne, W. Kohlhammer, S t u t t g a r t , 1961, 5. 



26 

m o t i f s i n h i s operas w i l l be discussed at some length i n Chapter Seven. 

Moreover, the pleasure i n o r i e n t a l i s m which had been a longstanding aspect 

of Austro-German taste produced c e r t a i n works which, though l i t e r a r y i n 

o r i g i n contained manifest elements of the marchenhaft. and were sometimes 

transpositions to an exotic m i l i e u of vernacular m a t e r i a l . The two main 

works of t h i s type to be discussed derive r e s p e c t i v e l y from a novel and 

a ( t r a n s l a t e d ) play; they are Die Prinzessin Girnara by Wellesz and 

Wassermann, and Zemlinsky's l a s t performed opera, Der Kreidekreis. based on 

Klabund's t e x t . Exceptionally, Krenek's minor one-act Das geheime Konigreich. 

expressly s u b t i t l e d 'ein Ma'rchenoper' has the e f f e c t of a Zeitoper using the 

s e t t i n g and c e r t a i n t r a d i t i o n a l f i g u r e s of the f o l k t a l e i n a manner 

sophisticated but not merely p a r o d i s t i c . Par removed from the e s s e n t i a l 

naivete regarded as mandatory i n the 19th century Marchenoper. i t i s i n i t s 

way a t r i b u t e to the genre which had produced such naive works (both l i t e r a l l y 

and i n S c h : i l l e r ' s sense) as Hansel and Gretel. Kienzl's Der Evangdimann 

and Vollerthun's Die versunkene Glocke. a l l works of the 1890s s t i l l popular 

w i t h the German public a f t e r 1918. 

Modern students of f o l k - l i t e r a t u r e i n v a r i a b l y d i s t i n g u i s h between the 

Marchen as cl e a r , simple f o l k t a l e , the Sage (or legend) as a popular t a l e 

based, however loosely, on h i s t o r i c a l f a c t , and the Legende. or sa i n t ' s 

legend, usually of r e l i g i o u s or e d i f i c a t o r y o r i g i n . 'Das Marchen i s t 
49 

poetischer, die Sage h i s t o r i s c h e r ' , said the Grimms, a d i s t i n c t i o n also 
made by F r i e d r i c h Ranke, who described the Sage as 'an account of a f a n t a s t i c 

50 
experience which one hopes w i l l be believed', and l a t e r by Jan de Vries 
i n h i s suggestion th a t 'Die Heldensage s c h r e i t e t auf festen Boden wahrend 

51 
das Marchen i n einer unrealen Welt s p i e l t ' . I n 1932, i t as W. R. Halliday's 

view t h a t 'today .... no apology i s needed f o r approaching f o l k t a l e s as 
49. Deutsche Sagen. I , Vorrede, V (1816). Cf. Ch. 6 f o r Bechstein's 

comments. 
50. Volkssagenforschung. Maruschke und Berendt, Breslau, 1935, 17. 
51. Betrachtungen zum Marchen. besonders i n sein Verhaltnis mit Heldensaflft 

and Mythos. FFC, 150 (1954) 2nd ed. (1968) 167. 
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52 s t o r i e s and not as a l l e g o r i e s ' . The determinedly anti-symbolist l i n e of 
•• 53 

Halliday has been a u t h o r i t a t i v e l y echoed i n Switzerland by Max L i i t h i , 
but not by scholars strongly influenced by the archetypal theories of Jung 

/ 54 55 and Kerenyi, or by the 'symbolic form' theories of Cassirer. 

Disagreement over i n t e r p r e t a t i o n and meaning has been more than matched 

by varying theories of o r i g i n . The Indo-European theory - tha t the m a j o r i t y 

of European f o l k t a l e motifs came from India between the 10th and 13th 

centuries - although r a d i c a l l y undermined by Andrew Lang and h i s f o l l o w e r s , 

remains the theory which has had the most widespread influence. I t s chief 

19th century proponents were Benfey, Kohler and Cosquin, while the Swede von 

Sydow adhered to i t i n his Kategorien der Prosa - Volksdichtung of 1926-34. 

As anthropology and ethnology developed, however, so di d 'comparative 

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

Marchen', and Rendel H a r r i s ' theory of r e c u r r i n g s t o r y - p a t t e r n s , or 'twin-

c u l t s ' , i n places f a r apart, were c h a r a c t e r i s t i c of t h i s time. The 'dream' 

theory of o r i g i n also had wide currency i n the early years of the century, 

l i n k e d c o i n c i d e n t a l l y as i t was i n the f i e l d of psychoanalysis w i t h Freud's 

Tramndeutung (Vienna, 1900), but perhaps strongest of a l l was the ' u t i l i t a r i a n 
59 

t o t e m i s t i c view. This was expressed i n 1909 by Arnold van Gennep and a f t e r 

52. Indo-European Folk-Tales and Greek Legend. C.U.P., 1932, 5 f f . 
53. 'Die B i l d e r des Marchens sind micht nur Symbole, sie bedeuten Zunachst 

einmal ganz einfach s i c l i selber.• Volksmarchen und Volkssage. C. 
Francke Verlag, Bern, 1961, 11. 

54. C. G. Jung and K a r l Kerenyi: Einfuhrung i n das Wesen der Mythologie. 
Amsterdam and Leipzig, 1941. 

55. Hedwig von Beit builds on Cassirer i n regarding the Marchen as a 
synthesis of 'archaic' and ' r a t i o n a l ' modes of thought. Cf. Symbolik 
des Marchen (2 v o l s . , C. Francke Verlag, Bern, 1952/6) and Das Marchen: 
sein Ort i n der g e i s t i g e n Entwicklung. C. Francke Verlag, 1965. 

56. Thompson, 376 f f . H alliday stresses the i n t r o d u c t i o n of Orie n t a l 
s t o r y books i n Europe from the medieval period onwards, and the use 
made of them by the authors of fa b l i a u x and novelle ( l o c . c i t . , 36). 
Galland's M i l l e et une mits was simply the most spectacular of many 
such works. 

57. Die allgemeine Mythologie und i h r e ethnologischen Grundlagen. 
Gesellschaft f u r vergleichende Mythenforschung., B e r l i n , 1910. 

58. Boanerges. C.U.P., 1913. 
59. Les r i t e s de passage Emile Nourry, Paris, 1909. 
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the war by Hans Naumann,^0 who developed as a main hypothesis the r e l a t i o n 
of s t o r i e s to r i t u a l s connected w i t h the feared r e t u r n of the dead. From 
the present point of view, Naumann's approach i s of p a r t i c u l a r i n t e r e s t . 
He believed that Marchen and He1densage are i n essence almost the same, 
d i f f e r i n g more i n s t y l e , presentation and ' h i s t o r i e * euhemeristic content 
than i n basic psychology. I t i s a point of view echoed by c e r t a i n recent 
scholars, notably Jan de Vries. De Vries observed of the l i n k s between 
Marchen and Mythos; 

'Der Mythos se t z t die Z e i t des ungebrochenen schopferischen Glaubens 

voraus, die Heldensage gehort sum Held e n z e i t a l t e r , das Marchen lebte i n 

seiner eigenen Welt. Diese Welt muss den Mythos so nahe gelegen haben, 

dass ihr e Handlungsschatz durchaus v e r b i n d l i c h waren; sie muss ihn 

andrerseits so fe r n gestanden haben, dass er mit derm Formelschatz des 

Mythen fre i s c h a f f e n d schalten korinte.'^''" 

The problem w i t h t h i s common stock of images (and de Vries backs h i s 

argument i n d e t a i l by l i n k i n g such story-patterns as the Perseus myth w i t h 

the 'Suchwanderung des He1dens', a peimanent, major Marchen m o t i f ) i s tha t 

i t confuses m o t i f and sequence w i t h tone and presentation i n an attempt to 
62 

prove t h a t a l l mythic m a t e r i a l derives from the same fundamental springs. 

Wesselski had followed t h i s l i n e i n 1931 i n his Versuch einer Theorie des 

Marchens. proving how deeply Cassirer's n o t i o n of 'mythic consciousness' and 

Jung's archetypal theories had begun to influence Europe down to the ea r l y 

1930s. What de Vries c a l l e d a common 'Handlungschatz' i s nowadays described 

as a simple 'story-pattern' or 'Erzahlungsschablone' derived from ancient 

myth. Modern Volkskundler. w i t h t h e i r sophisticated techniques, tend to be 
60. P r i m i t i v e Gemeinschaftskultur; Beitrage zur Volkskunde und Mythologie. 

Diederich, Jena, 1921, esp. 6 l f . 
61. de Vries, l o c . c i t . , 177. R. T. Christiansen i n Myth. Metaphor and 

Simile (Sebeok, 3 9 f f . ) observes how o r a l t r a d i t i o n i s the source of 
motif s and incidents i n both myth and legend. The view of de Vries 
can be compared w i t h Cassirer's, t h a t the underlying theme of mythic 
awareness, a t a l l times, and i n a l l places, l i e s i n the opposition of 
sacred and profane. Cf. iledtfig von B e i t , Das Marchen. 74. 

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

f o l k t a l e . B r y n j u l f Alver, f o r example, summarises the i n f l u e n t i a l 

Scandinavian t r a d i t i o n by c a l l i n g the Marchen 'a poly-episodal form of prose-

n a r r a t i v e , o r a l l y transmitted from p r e h i s t o r i c times i n the form of a l i m i t e d 
64 

number of types, each compounded of a f i r m p a t t e r n of m o t i f s ' . 

This rather severe d e f i n i t i o n seems f a r from the conception of myth or 

mythos as 'the primary (Greek) experience of the objective world', i n c l u d i n g 

supernatural elements, and the corresponding 1 i n t e r i o r i s a t i o n ' and 'selection' 

of t h i s experience which c o n s t i t u t e s l o g o s . ^ At the opposite extreme, others 

have raised the question of the d i f f e r e n c e , i f any, between Marchen and 

Magazingeschichte.^ the one presumably a f o l k t a l e w i t h pretensions to 

a r t i s t i c s i g n i f i c a n c e , the other conspicuously lack i n g more than a humdrum 

and ephemeral f u n c t i o n . Ernst Bloch, from his Marxist-Hegelian viewpoint, 

made an i n f l u e n t i a l plea f o r the Marchen as an *im p o s i t i v e n Sinn utopischer 

Aufbruch', a constant v i s i o n which, f a r from being rooted i n f u t i l e n o s t a l g i a 
67 

i s 'vorausblickend i n die Zukunft'. As w i t h Benjamin, Bloch has seen man 
as i n a permanent co n d i t i o n of becoming, of ' r a d i c a l incipience and 

68 
p o t e n t i a l i t y 1 . For him a l l warchenhaft images - he instances the f i g h t 

between hero and dragon and the constant d e p i c t i o n and invocation of 

•Schlaraffenland' - are h i i l l e n h a f t e Abbildung utopischer Tendenzinhalte im 

W i r k l i c h e n ' I t i s from t h i s angle that the f o l k t a l e , influence and 

atmosphere i n opera perhaps makes the greatest sense. 
63. Mathilde Hain: Die Volkserzahlung. DVja, 1971, 269. 
64. Fabula. 1967, 63. 
65. G. B. Kerford i n CR, XXII (1972), 117-18. 
66. H. Bausinger: 'Moglichkeiten des Marchens i n der Gegenwart' i n H. 

Kuhn and K. Schier (hg.) F. Van der Leyen F e s t s c h r i f t . Beck, Munchen, 
1963, 22f. 

67. Das Prinzip Hoffnung. Suhrkamp, Frankfurt 1959, 411. 
68. G. Steiner: TLS, 3 Oct. 1975, 1128. 
69. Bloch, cp. c i t . , 186. 
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I I I 

F o l l o w i n g the d e f i n i t i o n o f myth th r o u g h the orthodox area o f Graeco-

Roman a n t i q u i t y , and the analogous t e r r i t o r y o f v e r n a c u l a r f o l k t a l e m a t e r i a l , 

a t h i r d , more p r o b l e m a t i c category p r e s e n t s i t s e l f . T h i s i s t h e e q u i v o c a l 

r o l e o f h i s t o r y as m a t e r i a l f o r drama, e i t h e r as the broad p r e s e n t a t i o n o f 

an epoch o r event, o r , more u s u a l l y , as the l i f e o r circumstances o f an 

h i s t o r i c a l i n d i v i d u a l . Since us u a l d e f i n i t i o n s o f myth do n o t n o r m a l l y 

i n c l u d e h i s t o r y o r h i s t o r i o g r a p h y , the q u e s t i o n r e q u i r e s i n t r o d u c t i o n a t some 

l e n g t h . Wagner made h i s remarks i n Oper und Drama on th e use o f h i s t o r y i n 

opera a t a time when h i s t o r i c a l s u b j e c t s were r e a c h i n g t h a t o p e r a t i c z e n i t h . 

He observed the c o n f l i c t between ' t r u e h i s t o r y ' and the a r t i s t i c f u l f i l m e n t 
70 

o f drama o n l y by ' s i n n i n g a g a i n s t the t r u t h o f h i s t o r y ' . E q u a l l y , p o e t r y 

and f i c t i o n , he f e l t , c o n c e n t r a t e d on the mere 'mechanism o f h i s t o r y ' by 

s t r e s s i n g t h e s u r r o u n d i n g , l a r g e l y d e c o r a t i v e c o n t e x t a t the expense o f 

i n d i v i d u a l a c t i o n . N i n e t y years l a t e r Lukacs, f o l l o w i n g Hegel, was t o 

d e s c r i b e t h i s dichotomy as the ' t o t a l i t y o f o b j e c t ' i n e p i c p o e t r y compared 

w i t h ' t o t a l i t y o f movement' i n drama, the l a t t e r i m p l y i n g necessary e x c i s i o n 
71 

o f whole areas i n c l u d e d i n the former. 
Wagner's remark t h a t h i s t o r i c a l romance had an i m p l i c i t tendency t o 

approach myth i n i t s psychology i s a p o i n t made by more r e c e n t w r i t e r s on 
72 

myth. By c r e a t i n g an image o r ' D a r s t e l l u n g ' o f the p a s t , the d r a m a t i s t 

a r g u a b l y moves as much away from h i s s u b j e c t as towards i t . The s u b j e c t as 

'known' may n o t be, indeed i s u n l i k e l y t o be, i d e n t i f i a b l e w i t h the s u b j e c t 

as presented. I d e a l i s a t i o n , d i s t o r t i o n , o m i s s i o n , polemic are l i k e l y t o 

i n t e r v e n e between the v i e w e r and a documentary r e a l i s a t i o n o f the s u b j e c t . 
Though Herodotus had seen h i s t o r y ' s f u n c t i o n as ' t o preserve worthy deeds 

73 
from o b l i v i o n ' the q u e s t i o n i s a t once begged o f the h i s t o r i a n ' s s e l e c t i o n 
70. Wagner on Music and Drama, t r . A. E l l i s , S e l . Goldman and S p r i n c h o m , 

G o l l a n c z , 1970, 11*5 (0 and D, I I , 168-78). 
7 1 . The H i s t o r i c a l Novel (1936-7) M e r l i n Press, 1962, 106. 
72. N o r t h r o p Frye: New D i r e c t i o n s from Old, i n Murray, op. c i t . , 117. 
73. The H i s t o r i e s , t r . A. de Sella c o u r t , Penguin, 1954, lk. 



o f 'those deeds i n the l i g h t o f h i s own and o t h e r s ' experience. I t has even 

been suggested t h a t d i s c o v e r y and i n t e r p r e t a t i o n are l e s s the h i s t o r i a n ' s 

business than ' c r e a t i o n ' and ' c o n s t r u c t i o n ' ; from an o t h e r angle, h i s t o r y 

i s 'Proc ess, u n a b l a s s i g e Werden' o r the 'Schauplatz der R e a l i s i e r u n g 
75 

inenschlicher Entwurfe und Ideen*. The ' l o g i c o f s i t u a t i o n and r h y t h m 
o f e vents' g i v e n as one major o b j e c t o f the p r o f e s s i o n a l h i s t o r i a n i s a l s o 

a r e c i p e f o r necessary s e l e c t i o n , an e n f o r c e d d i s t i l l a t i o n from the experience 
77 

o f the p a s t . Most modern h i s t o r i a n s would r e a d i l y concede t h i s , perhaps 
78 

a d m i t t i n g , w i t h Croce t h a t no l o g i c a l c r i t e r i o n o f s e l e c t i o n e x i s t s . 

H i s t o r y , i n p a r t i c u l a r the H e g e l i a n d i d a c t i c summit o f ' p h i l o s o p h i s c h e 

W e l t g e s c h i c h t e ' , may be s a i d t o teach, through s t r a i g h t account o r 

d r a m a t i s a t i o n , by p o i n t i n g out the moral b a s i s o f a c t i o n , promoting a response 

through a d e c l a r e d v i e w p o i n t . The Tudor k i n g s h i p myth, the ' d o c t r i n e o f o r d e r 

f o r which Shakespeare drew on the c h r o n i c l e s o f Hol i n s h e d and Edward H a l l i s 
79 

perhaps a l o c u s c l a s s i c u s o f t h i s . H i s t o r y here becomes t h a t 'pious 
f o r m u l a ' and ' t i m e l e s s schema' which, i n a q u i t e d i f f e r e n t c o n t e x t was Thomas 

80 
Mann's d e f i n i t i o n o f myth, and approximates t o t h a t 'self-knowledge o f the 

81 

l i v i n g mind' suggested as the reason f o r h i s t o r y ' s necessary r e l a t i o n s h i p 

w i t h the p r e s e n t , l e s s i n terms o f u t i l i t y o r even knowledge as such than of 

f e l t c o n t i n u i t y , a key t o u n d e r s t a n d i n g . M u s i l expressed i t i n 1930 t h r o u g h 

h i s p r o f e s s o r who, speaking i n p u b l i c o f 'the road o f h i s t o r y ' s a i d t h a t ' i f 

we l o o k ahead, we see an impenetrable w a l l . I f we l o o k l e f t and r i g h t , we see 

an overwhelming mass o f i m p o r t a n t events, w i t h o u t any r e c o g n i s a b l e d i r e c t i o n . . 
74. Michael Oakeshott: Experience and i t s modes. C.U.P., 1933, 93. 
75. Heinz Heimshoeth: G e s c h i c h t s p h i l o s o p h i e . H. Bouvier. Bonn, 1948, 

34 and 48. 
76. L. B. Naniier: Vanished Supremacies. H a m i l t o n , 1958, 203. 
77. E. H. Carr: What i s H i s t o r y ? M a c m i l l a n , 1961, 10k. 
78. Theory o f H i s t o r y and H i s t o r i o g r a p h y . Harrap, 1921, 109. 
79. Cf. E. M. W. T i l l y a r d : Shakespeare's H i s t o r y Plays. Chatto and Windus, 

1944. (Penguin ed., 1962, esp. 5 4 f ) . 
80. See n. 14. 
81. R. G. Collingwood: The Idea o f H i s t o r y . (1936) O.U.P., 1946, 202, 

Se c t i o n on Crocie. 



32 

But i f one looks back, as though by a miraculous dispensation, everything 
82 

has turned to order and purpose 1. 

Ranke's s t r e s s on f a c t u a l accuracy, the past 'wie es e i g e n t l i c h gewesen' 

was, of course, a major precept i n nineteenth century European thought, yet 

one has only to think of Taine, r e l a t i n g h i s t o r y to the p h y s i c a l s c i e n c e s , 
83 

or Zola, with h i s c l i n i c a l ' a n a l y t i c a l method' to r e a l i s e how e f f o r t s i n 

the d i r e c t i o n of ' o b j e c t i v i t y ' so often r e s u l t e d i n a dense symbolism and 

elaborate a r t i f i c e . Some, l i k e Otto Ludwig, saw a compromise i n 'poetic 

r e a l i s m ' , i n which poetry 'verfahrt nach den Gesetzen der Erinnerung' 
84 

a l t e r i n g nothing f a c t u a l l y , but transforming i t through a r t . L e s s i n g had 

expressed the view of h i s age by suggesting that the dramatist need 'hold 

only the characters sacred' adding 'only what w i l l strengthen them, showing 

them i n t h e i r best l i g h t ' . S c h i l l e r did not h e s i t a t e to depart from known 

h i s t o r i c a l f a c t where h i s i d e n t i f i c a t i o n with h i s c h a r a c t e r s demanded i t . 

L a t e r , Hebbel i n s i s t e d that the h i s t o r i c a l playwright should not be simply 
86 

the 'Auferstehungsengel der Geschichte' though Buchner, more i n f l u e n t i a l 

on the 20th century than S c h i l l e r or Hebbel, saw the w r i t e r ' s highest duty 
87 

as 'der Geschichte, wie s i e w i r k l i c h begeben, so nahe a l s mogllch zu kommen', 

a p r i n c i p l e aspired to i n Pontons Tod. Yet K l e i s t had made an anti-Napoleonic 

t r a c t of Die Hermannschlacht. while G r i l l p a r z e r had Napoleon i n mind as much 

as the Habsburg monarchy i n K5nig Ottokars Gluck and Ende. 

Thus even when scrupulous accuracy of d e t a i l i s i n evidence, h i s t o r i c a l 

drama i s l i k e l y to be s u b j e c t i v e , whether i t s aim i s to represent 'the anguish 
82. The Man without Q u a l i t i e s , t r . E. Wilkins and E. K a i s e r , Seeker and 

Warburg, 1953, I , 201. Cf. a l s o the preoccupation with time, the 
pastness of the past, e s p e c i a l l y that 'immediately before the present' 
i n Mann's Der Zauberberg (1924). (Preface) 

83. Preface to Therese Raquin. 2nd ed., 1868. 
84. S. W. VI, 42. His phrase was 'aber s i e m i l d e r t es k u n s t l e r i c h ' . 
85. Hamburgische Dramaturgie (1767-9). G. W., Bd. 6, 175 (Aufbau, Bin, 1968). 
86. Mein Wort uber das Drama! (1843) S. W., X I , 9. 
87. B r i e f an die F a m i l i e , Strassburg, 28 J u l y 1835, qu. A. Knight, 

George Buchner. O.U.P., 1951, 51. 
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of l i f e , the t r i u m p h o f e v i l ' , i n Schopenhauer's words, or the M a r x i s t 
88 

a f f i r m a t i o n o f l i f e , ' g l o r i f i c a t i o n o f human g r e a t n e s s ' and time ' f i l l e d 
89 

by t h e presence o f the now'. I n p o i n t i n g o u t the double meaning o f t h e 

words 'Geschichte' and ' h i s t o i r e ' , the Dutch h i s t o r i a n H u i z i n g a s t r e s s e d t h a t 

'we cannot s a c r i f i c e the demand f o r s c i e n t i f i c c e r t a i n t y w i t h o u t i n j u r y 

t o t he conscience o f our c i v i l i s a t i o n ' . He argued t h a t ' m y t h i c a l and 

f i c t i t i o u s r e p r e s e n t a t i o n s o f the past may have l i t e r a r y v a l u e f o r us even 
90 

now as forms o f p l a y , but f o r us they are n o t h i s t o r y ' . But h i s e a r l i e r 

remarks p o i n t c l o s e l y t o the n o t i o n o f an h i s t o r i c a l past o f m y t h i c n a t u r e , 

i n the sense t h a t the impulse towards m y t h o l o g i s i n g past events i s a t l e a s t 

as s t r o n g as the d e s i r e t o w r i t e h i s t o r y r e l a t i n g the s t o r y o f the p a s t . I n 

f a c t , H u i z i n g a sagely observes ' h i s t o r y g i v e s no more than a p a r t i c u l a r 

r e p r e s e n t a t i o n o f a p a r t i c u l a r p a s t , an i n t e l l i g i b l e p i c t u r e o f a p o r t i o n o f 

the p a s t . I t i s never the r e c o n s t r u c t i o n o r r e p r o d u c t i o n o f a g i v e n p a s t . 
91 

No past i s ever g i v e n . T r a d i t i o n alone i s g i v e n ' . 
As Wagner t u r n e d from h i s t o r y ( R i e n z i ) t o Germanic myth, h i s 

contemporary Hebbel saw h i s t o r y as the most s u i t a b l e v e h i c l e f o r a d r a m a t i s t ' s 
92 

i d e a s , showing w i t h h i s t h r e e planes o f dram a t i c a c t i o n ( s t o r y , human plane 

and H e g e l i a n ' w e l t g e s c h i c h t l i c h - s y m b o l i s c h p l a n e ) the tendency o f h i s t o r i c a l 

drama t o move i n the d i r e c t i o n o f myth. I t was :£cuiller, however, e s p e c i a l l y 

from W a l l e n s t e i n onwards, who had e f f e c t i v e l y founded German h i s t o r i c a l drama, 

and had, thr o u g h Kant's i n f l u e n c e , i n c r e a s i n g l y s t r e s s e d the moral law, 

greatness o f c h a r a c t e r r e v e a l e d i n 'moral s u p e r i o r i t y ' r a t h e r than the 

'dynamic power' o f M a r i a Stuarda and Die J u n g f r a u von Orleans. Triumph over 

m i s f o r t u n e through an a c t o f repentance achieved the S c h i l l e r i a n 'sublime' 

i n d i c a t e d i n h i s phrase 'moralischen S e l b s t s t a n d i g k e i t i n Leiden', 9"* as i n the 
88. G. Lukacs, op. c i t . , 141. 
89. W a l t e r Benjamin: I l l u m i n a t i o n s . Cape, 1970, 264. 
90. *A d e f i n i t i o n o f the concept o f H i s t o r y ' i n Philosophy and H i s t o r y : 

Essays p r e s e n t e d t o E r n s t C a s s i r e r . OUP, 1936, 8. 
91 . I b i d . , 5. 
92. Mein Wort uber das Drama, l o c . c i t . , 8-10. 
93. Vom Erhabenen (1793) S.A., X I I , 320. 



34 

c h a r a c t e r o f Posa i n Don C a r l o s . Through V e r d i , t h i s p l a y became the most 

s u b s t a n t i a l s c h i l l e s i a n o p e r a t i c a d a p t a t i o n o f the 19th c e n t u r y , exceeding 

i n s i z e R o s s i n i ' s v e r s i o n o f the more o v e r t l y o p e r a t i c Schauspiel Wilhelm T e l l . 

S i g n i f i c a n t l y , t h e i r s p e c i a l v e n e r a t i o n f o r Goethe and S c h i l l e r l e d most 

German composers t o a v o i d t h e i r works as m a t e r i a l f o r t h e i r operas. A l t h o u g h 

c e r t a i n o f S c h i l l e r ' s p l a y s are s e t i n High Renaissance Europe, the r e a l 

d r amatic i n f l u e n c e on the Austro-German 'Renaissanceist' operas o f the p e r i o d 

around 1914 i s t o be found i n the a r t i s t i c a l l y f a r l e s s admirable r o m a n t i c 

melodramas o f Hugo and Musset. Though Fiesfeo. Don Carlos and M a r i a Stuarda 

each r e f l e c t s t h e p o w e r - s t r u g g l e o f the 16th c e n t u r y w o r l d , f o r the J u g e n d s t i l 

g e n e r a t i o n , the more obsessive, r h e t o r i c a l q u a l i t i e s , t h e ' f u l l n e s s o f image 
94 

and song' o f p l a y s l i k e Marie Tudor or Lorenzaccio had a g r e a t e r impact. 
They were f a r removed from what one f o r e i g n c r i t i c l a t e r d i s p a r a g i n g l y c a l l e d 

95 

S c h i l l e r ' s ' u t i l i t a r i a n i s m , moral e d u c a t i o n and moral r e g e n e r a t i o n ' . 

S e t t i n g a s ide f o r the moment Bu r c k h a r d t ' s K u l t u r der Renaissance, i t 

c o u l d be s a i d t h a t t h e prophet of the neo-Romantic Renaissance image belonged, 

w i t h S c h i l l e r , t o t h e German H e l l e n i s t t r a d i t i o n , and was, moreover a 

c l a s s i c a l p h i l o l o g i s t . Two years a f t e r h i s epoch-making Geburt d e r Tragodie. 

Nietzsche d i v i d e d approaches t o h i s t o r y i n t o the monumental, the a n t i q u a r i a n 

and the c r i t i c a l . While the f i r s t two were l i k e l y to t u r n h i s t o r y i n t o myth, 

o r , a t best 'romance' o r 'an a n c i e n t c o n g r e g a t i o n o f p i e t i e s ' , the l a s t , by 

b r i n g i n g h i s t o r y t o what he c a l l e d 'the bar of judgement' f o r i n t e r r o g a t i o n 

and condemnation i n v i t e d another k i n d o f m y t h o l o g i s a t i o n , based on the v e r y 
96 

a c t o f d e - m y t h o l o g i s i n g a r e c e i v e d i n t e r p r e t a t i o n . N i etzsche's own v e r s i o n 

o f the I t a l i a n Renaissance and German Reformation, i s a r g u a b l y a 'monumental', 

even ' a n t i q u a r i a n ' view masquerading as a ' c r i t i c a l ' one. I t i s o b v i o u s l y 

i n d e b t e d t o B u r c k h a r d t , Nietzche's o l d e r c o l l e a g u e a t Basle, and a n t i c i p a t e s 
94. C. A f f r o n : A stage f o r poets: s t u d i e s i n the t h e a t r e o f Hugo and Musset. 

P r i n c e t o n , 1971, 10. 
95. J. G. Robertson: i S c h i l l e r a f t e r a c e n t u r y . Blackwood, Edinburgh, 1905, 

135. 
96. Thoughts out o f Season. V o l . 1 (1874) t r . A. C o l l i n s . , 1 9 f f . 

(C and M, I I I , 1, 264-5). 
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Count Gobineau's seven d i a l o g u e - p o r t r a i t s La Renaissance, w i t h t h e i r 

u n c r i t i c a l a d u l a t i o n o f the e a r l y 16th c e n t u r y I t a l i a n c u l t u r a l and d i p l o m a t i c 
97 

e l i t e s . N i etzsche went so f a r as t o c l a i m t h a t the I t a l i a n Renaissance. 
1 c o n t a i n e d w i t h i n i t s e l f a l l t h e p o s i t i v e f o r c e s t o which we 

owe modern c u l t u r e . Such were the l i b e r a t i o n o f t h o u g h t , the d i s r e g a r d o f 

a u t h o r i t i e s , the t r i u m p h o f e d u c a t i o n over the darkness o f t r a d i t i o n , 

enthusiasm f o r science and the s c i e n t i f i c past o f mankind, the u n f e t t e r i n g 

o f the i n d i v i d u a l , an ardour f o r t r u t h f u l n e s s and a d i s l i k e o f d e l u s i o n and 

mere e f f e c t I t was the Golden Age o f the l a s t thousand y e a r s , i n s p i t e 

o f a l l i t s blemishes and v i c e s ..... On the o t h e r hand, the German Reformation 

stands out as an e n e r g e t i c p r o t e s t o f a n t i q u a t e d s p i r i t s , who were by no 

means t i r e d o f medieval views o f l i f e , and who r e c e i v e d s i g n s of i t s 
• 98 

d i s s o l u t i o n w i t h d e j e c t i o n i n s t e a d o f r e j o i c i n g . 

This p o w e r f u l f o r m u l a t i o n , extreme and unbalanced though i t c l e a r l y i s , 

was a h a r b i n g e r o f the aspect o f l a t e 1 9th c e n t u r y a e s t h e t i c i s m v a r i o u s l y 

d e s c r i b e d as 'Renaissanceism* o r 'Renaissancebegeisterung'. As one o f i t s 

w i l d e r h i s t o r i o g r a p h i c m a n i f e s t a t i o n s , i t t u r n s the I t a l i a n Renaissance i n t o 

an h e r o i c myth, an embodiment o f 'der W i l l e zur Macht' which Nietzsche 
99 

h i m s e l f expressed i n the f a n c i f u l n o t i o n o f Cesare B o r g i a as Pope. I n 

German l i t e r a t u r e , t h i s reached i t s c l i m a x around 1900, but s e v e r a l p o s t -

Wagnerian operas, w r i t t e n j u s t b e f o r e and a f t e r the Great War began a l s o 

r e f l e c t t h i s l i t e r a r y movement. Four o f these works, by S c h i l l i n g s , Schreker, 

Zeinlinsky and Korngold, form the s u b j e c t o f Chapter Four. 

The German Reformation and i t s e f f e c t s , r e f e r r e d t o by Nietzsche so 

contemptuously, i s covered i n Chapter F i v e . This p e r i o d i s u s u a l l y seen by 

h i s t o r i a n s as r u n n i n g from 1517 o r 1519 t o 1555 ( t h e Peace o f Augsburg) o r 

i f one i n c l u d e s the Counter-Reformation o r ' C a t h o l i c R e f o r m a t i o n ' , 1 0 0 t o the 
97. See Ch. 4. 
98. Human, a l l t o o human ( t r . H. Zimmem), 220-2. Cf. a l s o The W i l l t o 

Power 74-6. (C and M, IV, 2, 203). 
99. A n t i c h r i s t . 228-9. (C and M, V I , 3, 249). I n Gotzen Dammeruna (1888) 

t r . L u d o v i c i , 9 1 , he suggests t h a t Cesare Borgia's contemporaries 
would laugh a t the Germans o f the 1870s. (C&M, V I , 3, 130-1). 

100. The term i s Hubert J e d i u ' s \ ̂ r.h,. t i s c h e i t e l o r m a t i u n >>aer iwegenretormation?: 
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Treaty o f Westphalia i n 1648. Prom a w i d e r European v i e w p o i n t , 1519's 

importance l i e s m a i n l y i n M a x i m i l i a n ' s death, and the appearance o f Charles 

V as Iiabsburg emperor. Deeply d i v e r g e n t i n t e r p r e t a t i o n s o f the Reformation's 

o v e r a l l s i g n i f i c a n c e ( f o r example the opposing views o f D i l t h e y and T r o e l t s c h ) 

o n l y emphasise the i n t e n s i t y o f i n t e r e s t i n t h i s c e n t r a l l y i m p o r t a n t p e r i o d 

o f German h i s t o r y . Whereas I t a l i a n Renaissance humanism, f o r a l l i t s 

achievements, concerned a r e l a t i v e l y s m a l l educated c l a s s , i t has been argued, 

the Reformation's huge impact drew a l l c l a s s e s i n t o a common concern w i t h 
102 

the g r e a t q u e s t i o n s o f s a l v a t i o n and j u s t i f i c a t i o n by f a i t h . 

C e r t a i n German-language operas o f 1914-33, b e g i n n i n g w i t h P f i t z n e r ' s 

P a l e s t r i n a and ending w i t h Krenek's K a r l V and Hindemith's Mathis der Maler 

use the Renaissance and Reformation background n o t as 'Begeisterung' b u t 

t o promulgate a p a r t i c u l a r Weltanschauung. c h i e f l y i n c o n n e c t i o n w i t h t h e 

r e l a t i o n s h i p o f w o r l d l y power and a m b i t i o n t o personal f u l f i l m e n t and 

s a l v a t i o n . These are u n i v e r s a l themes, o f course, but have a s p e c i a l p l ace 

i n German and C e n t r a l Europe, and are p o i n t e d l y r e l e v a n t t o the s i x t e e n t h 

c e n t u r y . There are obvious d i f f e r e n c e s between the s i x works b r i e f l y 

d iscussed i n Chapter F i v e , b o t h i n t h e i r r e f e r e n c e t o and t r e a t m e n t o f L u t h e r , 

and i n t h e i r a t t i t u d e t o t h e s o c i a l and p o l i t i c a l f o r c e s o f the t i m e . 

N e v e r t h e l e s s they each possess a marked d i d a c t i c as w e l l as c o n f e s s i o n a l 

element, s t e e r i n g d e l i c a t e l y between s o l i p s i s m and h i s t o r i c a l concern. ' I I 

me p l a i t de s i t u e r n o t r e epoque dans l e m i r o i r de l ' h i s t o i r e ' s a i d Ferdinand 
103 

Bruckner, the c h i e f i n t e r - w a r h i s t o r i c a l d r a m a t i s t i n Germany, and i n 

these operas t h e r e i s a p a l p a b l e , i f v a r i a b l y focused sense o f the e a r l y 20th 

c e n t u r y predicament. 

I t should be s t r e s s e d t h a t the Reformation and Counter-Reformation 

p e r i o d was o f s t e a d i l y growing s i g n i f i c a n c e f o r German l e t t e r s from 1900 on, 

both i n i m a g i n a t i v e l i t e r a t u r e and h i s t o r i c a l s c h o l a r s h i p , which o f t e n 
101. See Ch. 4, n. 6. 
102. V o l l s t e d t , 47. 
103. 1891-1958. I n t e r v i e w o f 1950, gu. i n A. J. Harper, Ferdinand Bruckner's 

H i s t o r i c a l Dramas, unpub. t h e s i s , B r i s t o l , 1962, 376. 
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in 

overlapped. 'Heroic myth' prevailed^works l i k e D o b l i n ' s W a l l e n s t e i n (1920), 

Brod's Tycho Brahes Weg zu Gott (1916) the Paracelsus t r i l o g y o f Kolbenheyer 

(1917-25), Wassermann's Columbus nov e l '1930) the 'democratic-humanist' 

novels o f S t e f a n Zweig o r the r i g h t - w i n g f i c t i o n o f , say, Walt e r von Molo. 

F i c t i o n a l techniques were seen t o e n t e r works masquerading as 'academic' 

h i s t o r y , such as K a i s e r F r i e d r i c h I I (1927) by the Georgean E r s t Kantorowicz. 

His F r e d e r i c k has been d e s c r i b e d as 'the f a t h e r o f the Renaissance .... a 

r u l e r r i v a l l i n g i n s t a t u r e Alexander the Great i t was h i s t o r y as pure 
104 

p o e t r y ' • Something o f the same h e r o i c s t a t u r e was assigned t o L u t h e r by 

B a r t e l s (1862-1945) i n h i s 1903 L u t h e r t r i l o g i e and L i e n h a r d (1865-1929) i n 

h i s W a r t b u r g t r i l o g i e . 

P r o t e s t a n t hagiography o f Luth e r c o n t i n u e d t o have the g r e a t e s t i n f l u e n c e , 

as i t had done throughout the 19th c e n t u r y , when L u t h e r was v a r i o u s l y d e s c r i b e d 

i n school t e x t b o o k s as ' e i g e n t l i c h e r V o l k s l e h r e r ' , ' E r h a l t e r des F r i e d e n s ' 
105 

o r 'der grosse Held und Wundermann'. The g r e a t b u l k o f Luthersagen 

c o l l e c t e d d u r i n g the 19th c e n t u r y were a l s o u n c r i t i c a l and a d u l a t o r y . Y e t 

the l a t e Wilhelmine p e r i o d i s n o t a b l e f o r C a t h o l i c a t t a c k s on L u t h e r ' s 
107 

r e p u t a t i o n by Fr. H e i n r i c h D e n i f l e i n 1904-9 and Hartmann G r i s a r , S.J. i n 
108 

1911-12. These works, landmarks i n Reformation h i s t o r i o g r a p h y , can be 

set beside two s t u d i e s b e a r i n g the same t i t l e FauBt und L u t h e r p u b l i s h e d 

r e s p e c t i v e l y i n 1896 by E r i c h Schmidt and i n 1912 by Eugen W o l f f . I n a p e r i o d 

when Goethe's Faust was a t l a s t b e g i n n i n g t o make i t s f u l l e f f e c t f e l t , t h i s 

j u x t a p o s i t i o n o f the g r e a t Reformer w i t h h i s exact contemporary the h i s t o r i c a l 

Faust u n d e r l i n e d the s p e c i a l obsession o f w r i t e r s and s c h o l a r s a l i k e w i t h 

the Reformation p e r i o d . L u t h e r the P r o t e s t a n t n a t i o n a l hero was, i n a 

separate t r a d i t i o n ' k e i n Mensch, sondern der T e u f e l s e l b s t i n menschlecher 
104. Peter Gay: Weimar C u l t u r e . Seeker and Warburg, 1969, 51. 
105. V o l l s t e d t . 
106. Heidemane Gruppe l i s t s 272 i n VR, 297-324, o f which o n l y 23 are 

c r i t i c a l . 
107. L u t h e r und Lutherturn. Franz K i r c h h e i m , Mainz. 
108. L u t h e r . 3 v o l s . , Herdersche V l g . , F r e i b u r g - i . - B r e i s g a u . 
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109 G e s t a l t ' , or L u t h e r the demonic, i r r a t i o n a l Satan-obsessed power-seeker, 
c o n d u c t i n g (even i n P r o t e s t a n t hagiography) exchanges w i t h e m i s s a r i e s o f h e l l . 1 1 0 

Paul Joachimsen (1867-1928), p o s s i b l y the l e a d i n g h i s t o r i a n o f the p e r i o d , 
found i t necessary t o s t r e s s the w i t h d r a w n n a t u r e o f most o f L u t h e r ' s 
' p u b l i c ' , l i f e , and h i s deep s p i r i t u a l attachment t o the monastic s i d e o f 
Christendom. 

I t may be claimed t h a t b e f o r e B u r c k h a r d t , the I t a l i a n Renaissance 'myth' 

playe d a much s m a l l e r p a r t i n German than i n French l i t e r a t u r e . I n Germany, 

Winckelmann's Greek i d e a l had p r o v i d e d the most p o w e r f u l and c o n t i n u i n g 

i m a g i n a t i v e s t i m u l u s , a t a time when some had regarded the I t a l i a n Renaissance 
112 

as an ' a e s t h e t i c - s e n s u a l i s t ' p l o t t o d e s t r o y German medieval C h r i s t i a n i t y . 
113 

By c o n t r a s t , a common argument i s t h a t i n a p e r i o d .dominated by L u t h e r , 

Germany was d e p r i v e d o f the f u l l Renaissance e x p e r i e n c e , thus making the 

Franco-Swiss i n s p i r e d I t a l i a n Renaissance dream a compensatory phenomenon. 

Yet t h i s u n h i s t o r i c a l a t t i t u d e must be s e t a g a i n s t the p o s t - B u r c k h a r d t i a n 

a t t e m p t s t o push the Renaissance back i n t o the h i g h medieval p e r i o d , n o t a b l y 
114 

by Konrad Burdach. I n a d d i t i o n the t r a d i t i o n a l p r i d e o f educated Germans 

i n t h e i r own 'second' rena i s s a n c e , t h a t o f the 18th c e n t u r y , d i d not waver. 

L i k e the I t a l i a n f i f t e e n t h and s i x t e e n t h c e n t u r i e s , i t was a MViedergeburt' 

i n awareness o f c l a s s i c a l a n t i q u i t y , l e a d i n g t o a c o n t i n u i n g s t r e s s on the 
'Greek' l i n k s o f Germany i n comparison w i t h o t h e r European c o u n t r i e s ' L a t i n ' 

115 

l i n k s . ' A e s t h e t i c paganism' as a w o r l d - v i e w , w i t h the concomitant 

p r o b l e m a t i c a t t i t u d e s t o C h r i s t i a n i t y , was thus c o n s t a n t l y i f n o t c o n s i s t e n t l y 
109. Fr. Dufrene. Rudimenta h i s t o r i c a (1726) qu. V o l l s t e d t . 
110. Cf. E i n schoner Dialogus von M a r t i n o L u t h e r und der g e s c h i c h t e n 

B o t s c h a f t aus der H o l l e ( 1 5 2 3 ) , ed. L. Enders, H a l l e , 1886. 
111. Der Reformation a l s Epoche der deutschen Geschichte. 1951 ed., 26. 
112. A d o l f Menzel: On German Mythology (1855) qu. Kohn, l o c . c i t . , 96-7. 

See a l s o Ch. 4, no. 60. 
113. E.g. L u t z Becker: The L i s t e n e r . 31 January 1974, 137. 
114. See Ch. 4, n. 77. 
115. Paul Hensel: Montaigne u. die A n t i k e . VBW, 1928, 69, qu. H i g h e t , 367. 
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a p p l i e d t o Greece throughout the Weimar p e r i o d and i n t o t h a t o f 

Romanticism. Despite Heinse and A r d i n g h e l l o ( q . v . Ch. U) n e i t h e r the 

Dionysiac view o f the I t a l i a n Renaissance nor i t s more sober aspect as 

a supreme p o l i t i c o - c u l t u r a l m a n i f e s t a t i o n can u s e f u l l y p r e d a t e , i n 

terms o f l i t e r a r y i n f l u e n c e i n Germany, t h e i r two p r o p h e t s , Nietzsche o f the 

one, and Burckhardt o f the o t h e r . 
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CHAPTER THREE: THE OPERA TEXT -

ITS BACKGROUND AND RATIONALE, 1912-33. 

I 

Throughout i t s h i s t o r y , opera has been i n f l u e n c e d , a t l e a s t t o a 

c e r t a i n e x t e n t , by contemporary l i t e r a r y t r e n d s and changes o f t a s t e . 

D i f f e r e n t though the p u b l i c s f o r opera and spoken drama a r e , i t remains 

t r u e t h a t where both f l o u r i s h i n d e p e n d e n t l y s i d e by s i d e - and t h e r e were 

n i n e t y opera houses i n Germany i n 1928 - the p o s s i b i l i t i e s o f i n t e r a c t i o n 

must be p r e s e n t . Some commentators saw the movement o f opera towards the 

c o n d i t i o n o f spoken drama d u r i n g the 19 t h c e n t u r y as a tendency t o be 

applauded. This n o t i o n viewed the development from the ' a r i s t o c r a t i c * 

l i m i t a t i o n s o f i t s o r i g i n s as an emancipation i n which opera became 

i n c r e a s i n g l y a 'cosmos' and 

nacheinander a l l e M i t t e l der Buhne r i i c k s i c h t s l o s an s i c h r e i s s t und 

dessen Gesetze immer w e i n i g e r von der m u s i k a l i s c h e n u b e r l i e f e r t e n Form 

des K o n z e r t s , und i n iinmer s t e i g e r n d e n Masse (wie im S c h a u s p i e l ) vom 

'dramatischen' Geschehen und ganz i n d i v i d u e l l von dem j e w e i l i g e n Typus des 

zu g e s t a l t e n d e n Menschen bestimmt iverden.* 

Yet where opera i s regarded p r i m a r i l y as a mu s i c a l e n t e r t a i n m e n t , a medium 

o f e s c a p i s t f a n t a s y , compared w i t h t h e more ' s e r i o u s ' m a t t e r o f spoken 

drama, the d i f f e r e n t c r i t e r i a may produce an un b r i d g e a b l e d i v e r g e n c e . 

One o f the vexed q u e s t i o n s of the 1918-33 p e r i o d was t h a t o f opera's 

r e l e v a n c e , i t s a b i l i t y t o make a c o n t r i b u t i o n t o the t h e a t r e ' s r o l e as 

s o c i a l c r i t i c and commentator. This was d i r e c t l y a s s o c i a t e d w i t h the 

s t y l i s t i c c o n f l i c t between the c o n s e r v a t i v e neo-Romantic manner o f the p o s t -

Wagnerians and the v a r i o u s ' p r o g r e s s i v e * idioms a s s o c i a t e d w i t h Neue 
2 

S a c h l i c h k e i t . The neo-Romantics i n s i s t e d on opera p r i m a r i l y as a v e h i c l e 

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

2. E. Krenek: Opera between the wars. MM, 1943, 102f. 
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o f sensual i n t o x i c a t i o n , a heady c o n c e n t r a t i o n o f m a i n l y s o l i p s i s t emotion 

and s u p r a - r a t i o n a l i t y . One can f i n d t h i s 19th c e n t u r y ' b u r g e r l i c h ' view i n 

Mann's Buddenbrooks (1900) when Hanno r e f e r s e c s t a t i c a l l y t o a performance 

o f Lohengrin and comments w i t h i n c r e d u l o u s envy on l o c a l people who 
3 

e v i d e n t l y v i s i t the opera n i g h t l y . By a d e l i b e r a t e a t t e m p t t o make opera 

s a t i r i c a l , p o l i t i c a l , o r i n o t h e r ways s o c i a l l y i n v o l v e d , the younger 

composers o f the 1920s t r i e d t o b r i n g opera i n t o l i n e w i t h t r e n d s i n the 

spoken drama. Though t h e i r ' t o p i c a l ' operas were doomed t o a s h o r t l i f e , the 

idea s u r v i v e d , t o re-emerge a f t e r 1945. S c h i l l e r had warned o f the two 

extremes i n 1795 when he s a i d t h a t the l i s t e n e r ' s o r s p e c t a t o r ' s freedom 

from 'dominion' must be the f i r s t c o n s i d e r a t i o n . 'There does indeed e x i s t 

a f i n e a r t o f passion', he d e c l a r e d , 'but a f i n e p a s s i o n a t e a r t i s a 

c o n t r a d i c t i o n i n terms, f o r the u n f a i l i n g e f f e c t o f beauty i s freedom from 

p a s s i o n . No l e s s s e l f - c o n t r a d i c t o r y i s the n o t i o n o f a f i n e a r t which 

teaches ( d i d a c t i c ) o r improves ( m o r a l ) ; f o r n o t h i n g i s more a t v a r i a n c e w i t h 

the concept o f beauty than the n o t i o n o f g i v i n g the psyche any d e f i n i t e b i a s . ' 

Wagner's i n s i s t e n c e on drama's f u n c t i o n as the t r a n s m i s s i o n o f knowledge 

through ' f e e l i n g ' as the c e n t r e o f Das Kunstwerk der Z u k u n f t ^ f a r from b e i n g 

an a b s t r a c t i o n , was the c o n c l u s i o n o f an experienced, p r a c t i c a l man o f the 

t h e a t r e , who had a t the same time absorbed Schfipenhauer's t h e o r y o f music as 

an 'Image' ( V o r s t e l l u n g ) o f the w o r l d , u n t r a n s l a t e a b l e i n t o a b s t r a c t v e r b a l 

concepts.^ Schopenhauer, n e v e r t h e l e s s , d i s l i k e d opera as an a r t - f o r m f o r 

a t t e m p t i n g too much. I t was enough f o r drama t o d e p i c t human l i f e on a 

l i m i t e d s c a l e ' c o r r e c t l y and c o m p l e t e l y ' so as t o l e a d t o 'a c l e a r and 

3. Buddenbrooks. t r . H. T. Lowe-Porter. Seeker and Warburg, 1924, 432,-3. 
Gustav Falke, a l s o Lubeck-born, s i m i l a r l y r e c a l l e d the Lohengrin o f h i s 
boyhood: ' e i n e k s t a t i s c h e r Rausch iiberkam mich, e i n Schweben zwischen 
Keuschheit und W o l l u s t . I c h f f i n i t e diese Musik k o r p e r l i c h 1 . 
Die S t a d t m i t den goldnen TftVmen: d i e Geschichte meines Lebens. 
G. Grote, B e r l i n , 1912, 124. 

4. On the A e s t h e t i c Education o f Man, t r . E. M. W i l k i n s o n and L. A. 
W i l l o u g h b y , O.U.P., 1967, L e t t e r X X I I , 157. 

5. Goldman and S p r i n c h o r n , 189. 
6. I b i d . , 179: 'since he who ( c o u l d do so) would have found a 

p h i l o s o p h y t o e x p l a i n the w o r l d i t s e l f . 
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profound knowledge o f the Idea o f humanity i t s e l f . Thus Schoperhauer • s 

d i d a c t i c i d e a was n o t f a r from Hebbel's, and can be seen as a l i n k i n the 

c h a i n o f German dr a m a t i c t h e o r y from L e s s i n g t o the e p i c t h e a t r e o f Brecht 

which sees drama as an i n s t r u m e n t f o r i n s t r u c t i o n , i n f o r m a t i o n and debate. 

Opera's r e l a t i o n t o drama i n t h i s r e s p e c t c o n t i n u e d t o be the s u b j e c t 

o f argument. Wagner, f a r from having s o l v e d the q u e s t i o n i n Oper und Drama. 

simply p r o v i d e d an a e s t h e t i c t h e o r y f o r the works he a l r e a d y had i n h i s mind... 

He stands i n the v e r y c e n t r e of t h a t t r a d i t i o n o f German Romanticism whereby 

(as suggested e a r l i e r ) 'Kunst' means more than s i m p l y ' a r t ' , a t r a d i t i o n t o 
g 

which S t e f a n George, h i m s e l f h o s t i l e t o opera, was a major c o n t r i b u t o r . I t 

was a g a i n s t t h i s t r a d i t i o n t h a t Werfel wrote h i s n o v e l V e r d i (1923) as an 

anti-Wagnerian polemic, a t a time when h i s hero's works were g a i n i n g f r e s h 
q 

admirers i n Germany. The d i s t i n g u i s h e d t h e a t r e c r i t i c H e r b e r t J h e r i n g 

c o u l d w r i t e i n 1909 as though opera were i n danger o f o v e r t a k i n g t h e spoken 

drama as the c e n t r a l t h e a t r i c a l form. Hauptmann's Die Weber, he remarked w i t h 

some r e l i e f , had found no composer, but Die versunkene Glocke. Salome and 

E l e k t r a had a l l been t r a n s f o r m e d q u i c k l y from s t r a i g h t p l a y s i n t o operas. 

Speaking o f V e r d i ' s O t e l l o and Goetz's Widerspenstigen Zahmung as e x c e l l e n t 

Shakespearean l i b r e t t i , he f e l t i t i m p o r t a n t t o warn a g a i n s t the obvious 
dangers i n o p e r a t i c a d a p t a t i o n : 

t 

Man muss eben a l l e s , was a l l e i n Eigentum des Wortdramas s e i n kann, 

e n t f e r n e n : d i e b r e i t e r e B a s i s , d i e d e t a i l l i e r t e M o t i v i e r u n g und P s y c h o l o g i e , 

d i e nuancenreichere C h a r a k t e r i s t i k , d i e h i t z i g e n Wortgefechte und b l i t z s c h n e l l 

s i c h jagenden W o r t s p i e l e . E i n s o l c h e r vom Anfang an zum Zweck des Komponistens 
7. Essays and Aphorisms (1851) t r . R. J. H o l l i n g d a l e . Penguin, 1970, 159. 

Cf. h i s remark t h a t 'there are no r e v e l a t i o n s o t h e r than the thoughts o f 
t h e wise even i f these are o f t e n c l o t h e d i n s t r a n g e a l l e g o r i e s 
and myths and are then c a l l e d r e l i g i o n s ' . I b i d . , 181. 

8. K. H. Ruppel: Die l i t e r a r i s c h e Wandlung der Oper. Melos, 1957, 66-7. 
9. V e r d i ; Roman der Oper. Paul Zsolnay, B e r l i n , 1924. 'For the y o u t h f u l 

V e r d i who had t o w r i t e f o r season and company, the word 
' A r t ' d i d n o t have t h a t romantic c o n n o t a t i o n o f the s p e c i a l , o f 
g a r r e t , i d e a l i s m , m i s s i o n , s t a n d i n g above men, a l l t h a t s t i l t e d meaning 
which was t o prove so d i s a s t r o u s t o i t ' . ( V e r d i , t r . Helen Jessiman, 
J a r r o l d s , 1926, 123). 
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b e a r b e i t e t e r Text i s t iuuner n ur a l s Grundlage gedacht, auf der s i c h das 

HaOs e r s t e r r i c h t e n , e r i s t n u r a l s Korper g e f o r m t , dem d i e Musik e r s t 
'10 

Seele geben s o i l . 

The L i b r e t t o ' s f u n c t i o n and n a t u r e was a m a t t e r o f no doubt t o 

Herman W. von Waltershausen (1882-1954) who as a composer, and a teache r and 

t h e o r i s t o f some i n f l u e n c e , had a d i f f e r e n t s t a n d p o i n t . What, he asked, were 

the l i t e r a r y p r e p r e q u i s i t e s o f music drama? 

' Allem voran s t e h t d i e E i n f a c h h e i t und E i n d e u t i g k e i t des S t o f f e s . A l l e s 

p s y c h o l o g i s c h K o m p l i z i e r t e , Z w i e s p a l t i g , Problematische, j a a l l e s , was das 

H e l l d u n k e l der a b s o l u t e n Dichtung umfasst, a l l e s I r o n i s c h e , Doppeldeutige, 

n u r durch d i e Stimmungskunst des Wortes A u f z u h e l l e n d e und zu E r f u l l e n d e i s t 

vom Ubel. 

Waltershausen went f u r t h e r than t h i s a t t a c k on a m b i g u i t y i n opera t e x t s . 
( A l l e g e s t a l t e n (he c o n t i n u e d ) d i e zW'ischen Gut und Bose stehen, s i n d 

zu v e r w e r f e n . Macbeth ( ! ) , d i e Helden von Shakespeares Konigsdramen, 

W a l l e n s t e i n , Hebbels I n t e l l e k t m e n s c h e n , Ibsen und S t r i n d b e r g s F i g u r e n s i n d 

m i s e r a b l e Opernhelden. Je s t a r k e r e i n Drama i n der r e i n e n Dichtung s t e h t , 

desto o p e r n f e i n d l i c h e r i s t es ..... l i b e r a l 1 , wo dann d i e ' L i t e r a t u r ' a u f a h g t 
'11 

i s t von Anbeginn e i n s t e r i l e r , l u f t l e e r e r Raum f u r den Komponisten. 

This view goes back a t l e a s t as f a r as E. T. A. Hoffmann, who, aga i n 

from experience as a composer, remarked on the m o r t i f i c a t i o n caused t o t h e 
12 

m u s i c i a n by v e r b a l r e f l e c t i o n . Music, as Auden has commented, s t a t e s a 
c l e a r case, i s 'immediate a c t u a l i t y ' , and cannot o f i t s n a t u r e e i t h e r a l l o w 

13 
s e l f - d e c e p t i o n o r pr e s e n t c h a r a c t e r s whose moral q u a l i t i e s are ambiguous. 

10. 'Wortdramen a l s Tondramen', 28 January 1909 i n Von Reinhardt b i s Brecht. 
Aufbau V e r l a g , B e r l i n , 1961, V o l . 1, 29. 

11 . E r f i n d u n g und G e s t a l t u n g der dramatischen Musik. i n J. M u l l e r B l a t t a u 
(ed.) Hohe Schule der Musik: Handbuch der gesamten M u s i k p r a x i s . 
V o l . 1, Athenaion, Potsdam, 1935, 332. 

12. Serapionsbruder. qu. W e i l l ; Busonis Faust und d i e Erneuerung der 
Opernform. Anb., 1927, 56. Wellesz f e l t t h a t the work should be 
comprehensible even i n mime w i t h the t e x t o m i t t e d . The Return t o 
the Stage. MM, 1926, 24. 

13. 'Notes on Music and Opera', i n The Dyer's Hand. Faber, 1963, 
470-1. 
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P f i t z n e r , who produced i n P a l e s t r i n a one o f the f i n e s t of a l l l i b r e t t i from 

the angle of l i t e r a r y c o m p o s i t i o n , drew a t t e n t i o n t o the German d i s t i n c t i o n 

between ' e i n gutes Buch' and e i n gutes T e x t b u c h 1 ; as he says ' h i e r Gute an 
14 

s i c h , d o r t p r a k t i s c h e B r a u c h b a r k e i t 1 , an approach c l o s e t o t h a t o f Schoeck, 
15 

who saw the t e x t as m a t e r i a l f o r metamorphosis or Schreker, who saw the 

t e x t u a l and m u s i c a l c o n c e p t i o n as i n s e p a r a b l e and simultaneous. Composers 

have i n e v i t a b l y regarded the t e x t from a m u s i c a l v i e w p o i n t , a f a c t never more 

e x t e n s i v e l y r e v e a l e d than i n the Strauss-Hofmannsthal l e t t e r s , where the 

a u t h o r ' s g r e a t e r s o p h i s t i c a t i o n and awareness, h i s encyclopaedic c r i t i c a l 

mastery of European l i t e r a t u r e , p r o v i d e the unique v a l u e and f l a v o u r . ^ 

U n l i k e most composers, Strauss had a l i b r e t t i s t who was f r e q u e n t l y o p i n i o n a t e d , 

p a t r o n i s i n g o r w a s p i s h l y o f f h a n d , b u t was never i l l - i n f o r m e d . I t i s f a r 

e a s i e r , as Marcel Doisy commented, t o count t h e number of good music dramas 

than o f bad ones s i n c e n o t o n l y do too many composers 'ne se s o u c i e n t guere 

de t r a v a i l l e r d'apres un t e x t e soigne* e t acceptent l e s v e r s l e s p l u s 

mediocre de r i m e u r s saus t a l e n t , mais i l s semblent en o u t r e de meme pas 

a t t a c h e r 4.' importance a l a q u a l i t e de l a c o n s t r u c t i o n dramatique a 1'interest 

humain des personnages, a l a v a l e u r t r a g i q u e des s i t u a t i o n s , dortt p o u r t a n t 
17 

l e u r musique d o i t expritner l e s r e s s o r t s p r o f o n d s ' . 

I t was n o t Hofmannsthal b u t S t e f a n Zweig who f e l t t h a t the t e x t d e r i v e s 

i t s l i f e from the s p i r i t ( G e i s t ) o f the music r a t h e r than merely r e a l i s i n g 

i t s e l f through music's ex p r e s s i v e means ( A u s d r u c k s m i t t e l n ) . The r e l a t i o n s h i p 

w i t h t h e d e f e r e n t i a l Gregor subsequently c r e a t e d the p o s s i b i l i t y o f an opera 
14. Vom M u s i k a l i s c h e n Drama. Suddeutsche Monatshefte, Munchen, 1915, 

96 ( w r i t t e n January, 1908). 
15. Schoeck's remarks on the L i e d apply e q u a l l y t o opera. 'Das Gedicht i s t 

gleichsam d i e Puppe, an der s i c h das Metamorphose - Wunder v o l l z i e h t , 
und der dann der S c h m e t t e r l i n g , eben das L i e d , e n t s c h l u p f t ' . Othmar 
Schoeck im Gesprach ( e d . Werner Vogel) A t l a n t i s V e r l a g . Zunich, 1965, 
87. Cf. a l s o B r a u n f e l s ' remark: 'Gute Operntexte inussen, gelesen, 
L a n g w e i l i g oder wenigstens f r a g m e n t a r i s c h w i r k e n ' Anb. 1927, 28. 

16. E.g. Corr., 429-35 (1927) on Die M e i s t e r s i n g e r . U.v. L i e c h t e n s t e i n and 
Turgenev's Smoke. 

17. Musique e t drame Plament, P a r i s , 1949, 21-2. But c f . the n o t i o n of a 
bad well-composed l i b r e t t o , and i t s o p p o s i t e , and the view t h a t a t e x t 
i s an i n s e p a r a b l e p a r t o f a t o t a l work, and ought t o be judged 'nur i n 
stetem g e i s t i g e m Zusamraenhang des ganzen Werkes geschehen, n i e a l s 
g e t r e n n t e s v o r h i n e i n ' . Guide Glttck, Zur B e u r t e i l u n g des L i b r e t t o s . 
Anb., 1921, 202. 
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s p e c i f i c a l l y about the s u b j e c t by the sharpening i n o l d age o f Strauss's 

concern over l i b r e t t i s t i c shortcomings. The 'Kampf zwischen Wort und Ton' 

of C a p r i c c i o . the K o n v e r s a t i o n s s t i i c k m i t Musik, had f e a t u r e d e a r l i e r i n the 

bourgeois-comedy Intermezzo. t h a t work which, l i k e Ariadne b e f o r e i t , had 

r e p r e s e n t e d f o r Strauss a d e l i b e r a t e s t r i v i n g towards v e r b a l c l a r i t y and 

i n t e l l i g i b i l i t y . I t was an aspect o f opera i n c r e a s i n g l y s i g n i f i c a n t t o him, 

e s p e c i a l l y when he compared h i s own o r c h e s t r a l w r i t i n g d i s advantageously w i t h 
18 

Wagner's 'dark r e d c a r p e t ' o r remarked on how o r c h e s t r a l polyphony over-
19 

whelms the 'spoken' word on stage. This p r e o c c u p a t i o n l e d t o h i s choice 

of an 'everyday* s u b j e c t i n Intermezzo, whose r a i s o n d ' e t r e r e v o l v e d round 

the ' n o r m a l i t y ' o f the dramatic c o n t e n t , and the consequent i m p e r a t i v e need 

f o r l i n g u i s t i c t r a n sparency. Thus i n Intermezzo, the balance o f s i n g e r and 

o r c h e s t r a was thrown f i r m l y i n the d i r e c t i o n o f the v o i c e , through the 
20 

domination o f the l y r i c a l element by v a r i o u s k i n d s o f r e c i t a t i v e . By 
o f f e r i n g i n Intermezzo and C a p r i c c i o r e p r e s e n t a t i v e works o f h i s ' p o l e m i c a l 

21 

i r o n i c ' s i d e as a forum i n which t o debate the v e r y n a t u r e o f opera, Strauss 

e f f e c t i v e l y r e v e a l e d h i s views on o p e r a t i c t e x t s i n g e n e r a l . 

Paul Bekker's i n f l u e n t i a l views, s e t down d e f i n i t i v e l y i n Das 

Operntheater (1930) came c l o s e t o the p o s i t i o n h e l d by the composer o f 

Josephslegende and Intermezzo. Too many o p e r a t i c scores, he says, are 

nowadays s i m p l y w r i t t e n , r a t h e r t h a n sung, p l a y e d o r danced. 'Es s i n d 
M 22 O p e m p a r t i t u r e n , d i e n i c h t s von Theater, von der Buhne wissen ' I n a 

word, they are n o t f u l l y r e a l i s e d t h e a t r i c a l l y . For Bekker, the s i n g i n g 

v o i c e , r a t h e r than the person as such i s the p r o t a g o n i s t o f opera, and the 

genre's t h e a t r i c a l atmosphere d e r i v e s l e s s from drama than from the dance. 

18. Vorwort zu C a p r i c c i o (1942) i n W. Schuh (ed.) Betrachtungen und 
Erinnerungen. A t l a n t i s , Z u r i c h , 1949, 130. 

19. Vorwort zu Intermezzo (1924) I b i d . , 114-15. 
20. I b i d . , 118. 
21. The term i s H. Fahnrich's i n R i c h a r d Strauss uber das V e r h a l t n i r i v o n 

D i c h t u n g und Musik i n Mf, 14, 1961, 24. ' 
22. Das Operntheater. Quelle and Meyer, L e i p z i g , 1931, 8 1 . 
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I t follows t h a t the basis of the acti o n springs less from i n t e l l e c t u a l 

than from corporeal (rhythmic) impulses. I n other words 'jede Bewegung des 
23 

singenden Mensch i s t Ausfluss einer fiihrenden rhythmischenGewalt'. While 

the actor i s t i e d only to the t e x t , and i s free i n the matter of i n t e r p r e t a t i o n , 

the singer's r o l e i s much more prescribed, his range of choice f a r more 

l i m i t e d , being e s s e n t i a l l y that of 'die Empfindung des komponierenden 

Musikers anschaulich zu machen*. He i s , suggests Bekker, a 'Nachahmer' or 
2k 

mimic, of whom the o r i g i n a l i s the composer himself. 

For any German c r i t i c w r i t i n g a f t e r Wagner, speculation on the nature 

of opera had to d i s t i n g u i s h between the older form and music drama. Fran 

VVillms, w r i t i n g i n 1926, expressed the common view when he saw the music-

dramatist as seeking a vehicle f o r dramatic tension and f e e l i n g , while the 

opera composer's t e x t was p r i m a r i l y a basis f o r elaborate music-making, 

usu a l l y of a formalised k i n d . He drew his examples of the l a t t e r from the • 25 18th century ('wenn die Z e i t e i n inneres V e r W a l t n i s zur Ant ike .... hatt e ' ) 
and explained the r i s e of Romantic music-drama as a consequence of what he 

saw as the greater a f f i n i t y between and spoken drama i n the 19th century. 

The sharp d i s t i n c t i o n between the world of Baroque opera and l a t e r music-

drama i s a l l the more i n t e r e s t i n g because C a r d i l l a c (here analysed by Willms) 

i s an opera of i n s i s t e n t l y closed forms, which i s seen as a successful 

attempt to combine dramatic directness w i t h a r e t u r n to the Baroque t r a d i t i o n . 

We are once more faced w i t h the long-debated question of whether music 

generates, r e f l e c t s , p a r a l l e l s or hinders the dramatic flow. Willms answer 

contrasts the drama of opera w i t h the s t r i c t l y musical drama of a Beethoven 

Sonata movement and concludes: 

Die Oramatik der Oper dagegen erwachst s t e t s aus dem Spannungsverhaltnis 

zwischen den handelnden Personen: sie i s t ein psychologischer, kein 

musikalischer Faktor. Die Musik hat gewifs die Moglichkeit, mit dynamisehen 

23. I b i d . , 21. 
2k. I b i d . , 18. 
25. F&hrer zur Oper C a r d i l l a c , Scholt, Mainz, 1926, I . T e i l , 9. 
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und namentlich mit rhythmischen M i t t e l n e i n der dramatischen Steigerung 

p a r a l l e l e s Geschehen zu schaffen, i h r eigentliches Gebietjaber wird s t e t s 

die l y r i s c h e Episode sein, bei der die Handlung - ausserlich gesehen -

s t i l l s t e h t . Daneben sind i h r Peld n a t i i r l i c h a l l e jene Szenen, die der 

Musik als tonenden Hintergrundes bediirfen, wie Aufzuge, Pantomimen oder 
26 

Chorszenen. 

This was and i s , indeed, an important and widely-held view, but d i d not 

solve the technical problem of word-presentation. Poetry must be the 
27 

obedient daughter of music, i t was a u t h o r i t a t i v e l y claimed while attacks 

were made on the opera t e x t ' s d i l u t i o n of the 'noble' iambic pentameter to 

the p o i n t where i t became 'mere' prose or r e c i t a t i v e , thus concentrating 
28 

musical a t t e n t i o n on the orchestra. Furthermore, the question of the 

work's subject-matter came to occupy a c e n t r a l p o s i t i o n i n the controversy. 

As a c o r o l l a r y to t h i s , the question must be raised of opera's r e l a t i o n s 

w i t h contemporary l i t e r a t u r e and drama. How f a r did the one f e r t i l i s e the 

other? I n what ways did the w r i t i n g of opera t e x t s r e f l e c t the general 

l i t e r a r y h i s t o r y of the time? I I 

I n a period as r i c h and complex i n l i t e r a r y a c t i v i t y as was Germany 

between the 1890s and 1930, i t would be dangerous to oversimplify the cross

currents or to over-delineate the main l i t e r a r y movements. The period begins 

26. I b i d . , 11. But c f . the curious attack on music i n Das Schicksal der 
MuBik von der Antike zur Gegenwart by the Georgeans Wolff and Petersen 
(fir e s l a u , 1932). Music (nature) and poetry(mind) are contrasted, and 
music's proper f u n c t i o n i s seen s o l e l y i n r e l a t i o n to poetry or the 
v i s u a l a r t s . Beethoven had only a 'mechanische Model1' of the world; 
Wagner v i o l a t e d the 'Leibcharakter der Sprache,' f l o o d i n g the world 
w i t h l e t h a l 'musikalische Verfliessung'. I b i d . , 218. Discussed i n 
G. It. Urban: Kinesis and Stasis. Mouton, The Hague, 1962. 

27. Bekker BSM, 72. 
28. Max S t e i n i t z e r : Wie Steht es urn das heutige Opernschaffen? 

ADM, 1923 141. 
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w i t h naturalism (one of whose main prophets, Arno Holz, had contentiously 

declared a r t ' s perpetual tendency as a r e t u r n to nature) and i s dominated 

by the f i g u r e of Hauptmann. His earl y plays, Vor Sonnenaufgang (1889), 

Einsame Menschen (1891) and Die Weber (1893), a l l presented by the B e r l i n 

Freie Buhne were the representative works of t h e i r time. The cool poetic 

neo-classicism of the Stefan George c i r c l e and the Jugendstil 'Rauschkunst' 

of Dehmel and h i s minor contemporaries, overlap i n time w i t h the 'aesthetic-

hedonist' movement usually l a b e l l e d 'Impressionism'. This had many French 

roots and included f i g u r e s as d i f f e r e n t as Hofmannsthal, L i l i e n c r o n , R i l k e , 

Thomas Mann and even George himself. The years down to 1910 also saw the 

rapid posthumous r i s e of Nietzsche's r e p u t a t i o n and influence, and also the 

strong f o r e i g n influences of Dostoevsky and Strindberg. 1910 i s the widely 
29 

accepted date f o r the beginning of the movement known as Expressionism, 

which involved many of the younger w r i t e r s born from about 1880 onwards, 

including those who were p r i m a r i l y poets, l i k e T r a k l , Heym, Benn and Werfel 

and dramatists l i k e Sorge, Hasenclever, von Unruh, T o l l e r and Kaiser. Though 

many of the c h i e f features of Expressionist l i t e r a t u r e - i t s gesturing, i t s 

heroic utopianism, i t s r e l i g i o u s s t r i v i n g s and also i t s f a s c i n a t i o n w i t h 

technical and s y n t a c t i c a l experiment - were established before the war, i t 

was the experience of war which gave the movement i t s decisive impetus. Such 

was the traumatising e f f e c t of the war i n a l l aspects that the m i l i t a r i s t -

p a c i f i s t dichotomy i n t o which pattern Expressionism soon f e l l ceased to have 

much relevance a f t e r V e r s a i l l e s , and the movement had exhausted i t s e l f by 

1923 or 1924. Nevertheless, the war remained the c e n t r a l experience of 

European w r i t e r s f o r the remainder of the decade, a f a c t which conveniently 

n e u t r a l labels l i k e 'Dada' and 'Neue Sac h l i c h k e i t ' cannot conceal. This 

important subject w i l l be returned to l a t e r , but f i r s t i t i s necessary to 

o u t l i n e other aspects of opera's l i t e r a r y background at t h i s time which had 

nothing to do w i t h Expressionism. 
29. Kurt Pinthus dated Expressionism from Werfel's public reading of h i s 

poem An den Leser. i n 1910, the f i n a l poem i n h i s c o l l e c t i o n Per 
Weltfreund (1908-10), Kurt Wolff, 1911. 
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I f one theme can be said to connect Hauptmann's early plays and 

Wedekind's Friihlings Erwachen wi t h Kaiser's Gas I and Gas I I and Brecht's 

Trommeln i n der Nacht nearly three decades l a t e r , i t i s the question of 

s o c i a l concern, which p a r a l l e l e d i n time the r i s e of s o c i a l democracy i n 
30 

Germany. The l a t e r , revolutionary Proletarisches Theater of Piscator has 
31 

been contrasted w i t h the 'symptomatic or a l l e g o r i c ' q u a l i t i e s of e a r l i e r 

Naturalism. Recent commentary on German N a t u r a l i s t drama has stressed the 

indecision and p o l i t i c a l reservations of the B e r l i n N a t u r a l i s t s , notably 

Holz, but also Hauptmann himself, t h e i r fear and d i s l i k e of the c i t y , and 

t h e i r tendency to t u r n t h e i r plays i n t o Kunstlerdramen. the protagonists 
32 

being extraordinary i n d i v i d u a l s i n a problematic s o c i a l s i t u a t i o n . Thus 

hard on the heels of F l o r i a n Geyer. Hauptmann's 'Bauerndrama' came Die 

versunkene Glocke; e i n deutsches Marchendrama ( B e r l i n Deutsches Theater, 

2 December, 1896) which i n Georg Vollerthun's operatic version was to be one 

of the two most successful t r a n s l a t i o n s of a play i n t o the opera house during 

the decade before Salome. Before 1914, Hauptmann had w r i t t e n several plays 

apart from t h i s one which leaned markedly away from Naturalism and towards 

a dreamlike symbolism. The f i r s t of these, Hannele; ein Trauindichtung dates 

from 1894, another, Der arme Heinrich; e i n deutsche Sage from 1902 ( P f i t z n e r 

had used t h i s hallowed subject i n his f i r s t opera seven years e a r l i e r ) while 

i n 1906 he wrote Und Pippa tanzt: ein Glashuttenmarchen. As w i l l l a t e r be 

shown, t h i s has a c e r t a i n bearing on Schreker's Das Spielwerk und die 

Princessin. apart from being seriously considered as a t e x t both by Schoenberg, 

and l a t e r , a f t e r Wozzeck's completion, by Berg. Hannele ( l a t e r Hanneles 

Himmelfahrt) was adapted as a two act opera i n 1926-7 by Paul Graener, f o r 

whom his brother Georg wrote the t e x t . Ex 1 demonstrates Graener's post-

Wagnerian chromatic s t y l e i n t h i s work at the point where the Diakonissin 
30. Hauptmann's 'compassion' has been contrasted w i t h Brecht's 'reassembly' 

as a 'dramatic strategy'.. Cf. Leroy B. Shaw, The Playwright and 
H i s t o r i c a l Change. Wisconsin U.P., 1970. 

31. Lutz Becker i n The German P r o l e t a r i a n Theatre and E. Piscator. Deutsche 
Akadeinie der Kilnste Piscator E x h i b i t i o n Catalogue, 1920-66, 17. 

32. John Osborne: The N a t u r a l i s t Drama i n Germany. Manchester U.P., 
1972, esp. Ch. 4. 



50 

announces to the young Hannele t h a t her end i s imminent; the chord sequence 

d i s t a n t l y r e c a l l s Brunnhilde's sleep m o t i f from Die Walkure. Another, more 

recent play turned i n t o an opera by Graener i n 1920 was the 'Scherzspiel• 

S c h i r i n und Gertraude of 1913 by Ernst Hardt (1876-1947)? 3 This treated i n 

a l i g h t h e a r t e d way the Graf von Gleichen theme of the t r i a n g u l a r marriage, 

used i n a more t r a g i c context by Hauptmann i n Johannes Vockerat's menage i n 

Einsame Menschen and by Wassermann i n the composer Daniel Noth a f f t ' s 

household i n the novel Das Gansemannchen. 

Graener was p r i m a r i l y a l y r i c i s t , and was, l i k e Strauss, a p r o l i f i c 

song composer. His operatic career closely p a r a l l e l s i n time th a t of his 

older contemporary, though at no time, of course, d i d he remotely approach 

Strauss's worldly success. While i t was Strauss's great good fortune to f i n d 

i n Hofmannsthal a congenial l i b r e t t i s t who was a major l i t e r a r y f i g u r e i n 

his own r i g h t , Graener's r e l a t i o n s h i p w i t h his school-inspector f r i e n d Otto 

Anthes (1867-1954) provides another, i f less spectacular instance of a long 

and close composer-author c o l l a b o r a t i o n . I t endured from t h e i r c h i e f success 
34 

Don Juans l e t z t e s Abenteuer (1914) down to Graener's l a s t opera, the short 

Schwanhild of 1941. Also brought up w i t h i n the s t y l i s t i c o r b i t of Wagner, 

L i s z t and Brahms was Eugen d'Albert, whose t h e a t r i c a l s t y l e was less ponderous, 

more f l e e t - o f - f o o t than Graener's. From 1893 to his death i n 1932 he produced 

21 operas, of which Tiefland (1903) was the only German opera before 1933 -

other than Kienzl's Per Evangelimann - to r i v a l Per Rosenkavalier i n p o p u l a r i t y 
3 5 

Apart from the occasional r e v i v a l of Ti e f l a n d . none of d'Albert's operas 

o u t l i v e d t h e i r own time, and h i s c h i e f o b i t u a r i s t i n 1932 found i t easier to 

admire his prodigious pianism than the q u a l i t y of h i s operatic output. 

Nevertheless, d'Albert has a special .significance here, since h i s career 

enables one to observe the i n t e r a c t i o n of a leading stage composer w i t h those 
33. Hardt's play Gudrun (1911) ins p i r e d the t e x t of Klenau's f i r s t f u l l -

length opera Kjartan und Gudrun (1918). 
34. Cf. Skraup, loc. c i t . 196. 
35. I t remained i n the B e r l i n Staatsoper r e p e r t o i r e u n t i l 1952. 
36. Karl H o l l : d'Albert gestorben Auft.. 1932, 80-83. 
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f i g u r e s on the f r i n g e of the l i t e r a r y world who f o r the most part provided 

l i b r e t t i on request. Few were r e a l l y s i g n i f i c a n t authors i n t h e i r own r i g h t , 

and though i t would be easy to dismiss them as hack w r i t e r s , they were 

i n v a r i a b l y w i d e l y - t r a v e l l e d men w i t h extensive l i t e r a r y i n t e r e s t s . A composer 

l i k e d'Albert, possessed of enormous f a c i l i t y , but a r t i s t i c a l l y unambitious, 

and temperamentally u n s e l f c r i t i c a l and u n r e f l e c t i v e (one i s reminded a l i t t l e 

of Saint-Saens) found i t an easy matter to move from one t e x t - w r i t e r to 

another. These men were sometimes professional j o u r n a l i s t s , l i k e the 

Budapest-born Rudolf Lothar (1865- a f t e r 1933) who wrote f i v e t e x t s f o r 

d'Albert between 1903 and 1912, including that of Ti e f l a n d , based on the 

drama Terra baixa by the Catalonian poet Angel Guimera. Lothar also wrote 

f i c t i o n and a large number of stage comedies (Lustspiele) from Frauenlob 
37 

(1895) to Der Papagei (1931) two years before h i s enforced emigration. 

Another j o u r n a l i s t was the A l s a t i a n Ferdinand Lion (1883 - ? ) who a f t e r 

1933 worked w i t h Thomas Mann i n Zurich on the p e r i o d i c a l Mass und Wert. Best 

known as the l i b r e t t i s t of Hindemith's C a r d i l l a c (1926, a f t e r Hoffmann's 

Die Fraulein von Scuderi) Lion also wrote the t e x t of d*Albert's Der Golem, 

produced at Frankfurt i n the same year as C a r d i l l a c . and based on a token 

well-known novel dating from 1916 by Gustav Meyrink. A t h i r d j o u r n a l i s t who 

worked w i t h d'Albert was the Czech Richard Batka (1868-1922), music c r i t i c 

of the Wiener Fremdenblatt. who used Heinrich L i l i e n f e i n ' s play Der S t i e r von 

01ivera as mater i a l f o r an opera set i n the Peninsular war, w i t h a h i g h l y 

coloured Franco-Spanish background, produced a t Leipzig i n 1918. 

The several l i b r e t t i s t s of the period associated w i t h the B e r l i n 

U b e r b r e t t l (cabaret) are a l i t t l e b e t t e r known. One, Ernst von Wolzogen 

(1855-1934) wrote Feuersnot f o r Strauss, and i n 1909 published i t independently 

as 'Ein Singgedicht'. Another, the O r i e n t a l i s t Otto J u l i u s Bierbaum (1865-1910) 
37. Lothar also wrote an early study of Ibsen (1902), and a survey of 

contemporary German drama (1905). He provided the t e x t s of Baron 
Franckenstein's opera Li-Tai-Pe (1921) (see Ch. 6) and Graener's 
Friedemann Bach (1931). Financial considerations prevented Lothar from 
Providing ( a t d'Albert's i n s t i g a t i o n ) a t e x t f o r the young Schreker i n 
1902-3. Paul Stefan, Anb., 1920, 10. 

38. Unconnected w i t h the Wagnerian d i s c i p l e Hans v. Wolzogen (1848-1938), 
t r a n s l a t o r of Greek tragedy and l i b r e t t i s t of d'Albert's e a r l i e s t success 
Flauto Solo. 
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was d i r e c t o r of the Freie Buhne and co-founder of the Jugendstil a r t 

p e r i o d i c a l Pan. Bierbaum had offered Strauss t e x t s (Lobetanz and Gugeline) 

which were rejected and subsequently set by another Munich composer, Ludwig 

T h u i l l e . Much of Bierbaum's other l i t e r a r y work, r e f l e c t i n g Bohemian l i t e r a r y 

l i f e i n turn-of-the-century B e r l i n , had been influenced by fjcrysmans and 
it 

e s p e c i a l l y by Wilde. The Uberbrettl's h i s t o r i a n was Hans Heinz Ewers (1871-

19^3) who wrote Das Cabaret i n 1905 i n the middle of a l i t e r a r y career devoted 

to the e x p l o i t a t i o n of phantasmagoric sensationalism under the influence of 

Hoffmann and Poe. Before his best known work, Vampir; ein v e r w i l d e r t e r Roman 
i n Fetzen und Farben appeared i n 1921, Ewers collaborated w i t h another 
it 3 0 

UberbrettI performer, Leo Feld (1869-192*1 on the t e x t of d'Albert's opera 

Die toten Augen. a Puccini-esque work which was a wartime succes diestime 

f o r the composer. I t may be (though t h i s i s u n l i k e l y ) that Ewers and Feld 

knew of Haletfy's opera-comique L'Eclair and Tchaikovsky's I o l a n t a , both of 

which use blindness as a vehic l e f o r dramatic e f f e c t . Die toten Augen can 

also be r e l a t e d to the German taste f o r b i b l i c a l drama - Stefan Zwelg's 

Jeremias (1917) and Beer-Hofmann's Jakobs Trauin (1918) are closely 

contemporary w i t h the work - t o which genre d'Albert had contributed i n h i s 
40 

one-act Kain (1899-1900) . Alone among d'Albert's operas, the human drama 

of Die Toten Augen. set i n Jerusalem i n the l i f e t i m e of C h r i s t , has a double 

aspect connecting i t w i t h a c l a s s i c a l myth. The b e a u t i f u l Greek woman, 

Myrtocle, who i s b l i n d , i s married to the Roman legate Arcesius who, unknown 

to her, i s ugly and misshapen. They are e x p l i c i t l y l i n k e d w i t h the story of 

Amor and Psyche, t o l d by Arcesius to Myrtocle when he f i r s t met her on the 

shore at Corinth. 

Of a l l d'Albert's l i t e r a r y f r i e n d s h i p s , however, the strongest was that 

w i t h Karl Michael Freiherr von Levetzow (1871-1945) l i k e himself a wanderer 

of mixed (Mecklenburg-Bohemian) parentage, and also clo s e l y associated w i t h 

Wolzogen and the UberbrettI c i r c l e . 'Hatte i c h n i c h t Hofmannsthal gefunden' 
39. Brother of Lehar's V i c t o r H i r s c h f e l d (1858-1940) 
40. Text by Heimich Buithaupt, poet of Bruch's Achilleus and Leonides. 
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y 1 1 

Strauss i s reported to have said, 'so hatte i c h gerne mit Levetzow gearbeitet.' 

Hans Gal, who at the age of 29 met Levetzow i n 1920 and l a t e r collaborated 

w i t h him on two operas of his own (see Ch. 6) looks back on him w i t h 

a f f e c t i o n and admiration: 

'Levetzow was a genuine bohemien. unable to adapt himself to any 

regular kind of occupation or vocation, but the most gentle, noble and 

humane character one could imagine, w i t h the most comprehensive c l a s s i c a l 

education and the widest possible background of knowledge and information. 
What I admired i n him was his u n l i m i t e d , though often uncontrolled, inventive 

* 42 
imagination. 

Curiously, Levetzow i s now remembered i n connection w i t h Schoenberg's Op. 1 

songs of 1898, s e t t i n g s of his poems Dank and Abschied. Yet his dramatic output 

was considerable, ranging from his t r a g i c pantomime P i e r r o t s Leben. Leiden 

und Himmelfahrt (1902) to his f i n a l work, the Laienlegende e n t i t l e d Rembrandt 

unter den Blinden. the manuscript of which the old man handed to the Sudeten 
scholar F r i t z Fetzmann f o r (sadly u n f u l f i l l e d ) production a t the Wiener 

43 
Burgtheater. His biggest triumph as a l i b r e t t i s t was i n 1936 w i t h Enoch 

Arden, w r i t t e n f o r Gerster. E a r l i e r , however, he had w r i t t e n three t e x t s 

f o r d'Albert, i n c l u d i n g Scirocco (1919) c h a r a c t e r i s t i c a l l y set i n the 

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

1928. Set i n New York t h i s work attempts to p r o f i t from the fashionable jazz 

idiom of the period, perhaps emulating Jonny s p i e l t auf; the four protagonists 

were strangely cast as two sopranos and two tenors. 

d'Albert's approach to opera, despite the Apuleivs m o t i f i n Die Toten 

Augen, was at the f u r t h e s t pole from the mythic among German composers of the 
41. W. Waldstein, Hans Gal. L a f i t e , Wien, 1965, 40. 

Hofmannsthal also had confidence i n Levetzow. CI'. Corr., 197-8 
(2.6.14) 

42. L e t t e r to the w r i t e r , 9 August, 1972. 
43. 'Ein Gesamtkunstwerk aus Wort, Ton und L i c h t , das von innen heraus 

leuchtet wie die B i l d e r Rembrandts. F. Felamann. K. M. v. Levetzow: 
Leben und Werk. J&hrbuch des Wiener Goethe-Vereins, 60. Bd., 1966, 
161. 
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period. For him 'alles war d i e s z e i t i g ' as h i s f i n a l work Mister Wu 
45 

proves. His ec l e c t i c i s m led t o a s i t u a t i o n i n which 'die dramatik wird 
zum leeren Pathos, die wahre Empfindung s i n k t zur f a s t operettenhafte Geste 

46 

ab'. Such a passage as Ex. 2, near the close of Die toten Augen. a r r e s t i n g 

though i t i s , owes everything to the I t a l i a n a t e manner which was d'Albert's 

operatic s t a r t i n g p o i n t . Equally, a passage such as Ex. 3 i s an immediately 

memorable idea, i t s C major solemnity, l i k e an echo of Sachs i n Die 

Meistersinger. creating an analogous mood as the Prague rabbi returns the 

dangerous robot Golem ( w i t h whom his daughter Lena had developed an under

standing) to i t s o r i g i n a l inanimate c o n d i t i o n . The symbolic occultism of 

t h i s work, however, could not ensure i t s s u r v i v a l , any more than could d'Albert's 

a t t r a c t i v e but d e r i v a t i v e music. Five days before Per Golem was staged i n 

Frankfurt, F r i t z Busch had brought C a r d i l l a c . Hinderaith's f i r s t f u l l - l e n g t h 

opera, to production at Presden. I n March, another product of the postwar 

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

Cologne - the work of a composer d i a m e t r i c a l l y d i f f e r e n t i n kind from d'Albert. 

S u b t i t l e d *ein k u l t i s c h e s Tanzdrama', t h i s work was based on a t e x t of 

1913 by Eduard Stucken (1865-1936). I t was less an opera than a staged r i t u a l 

leading through a series of choruses and dances to the death of the captured 

Mexican prince Cavek Quiche at h i s enemies' hands. Stucken, an exact 

contemporary of the o r i e n t a l i s t Bierbaum, had a pronounced taste f o r the 

occ u l t , as shown i n h i s four volumes of Astralmythen (1896-1910) and also 

shared the background of i n t e r n a t i o n a l t r a v e l i n the l i v e s of Lothar, 

Levetzow and Ewers. By the time he produced h i s best-known work, Pie Weissen 

Gotter (based on Prescott's h i s t o r y of the Spanish conquest of Mexico) i n 1918, 
44. W i l l i b a l d Gotze: Studien zur Formbildung der Oper. M. Bronner, Frankfurt, 

1935, 23. Gotze quotes Verdi's l e t t e r to Antonio Somma i n h i s search f o r 
opera te x t s 'mit w i r k l i c h schOnen und le i d e n . Schaftlichen Situationen -
vor allem l e i d e n s c h a f t l i c h ' as having special a p p l i c a t i o n to d'Albert. 
This i s s t i l l t r u e despite the h i s t o r i c a l windowdressing of such works as 
Revolutionshochzeit and Mareike von Nymwegen. 

45. Lev£tzow, using the pseudonym M. Karlev, prepared a t e x t from Vernon and 
Owen's play. Leo Blech completed the score. 

46. Helmut Wirth, MGG, I , 294-5. See also App. A. A d e t a i l e d , adulatory 
biography by Wilhelm Raupp appeared i n 1920. See B i b l i o g . (V). 
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Stucken had already w r i t t e n a number of crypto-Tennysonian plays on h i g h l y -

coloured themes from medieval romance, c o l l e c t i v e l y c a l l e d Der Gral. His 

i n t e r e s t i n l i t e r a t u r e of t h i s type had led him to t r a n s l a t e the Abbe 
47 

Brasseur's French t e x t of 1862, duly published by Hofmannsthal. The 
p r i m i t i v e , pre-Aeschylean q u a l i t y of the a c t i o n i s , the composer admitted, 

48 
what drew him to t h i s drama, rather than the Mexican colour as such. 

Though t h i s was retained (as i n Aravantinos' designs f o r the Magdeburg 

production) i t was the combination of statuesque r i t u a l and i n t e g r a l 

choreography which made t h i s a work of i t s time. Die Opferung can thus be 

re l a t e d both to the Handel r e v i v a l ( l e d by the producers Harms Niedecke 

Gebhard and Oskar Hagen at Gottingen and Munster) and to the increased 

postwar stress on b a l l e t , the 'Ausdrucks-Tanz', 'Tanzgruppe' and 'Bewegungschor 
49 

of Rudolf von Laban and h i s d i s c i p l e Mary Wigman. Ex. 4, i n which the 

Chief of the Elders addresses the Prince, and Ex. 5, from the Chorus of 

wa r r i o r s ' theme, i l l u s t r a t e t h i s sombre, h i e r a t i c q u a l i t y which was to 

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

Rex a year l a t e r . 

I l l 

1926 thus represents the decade's watershed. Apart from Die Opferung 

and C a r d i l l a c . the year saw the composition of three one-act operas by Krenek, 

and the f i r s t appearance of a stage work by W e i l l - h i s s e t t i n g of Der 

Protagonist, a play by Georg Kaiser w i t h a s u b s t a n t i a l r o l e f o r musicians, 

f i r s t performed a t Breslau i n 1922. They mark the beginning of what has been 

47. Neue Deutsche Beitrage. 1924. 
48. Aub., 1926, 8-13. But Der Feuerreiter (2 Jg., Heft 1, (1922) 19-25) 

c a r r i e d George Z i v i e r ' s t r a n s l a t i o n of the same Brasseur t e x t had 
appeared, w i t h the Mexican t i t l e Xahoh-Tun retained. Z i v i e r described 
the work as a 'dramatische Tanzgestaltung'. 

49. Incorporated i n t o some u n l i k e l y works, e.g. Kaminski's Jurg Jenatsch. 
q. v. Ch. 5. 
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termed the era of Piskussionstheater and the Maschine-Mensch. 

Q u a n t i t a t i v e l y , 1927-9 represents the peak of postwar opera production i n 

Germany - there were 60 premieres i n 1927-8 and 43 i n 1928-9, f a l l i n g to 

30 i n 1929-30 and 24 i n 1930-31, 5 1 - but the d e t e r i o r a t i n g p o l i t i c a l and 

economic atmosphere was r e f l e c t e d i n the tone of pessimism which was 
52 

increasingly noticeable i n many new works. Technically, t h i s sudden 

explosion ( o f new productions as w e l l as new works) i s closely r e l a t e d to 

the astonishing wealth of production and design t a l e n t , about which something 

should be said here. Max Reinhardt's great era (he had succeeded Otto Brahm 

as Direc t o r of the B e r l i n Deutsches Theater from 1905) was e s s e n t i a l l y 

that of the pre-war years, but the power of his p e r s o n a l i t y and the immense 

range of his t a l e n t s as a man of the theatre , survived the influence of 
53 

post-1918 period. Reinhardt's genius as an i n s p i r e r of actors, as a 

d i r e c t o r of ensembles and creator of spectacular e f f e c t s (most famously 

i n Oedipus Rex, the Oresteia. Vollmoeller's Das Mirake1 and Hofmannsthal's 

Jedermann) together w i t h h i s f e e l i n g f o r music i n the theatre, made him 

the most charismatic t h e a t r i c a l f i g u r e of his time. He remained i n B e r l i n 

u n t i l 1933, despite disappointed hopes of r e t u r n i n g to Vienna i n 1922 as 

Directo r of the Burgtheater and of becoming President of the Salzburger 
55 

Pestspielgemeinde. 

A f t e r the war, the f i r s t new influence was tha t of the Swiss t h e o r i s t 

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

had proclaimed: 
50. K. H. Worner: Musik der Gegenwart. Schott, 1949, 237. 
5 1 . A l f r e d E i n s t e i n : German Opera. Past and Present. MM, 1934, 67. 
52. Panofsky, op. c i t . , 104 f . 
53. J u l i u s Bab: Das Theater der Gegenwart. J. J. Weber, Leipzig, 1932, 

127-8. Single-handed, he transplanted to B e r l i n the 'sensual' Viennese 
theatre w i t h i t s 'Freude an der verwandelten Gestalt', i t s 'bunte 
M a n n i g f a l t i g k e i t der Szene', i t s 'Gewirr hundertfacher Klange'. 

54. I b i d . , 136. 
55. Corr., 348-9 (20 .3 .22) and 357 ( 1 2 . 9 . 2 2 ) . Also HvH Aufzeichuneen. 

325-49 (New York a r t i c l e s of 1924). He was f o r Hofmannsthal the 
'vollkommene Visionar der Buhne'. ( i b i d . , 349) . 
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'Music and music alone can coordinate a l l the elements of 

scenic presentation i n t o a completely harmonious whole i n a way 

which i s u t t e r l y beyond the capacity of our unaided i m a g i n a t i o n ' . ^ 

Appia's ideas on the dramatic use of l i g h t and shadow ( t o which the 

i n f l u e n t i a l Gordon Craig was deeply indebted) were, however, his c o n t r i b u t i o n 

to the development of production techniques a f t e r 1918, and were c a r r i e d out 

by him i n the famous productions of T r i s t a n at Milan (1923) and Walkiire at 

Basle (1924), much t o Cosima Wagner's i n d i g n a t i o n . Many of the ideas of 

Meyerhold and Tairov also d i r e c t l y affected the German theatre, and could be 

seen i n such celebrated productions as Leopold Jessner's 'Hamlet im Frack' 

( w i t h a pipesmoking Hamlet i n p l a s t i c coat and seaman's helmet) and Erich 

Ziegel's modern-dress version of Die Rauber i n Hamburg. Arthur Maria Rabenalt 

who w i t h the designer Wilhelm Reinking mounted 54 opera productions i n 

Wiirzburg, Darmstadt, Mannheim and B e r l i n between 1926 and 1933 went so f a r 

as to say 

Der Dienst an der Kunst beginnt damit, i h r e a k t u e l l e G u l t i g k e i t 

dem Gegenwartsmenschen nachzuweisen, s t a t t sie unter s o r g f a l t i g e r 

Rucksichtnahme auf i h r e zeitverwurgelten Bedingrnisse zu p f l e g e n . ^ 

I t was Reinking who designed the set of Hindemith's Zeitoper Neues vom Tage 

and a t Darmstadt i n 1930 treated i n s i m i l a r fashion such hallowed works as 

Der Freischiitz and Lortzing's Der Wildschutz. I n 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 i n t h e i r u n t r a d i t i o n a l 

versions of Lohengrin and Der fliegende Hollander while Rabenalt and Reinking 

were producing Lucia d i Lammermoor w i t h s i l e n t - f i l m s u b t i t l e s . This technique, 

f i r s t used i n 1924 i n the Munich production of Brecht's new play Edward I I 

l a t e r played an important p a r t , not only i n the Brecht-Weill stage works, but 

i n the i n f l u e n t i a l Claudel-Milhaud Christophe-Colomb. The professional 

56. t r . Lee Simonson i n The Theory of the Modern Stage, ed. Er i c Bentley, 
Penguin, 1968, 29. ( o r i g . i n The Stage i s Set. Harcourt. Brace, 1932.) 

57. qu. Panofsky, op. c i t . , 127. 
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designers, l i k e A l f r e d R o l l e r , Emil Pirchan, Panis Aravantinos, Theo Otto, 

Oskar Strnad, the experimentalist Oskar Schlemmer and, l a t e r , Caspar Neher, 

w i t h such producers as Otto Erhardt, Ewald Duhlberg, Gustav Grundgens, Hein 

Heckroth and Franz Ludwig Horth, were j o i n e d by Walter Gropius and Laszlo 

Moholy-Nagy from the Bauhaus. Gropius' Patent Theatre of •Grosse Raummaschine* 

dispensed w i t h the proscenium c u r t a i n , placing the spectator i n the midst of 

the a c t i o n . Moholy-Nagy designed the Krolloper's Madania B u t t e r f l y and 

Hoffmanns Erzahlungen i n 1929, using i n the former an elaborate play of l i g h t 

and shadow and i n the l a t t e r a s t e e l s t r u c t u r e , s u r r e a l i s t f i g u r e s and f i l m -

c l i p s . 

Against t h i s background of intense experiment, innovation and passionate 

t h e a t r i c a l involvement, i t i s easier to approach the r e l a t i o n s h i p between 

opera and the rather e a r l i e r Expressionist movement i n the theatre. A case 

can be made f o r regarding the collaborations of Brecht and W e i l l (and, indeed, 

a work such as Brecht and E i s l e r ' s Die Massnahine^as l e g i t i m a t e extensions of 

the Expressionist movement proper, i n that they continue the themes of 

grotesquerie and doomladen despair to be found i n the spoken dramas down 

to around 1922. By the same token, one can r e l a t e the pre-Expressionist 

Salome and Elek t r a to Berg's Wozzeck and Lulu, generally regarded as the 

chie f Expressionist c o n t r i b u t i o n s to opera, as elaborate studies i n extreme 

pathological states, e s p e c i a l l y those associated w i t h morbid s e x u a l i t y and 

hy s t e r i a . By these arguments, the s o c i a l iconoclasm of Wedekind may be 

a l l i e d t o the more e x p l i c i t l y r e v o l u t i o n a r y iconoclasm of his d i s c i p l e and 
58 

admirer Brecht: the l u r i d l y melodramatic world of Lulu may not be f a r , 

from the sordid underworld of poverty, i n t r i g u e and violence i n the 

Dreigroschenoper and Mahagonny. 

Yet, by 1926, a l l the signs indicated t h a t the so-called 'movement' was 

over, and that despite the i n e v i t a b l e echoes, the ' l d e a l i s i e r u n g des Menschen' 

at the heart of the e s s e n t i a l l y y o u t h f u l Expressionist theory had been 
58. Wassermann's Karen Engelschall i n C h r i s t i a n Wahnschaffe i s a 'degraded* 

p r o s t i t u t e of another type. 
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59 overtaken by events. Wozzeck. f i r s t performed i n December 1925, was a 
s t y l i s t i c descendant of Erwartung and Die g l u c k l i c h e Hand, f i r s t performed 
as l a t e as 1924, but dating from before the war. None of the works i n 
between made a comparable impact. I n t h i s sense, despite the impressive 
c r o s s - f e r t i l i s a t i o n between the a r t s at t h i s period (such as Schoeriberg's 
p r a c t i c a l l i n k s w i t h the Blaue Reiter painters and Kokoschka's dual r o l e as 
a r t i s t and playwright) the d i r e c t e f f e c t of spoken drama on opera between 
1910 and 1924 was a tenuous, even a marginal one. Iwan Goll's insistence on 
the f i g h t f o r 'Licht, Wahrheit, Idee, Liebe, Gilte, G e i s t 1 , 6 0 Kasimir 
Edschmid's dec l a r a t i o n that 'ein neues W e l t b i l d musste geschaffen werden 1 I n 
which * a l l e s bekommt Beziehung zur Ewigkeit'^^ along w i t h numerous other 
U t o p i a n formulations of the war period, must undoubtedly have met w i t h the 
approval of Schoenberg and Berg. Yet i t i s d i f f i c u l t to see how Expressionist 
drama's austere s t r u c t u r e and pared|down, declamatory language, i t s v i s i o n a r y 
mood and propagandist i n t e n t , could have, on i t s own terms, found t r u l y 
f r u i t f u l c o r r e l a t i v e s i n music theatre. At the movement's height, Max Deri, 
comparing the various a r t i s t i c treatments of n a t u r a l objects, observed: 

Der Expressionismus e r r e i c h t jene I n t e n s i t a t und 

Spaunung der Gefuhle, jenes sturmhaft Ausbrechende und b l u t i g 

Bewegte, das zur Erganzung jener klassischen Ruhe von Zeitspanne 

zu Zeitspanne immer wieder notwendig, immer wieder so ersehnt w i r d . 

Er erhoht die Spannungen der Gefuhle, sprengt a l l e Fesselungen an 

Natunnoglich.es, b r i c h t a l l e Damme k l a s s i f c i s t i s c h e r Gebundenheit, 

f u h r t die Gewalt des Gefuhls i n der Expression zu f a s t schrankenloser 

/der Ekst a t i k . 

This 'heightening of the tension i n states of f e e l i n g ' i s the c h i e f 

59. E.g. H. Strobel: 'Neue Sachli c h k e i t ' i n der Musik. Anb., 1926, 254-6 
60. 1917: qu. i n Horst Denkler: Das Drama der Expressionismus i n W. Rothe, 

Expressionismus als L i t e r a t u r . C. Francke, Bern 1969, 128. 
ii 

61. Uber den dichterischen Expressionismus (Herbert 1917) i n Fruhe Manifeste. 
Wegner, Hamburg, 1957, 32-3. 

62. Naturalismus, Idealismus, Expressionismus i n D e r i , ed. EinfUhrung i n 
die Kunst der Gegenwart.. E. A. Seemann, Leipzi g , 1919, 65. 

http://Natunnoglich.es
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common c h a r a c t e r i s t i c of a l l Expressionist plays: i t i s also the common 

c h a r a c t e r i s t i c of Die gluckliche Hand (1909-12) and Wozzeck (1914-22). 

The difference between these two l i e s , of course^less i n t h e i r musical s t y l e 

than i n t h e i r dramatic range. Schoenberg's one-act 'Drama mit Musik' i s a 

subjective dream, i n which a r t i s t (Der Mann, or authentic conscience) 
61 

woman (e r o t i c i s m ) and other man (Der Herr, f a l s e conscience) are enjoined 

i n a struggle f o r s e l f - r e a l i s a t i o n . The a r t i s t ' s e t h i c a l s u p e r i o r i t y and 

longing f o r beauty, the woman's weakness i n r e t u r n i n g to the other man 

amount less t o drama than to continuous nightmare, which the r o l e of the 

chorus and the elaborate p a t t e r n of changing colours prescribed by Schoenberg 

serves only to r e i n f o r c e . As i n Wozzeck the emphasis i s on inner power and 

outward loss. The Chorus addresses the a r t i s t : 

Iinmer wieder Hangst du deine Sehnsucht 

An Unerfullbare 

immer wieder uberlasst du dich 

den Lokkungen deiner Sinne 

die das W e i t a l l d u r c h s t r e i f e n , 

die u n t e r i r d i s c h sind, 

aber irdisches Gluck ersehnen. 

- words which might almost have been addressed to the s o l d i e r Wozzeck, 

equally surrounded by harshness and i n d i f f e r e n c e , i n sexual t h r a l l to a 

treacherous woman and powerless to prevent eventual disaster. Berg's opera, 

however, not only uses a l i t e r a r y masterpiece as i t s foundation (Buchner's 

play was f i r s t performed i n Munich i n 1913) but gains i t s e f f e c t h i s t o r i c a l l y 

through the Great War, experience of which was i n e v i t a b l y ( i f r a t h e r 

f o r t u i t o u s l y ) r e l a t e d to i t . Despite the element of post hoc ergo propter hoc. 

there i s i n Wozzeck. therefore, a s o c i a l context, as w e l l as an immediacy of 

impact, which Expressionist drama, trumpeting the v i r t u e s of the 'aktivegr 
64 

Geist' strove, u s u a l l y w i t h l i m i t e d success, t o achieve. 
63. These us e f u l terms are those of Leibowitz. Op. c i t . , 401. 
64. Max Martersteig: Das .1 tings te Deutschland i n L i t e r a t u r und Kunst i n 

Deri, ed., op. c i t . , 2-25, esp. 17 and 19. 
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One of the most Important means through which Expressionist playwrights 

chose to formulate t h e i r apocalyptic message had from the beginning been 

tha t of c l a s s i c a l mythology and h i s t o r y . 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 s e l f - s a c r i f i c e 

and the 'duty to l i v e ' . ^ Less d i r e c t l y r e l a t e d to the war experience i s 

Kaiser's Der ge r e t t e t e Alkibiades. w r i t t e n over a period of ten years (1910-

20). i n i t , the c r i p p l e d Sokrates and the young w a r r i o r Alkibiades, whose 

l i f e Sokrates saves by s e l f - s a c r i f i c e , represent the p r i n c i p l e s of thought 
66 

and physical a c t i o n . I n almost a l l dramas of the period, i n c l u d i n g even 

Sorge's Der B e t t l e r . w r i t t e n i n 1912 and performed i n B e r l i n i n 1917, the 

background of the war proved t o be of c r i t i c a l s i g n i f i c a n c e . I t i n t e n s i f i e d 

the impulse towards searching s e l f - q u e s t i o n i n g , the reduction of characters 

to abstract generalised types, or even s p i r i t s , on a stage as bare as 

possible, w i t h the maximum use of l i g h t i n g - e f f e c t s , the crea t i o n of a mood 

of mounting ecstasy and a preoccupation w i t h the idea of i n d i v i d u a l and 

soc i a l regeneration. Kornfeld's Himmel und Holle (1919) and Barlach's Der 

arme Vetter (1918) each stress the horror of the ' r e a l ' world of s u f f e r i n g , 

madness and death, and the need f o r s p i r i t u a l ' p u r i f i c a t i o n ' , while Unruh's 

Ein Geschlecht (1917) and To l l e r ' s Die Wandlung (1917) demonstrate the 

optimism of new l i f e and r e b i r t h from the gloom and despair of war, one 

through a shattered f a m i l y , the other through a s o l d i e r turned p a c i f i s t 

s o c i a l r e v o l u t i o n a r y . 

I n the Epilogue to his 1913 play Die Verfiihrung. Kornfeld had urged 

his p o t e n t i a l actor to 's t r e t c h his arms out wide and w i t h a sense of soaring 

speak as he has never spoken i n l i f e ' and i n s t r i v i n g to achieve oneness to 
65. Cf. also Clara Viebig's 1917 novel Die TOchter der Hekuba. Getrud 

Fauth's play Agamemnon (1920) and the s l i g h t l y e a r l i e r plays of Sorge 
(Odysseus. Prometheus) and Rudolf Pannwitz (Dionysische Tragodien). 

66. Neher turned Die Burger von Calais (1913), Kaiser's other play on the 
theme of s e l f - s a c r i f i c e , i n t o an opera t e x t i n 1938. 

67. Notably i n Craig's 1908-10 Strindberg productions. 
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'be nothing but a representative of thought, f e e l i n g or f a t e ' . He 

concludes 

'The melody of a great gesture says more than the highest 

consummation of what i s c a l l e d naturalness. Let him t h i n k of the 

opera, i n which the dying singer s t i l l gives f o r t h a high C and w i t h 

the sweetness of his melody t e l l s more about death than i f he were 

to crawl and writhe ' ^ 

This invocation of Komfeld was made when Kudi Stefan, then aged 25, was 

working on the music of Die ersten Menschen. h i s two-act opera on Otto 
69 

Borngraber's 1908 t e x t . Stefan was k i l l e d i n G a l i c i a i n 1915, while 

Borngraber, born i n 1874 and Drainaturg of the B e r l i n Neues Theater, died i n 

1916. Borngraber was deeply a f f e c t e d by the post-Darwinian 'monistic* 

theories of the Jena zoologist Haeckel; among his other plays (mostly 

s u b t i t l e d Trauerspiel) i s G o t t f r e i e s Menschentum of 1909. Yet the 'erotisches 

Mysterium' Die ersten Menschen. w i t h i t s t i g h t , gesturing t e x t and combination 

of warm l y r i c i s m and post-Elektra nightmare i n the music i s the only opera 

of the war period which can be associated d i r e c t l y w i t h l i t e r a r y Expressionism. 

The 'father and son' theme exercised many w r i t e r s of the period. Ilasenclever's 

best-known play Per Sohn deals w i t h the subject, but was preceded by 

Gunsbourg's one-act play Le v i e i l Aigle of 1909 ( a f t e r Gorki), one of Stefan's 

e a r l i e r sketches, and Rene Schickele's novel Per Fremde. i n which the incest 

motif used by Borngraber (one which also preoccupied the poet Trak-1) i s the 

main theme. P a t r i c i d e and incest l a t e r f i g u r e d i n Arnold van Bronnen's 

sensational novel Vatermord of 1920, the year i n which Die ersten Menschen 
70 

was f i r s t performed. More s p e c i f i c a l l y , the Cain and Abel story had been 
71 

used by d'Albert i n 1899 and by F e l i x Weingartner i n an opera of 1914, 
68. Tr. Joseph Bernstein. I n Sokel, W., ed. An Anthology of German 

Expressionist Drama. Doubleday, N.Y., 1963, 7-8. 
69. Composed between Summer 1911 and Summer 1914. Kar l H o l l , ADM, 1923, 200. 
70. I n Frankfurt, l a t e r at Baden-Baden and Bochum. 
71. d'Albert's Kain curi o u s l y a n t i c i p a t e s the Expressionist mood i n h i s 

f i n a l cry: I n selbst geschlungen Fesseln gefangen/sich i c h in's Elend/ 
i c h , der Schuldige/ich, der Sunder,/ich der Mensch. 
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while the minor playwright P r i e d r i c h Koffka wrote a Kain drama i n 1917. 

The timeless, almost abstract s e t t i n g of Stefan's opera, w i t h i t s 

'Urlandschaft•, 'Pelswildnis*, 'Steinplateau' and 'unendliche Leere des 

Raumes' r e l a t e s i t to several key contemporary plays, and though the 'cross-

symbolism' present i n them must not be confused w i t h the pre-Christian 

s e t t i n g , that fusion of erot i c i s m and mysticism which has been discerned i n 

some l i t e r a t u r e of the time, (notably poems of Werfel and Heynicke) i s the 

opera's main theme. 

The 'merkwiirdig heisser Atem' and 'rastloses Drangen' f e l t i n t h i s 
72 

score at i t s f i r s t performance, r e f l e c t s a dramatic s i t u a t i o n which 

focusses sharply on e r o t i c tension, yet asks more general questions about 

the e t h i c a l bases of human r e l a t i o n s h i p s . Chawa (Eve), bored, tense and 

uneasy wi t h her ageing husband Adahm i s the f i g u r e to whom the three men 

r e l a t e . Kajin's sensuality i s direct e d towards his mother, whose deepest 

tenderness i s f e l t f o r the inward-looking God-seeking Chabel. Thus the 

d i v i s i o n i s placed f i r m l y between mother and elder son, each seeking sensual 

release, while -father and younger son, looking beyond t h i s , f i n d t h e i r 

deepest s a t i s f a c t i o n i n work, prayer and communion w i t h nature. The 

s i t u a t i o n between husband and wife i s stated thus at the outset: 

Chawa: luuner i s t emst Adahm. Chawa i s t t r a u r i g . . . . 

Aber den F r i i h l i n g drang i n Chawas Leib. 

Ihre Glieder schwellen, i h r Busen wird weit 

und wolbt sich und wogt und hebt sich und bebt 

und mochte springen vor sehnendem Drang! 

Zu d i r , Adahm! Chawas Sonne! 

Adahm: Herbstsonne. Wisse Chawa endlich, 

dassjauch sie nun herbstet. 

Chawa ( w i l d ) : Pruhling Oder Herbst, es g i b t mir g l e i c h ! 

Zu a l i e n Zeiten f l u t e t mein Leben! 

Zu a l i e n Sonnen g l u h t meine Glut! 
72. Bekker: Klang und Eros (G.S., 2 ) , 108. 
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Kajin's declamatory s t y l e i s i n keeping w i t h h i s r e s t l e s s s p i r i t , as Ex. 6 

i l l u s t r a t e s . Adahm, wise arid t o l e r a n t , i s u l t i m a t e l y reunited w i t h Chawa 

i n the opera's 'new dawn' close, an ending which can be compared w i t h the 

close of von Unruh's play Ein Geschlecht. where a family t o r n by death i s 

given through s u f f e r i n g a f e e l i n g of renewed purpose. The f i n a l bars (Ruhig) 

of Ex. 6, which recur i n the score, symbolise Adahm's inner peace. Yet he 

i s also shrewdly r e a l i s t i c : 

Es b l e i b t e i n Bruch i n der Welt. 

Chawa ve r l a n g t , und i c h kann's i h r n i c h t geben 

und sie g i b t mir n i c h t , wonach mir v e r l a n g t . 

K a j i n s c h r e i t und weiss n i c h t wonach! 

Chabel, u n l i k e h i s sensual brother, f i r s t appears on a height moving 

'as though i n a dream', hi s voice 'suspended, f a r - o f f . His mystic character 

i s revealed i n his opening words, delivered i n psalmodic s t y l e . 

Herriiches seht mein Sinn 

warm i n s t i l l e n Nachten 

er s t e i g t gen fioher Maine Dach 

uber schweigende Gip f e l hinweg 

i n lauschender Sterne L i c h t . 

He f e e l s deep communion w i t h the ' e a r t h - s p i r i t ' which he can only c a l l God. 

This i s portrayed by Stefan i n a remarkable passage (Ex. 7) of bare f i f t h s 

on trombones and tubas, solemn harp octaves, high woodwind, followed by 

muted v i o l i n s and trumpets. I t i s i r o n i c that the deathblow struck by K a j i n 

i n Act 2 should be provoked by Chabel's gradual r e a l i s a t i o n of his own desire 

f o r Chawa and i t s eventual expression. A f t e r Kajin's swinging blow (Ex. 8) 

Chabel's l a s t , whispered words: 'das ... Leben .. geb'ich .. d i r ... mein .. 

Gott' are a surrender to s p i r i t u a l i t y , r e f l e c t i n g the nature-mysticism of the 

whole work. Chabel's body i s burnt on a funeral pyre i n an act of symbolic 

consummation. Kajin's unresolved sensual search, of which Ex. 9 (an inverted 

13 f l a t minor chord against a repeated A) i s the recurrent m o t i f , continues. 

His l a s t ( o f f stage) cry i s 'Sterben, l a s s t mich sterben an dem wilden 
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siissen Weib'. As dawn breaks, Adahm and Chawa walk slowly towards the 
r i s i n g sun. 

The inexhaustible theme of Eros and C r e a t i v i t y , which had fi g u r e d i n 

Die glu'ckliche Hand and was i n another form present i n Stefan's opera, 

reappeared i n a f u r t h e r guise i n Franz Schreker's Christophorus. oder 

'Vision einer Oper'. composed i n 1924-7. I t was dedicated 'To Arnold 

Schoenberg, i n f r i e n d s h i p ' , and may quite possibly have been influenced by 
73 

the appearance of Schoenberg's score around th a t time. The work ( s t i l l 

unperformed) i s imbued w i t h the q u i e t i s t philosophy of Taoism. I n a d d i t i o n , 

the Eros-Creativity theme i s also that of Per feme Klang (1903-10) the work 

likewise set i n the present, which had established Schreker's r e p u t a t i o n 

i n 1912. Yet Christophorus i s also the nearest Schreker came to w r i t i n g an 

opera of apocalyptic tendencies akin to Expressionism, a l b e i t that of 
74 

Kornfeld, Wolfenstein or F r i e d r i c h Koffka. I t i s a Zeitstuck. and also a 

phantasmagoria. The Zeitstuck aspect derives from i t s o s t e n t a t i o u s l y 

contemporary s e t t i n g , w i t h the musical pedagogue Meister Johann surrounded 

by his devoted pupils i n the Vorspiel and Nachspiel. and other i d e n t i f i a b l e 

personae l i k e the music c r i t i c Starkmann, Dr. Hartung, the hypnotist Abbe 

Caldani and the medium Florence (the f i r s t three among the several speaking 

parts) also appearing. I t i s a phantasmagoria i n the s t r i c t sense of a 

' s h i f t i n g scene of r e a l or imagined f i g u r e s ' . I t s l i n k w i t h Expressionist 

drama stems from i t s unambiguously redemptive tone, i t s deliberate e t h i c a l 

standpoint. Though r e l a t i v e l y short, i t s extensive use of spoken dialogue 

( f o r the f i r s t time since i l e r feme Klang) makes i t t e c h n i c a l l y one of 

Schreker's most ambitious essays. 

Christoph i s a kind of Faustian f i g u r e , who becomes Meister Johann's 

p u p i l and i s at once enraptured by the beauty of h i s daughter Lisa, wryly 

depicted by another p u p i l , Anselm, as ' L i l i t h die Schlange, den holden Satan 
73. UE published Die g l i i c k l i c h e Hand i n 1923. Erwin Stein of UE prepared 

the vocal score of Christophorus. but i t was eventually published i n 
1931 by E d i t i o n Adler, B e r l i n ( l a t e r Heinrichshofen Verlag, Magdeburg) 

74. The reference i s to t h e i r view of a r t , not p o l i t i c s as the greatest 
redemptive force, the 'Sinnlichlceit Gottes und ... G e i s t i g k e i t des 
Lebena, v e r e i u t ' . y". autirgel, i i , 374. 
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They marry and a c h i l d i s born, but Christoph's jealousy i s aroused by the 

time Lisa spends w i t h Anselm. Her provocative e r o t i c i s m i s very l i k e that 

of Woman i n Die gluckliche Hand, or even Chawa i n Die ersten Mensohen. To 

Christoph, the creator, she explains: 'Demiitig, milde, beherrscht, nie 

ziirnend, e i n Gott b i s t du>:-, doch i c h b i n es n i c h t . I c h b i n ein Mensch mit 

Schwachen, Begierden, e i n armselig Weib im Bann seiner Leiden, Schmerzen und 

Triebe, und tausend Andre sind es mit m i r ! 1 Hypnotised by Anselm, Lisa 

appears successively as a flame, a wave and f i n a l l y i n a 'faszinierendes 

Kostiim' as s i n . She dances, and throws h e r s e l f i n t o Anselm's arms (Ex. 10). 

The dream becomes a nightmare as Christoph appears and stabs Lisa to death, 

solemnly i n t o n i n g 'Die Komodie i s t aus. Die Schleier f i e l e n ' (Ex. 11). I n 

the rapid sequence of scenes which make up Act 2, Anselm i s Mephistopheles 

to Christoph's Faust i n a journey through a s i n i s t e r underworld, the Hotel 

Montmartre, part dance club, p a r t opium den and studio. The Simultanbuhne 

(d i v i d e d stage) technique here a n t i c i p a t e s t h a t used i n Ferdinand Bruckner's 

play Elisabeth von England (1930). The dead Lisa (a v i s i o n i n purple) i s 

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 c h i l d 

appear as beggar-musicians, thus removing Anselm's hold on Christoph. I n 

the Nachspiel. the c a t h a r t i c e f f e c t of what has gone before i s expressed 

i n i t i a l l y by a d i s t a n t voice i n t o n i n g the sentiments of Lao-Tse: 

Wer seine mannliche K r a f t erkennt 

und dennoch i n weiblicher Schwachheit weilt 
75 

der i s t das Strombett der Welt. (Ex. 13) 

The dying c h i l d , whose f a t e the withdrawn and unhappy Christoph seems not 

f u l l y to r e a l i s e , c r i e s out to him i n a fevered dream (Ex. Ik) •Trag mich 

heira i n dunkle S t i l l e , unter Klahgen, sanften Klangen!' whereupon the 
75. Taken from Richard Wilhelm's 1911 version of the Tao Te China re-published 

by Diederich, Jena i n 1923 under the s u b t i t l e 'Das Buch des Alten vom 
Sinn und Leben'. Taoism's vogue at t h i s time i s shown by the reissue 
i n 1924 of V i c t o r v. Strauss's 1870 t r a n s l a t i o n , and a f u r t h e r 
t r a n s l a t i o n by J . G. Weiss, i n 1927. 
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Christophorus legend i s enacted i n near-darkness. Anselm's f i n a l comment 

on t h i s act of rescue and redemption i s 'Er t r a g t das Kind das inn 

f u h r t den einsamen Weg'. Like the a c t i v i s t poet, Christoph i s h a l f creative 
" 76 Ubermensch. h a l f humane redeemer, and the l a t t e r u l t i m a t e l y triumphs. 

The d i r e c t c o n t r i b u t i o n to opera of Expressionist L i t e r a t u r e came 

through two of Hindemith's three early one-act works, both i n s p i r e d by 

morbid, perverse e r o t i c i s m and through two of Krenek's f i r s t three operas, 

Orpheus and Eurydike (See Pt. k, Ch. 1) and his f i r s t stage work, the 

•szenische Kantate' Zwingburg. to a t e x t by Franz Werfel. Hindemith's 

t a l e n t was recognised e a r l y , as was h i s p o t e n t i a l to become but f o r his 
77 

prodigious f e r t i l i t y 'ein r i c h t i g e r P h i l i s t e r oder Fronarbeiter'. I t was 

quickly seen t h a t , i n Bekker's words 'der s t o f f l i c h e I n h a l t , das 

verstandesmassig erkennbare Geschehen i s t demgegenuber g l e i c h g i i l t i g , 
78 

bedeutungslos, es i s t nur die aussere Formal zur Entfesselung der Musik'. 

They were, i n other words, exercises r a t h e r than important statements, 

dis p l a y i n g Hindemith's wish to w r i t e manifestly Burgerschreck works. 

Kokoschka's Morder Hoff nuna der Frauen dates i n i t s o r i g i n a l form from 1907, 

and was a b r i e f concentrated piece which i n e v i t a b l y caused a scandal at i t s 
79 

f i r s t performance at the Vienna I n t e r n a t i o n a l e Kunstschau on k July 1909. 

Under a n i g h t sky, at the entrance to a (symbolic) cage 'Der Mann', a 

war r i o r and adventurer i n blue armour, h i s head bandaged, i r r e s i s t i b l y 

encounters a ' t a l l , yellow-haired woman clothed i n red'. Branded by the 

other warriors she screams w i t h pain and stabs the Man. I t seems necessary 

f o r her to wound him i n order to express her devotion. Her subsequent 
76. Iwan G o l l : Der neue Orpheus: eine Dithyrambe. (Der Rote Hahn 5) B e r l i n , 

1918. 
77. Bekker: Klang und Eros. 111. Cf. also Adorno's attack on Hindemith's 

i n d i f f e r e n c e to t e x t u a l sources i n Impromptus. Suhrkamp, 1968, 83, 
where he i s li n k e d w i t h the 'empty' Reger and the 'wretched' Telemann. 

78. Bekker, i b i d . , 112-13. 
79. Dramen und B i l d e r . Kurt Wolff, B e r l i n , 1913, 15-21. With the s i m i l a r 

Sphinx und Strohmann. i t was performed by the Zurich Dada group (1917) 
i n 1918 by the Dresden Schauspielhaus, and i n 1919 by Reinhardt's 
Kammerspiele i n B e r l i n . I t was thus current l i t e r a t u r e when Hindemith 
set i t to music. 
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agonised death i s a s e l f - s a c r i f i c e and a triumph f o r the Man. At the opera's 

b r u t a l l y rhythmic opening (Ex. 15) as at the moment of the woman's branding 

(Ex. 16), Hindemith creates his e f f e c t s through simple, i f densely 

orchestrated, means. 

The s e t t i n g of t h i s v i o l e n t c o l l i s i o n i s archetypal: 'Nachthimmel, 

Turm, rait grosser r o t e r eiserner. K a f i g t u r . Fackeln das einzige L i c h t , 

schwarzer Boden, so zum Turm aufsteigend, dass a l l e Figuren r e l i e f a r t i g zu 

sehen sind.' This can be compared w i t h the Klosterkirche s e t t i n g of Sancta 
80 

Susanna, where the 'zitternde Mondscheinstreifen*, 'ewige L i c h t ' , 

'iiberlebensgrosse b i l d e des Gekreuzigten' and 'brennende massige Kerze' (and 

l a t e r the t w i t t e r i n g of nightingales and the appearance of a f i s t - s i z e d 

spider from behind the a l t e r ) help create the atmosphere i n which the young 

nun Susanna's growing sexual h y s t e r i a can be played out. Angust Stramm, 

k i l l e d on the Russian f r o n t i n 1915, published three plays as Sturmbiicher 1, 

I I and IV (June - September 1914) of which the one-act Sancta Susanna was 

the f i r s t . Lothar Schreyer produced i t f o r the B e r l i n Sturmbuhne at the end 

of 1918 and Herwarth Waldeh wrote the music: the actress playing Susanna was 

naked. 

I t seems clear t h a t Hindemith was drawn to these two works as much f o r 

t h e i r severe economy of language ( i n Stramm's case, conventional syntax 

v i r t u a l l y disappears) as f o r t h e i r obsessive dwelling on masochistic s e x u a l i t y . 

The predominant musical idea of Sancta Susanna (Ex. 17) i s an arch, sinuously 

chromatic m o t i f . Soon a f t e r a l o c a l couple have been discovered lovemaking 

beneath a l i l a c bush, Klementia begins to reminisce: 

w i r trugen sie f o r t seitdem brennt die Kerze ewig die 

Kerze zur Suhne seitdem g u r t e t der Schal die Lenden .... die Lenden .... 

dort .... f o r t haben sie .... sie .... eingemauert Fleisch und B l u t . . . . 
81 

i n Mauer und Stein .... ho'rst du sie? .... horst du ?! 
This gives some notion of the extreme tendencies of Stramm's breathless 

80. Das Nusch-Nuschi. the t h i r d one-acter, to a t e x t by the b e l l e s l e t t r i s t 
Franz B l e i (1871-1942), i s a lewd s a t i r e on the o r i e n t a l fashion. 
I t , too, opens i n a moonlit s t r e e t . 

81. Werke, iU8-9. 



69 

s t y l e , and Hindeuiith's r e l a t i v e l y formal response to i t , i n Ex. 18. The 

two operas have a s i m i l a r close, the one showing the Man triumphant but, 

as 'Der Teufel', the object of t e r r o r , while Susanna, refusing to k i s s the 

Cross, likewise becomes 'Satana* to the assembled choir of nuns. 

Krenek's Zwingburg appears i n retrospect to contain those elements of 

Expressionist drama which t y p i f i e d i t as a whole. The e r o t i c element i s 

subordinate, and the essential matter of Werfel's t e x t i s the c o n f l i c t between 

man and h i s oppressive surroundings, the appearance of a symbolic redemptive 

f i g u r e , and the eventual disappointment of the hopes of regeneration and 

release raised by i t . VVerfel had only a short time before w r i t t e n a 

'barockep und mysterienhafte Drama', the 'magische t r i l o g i e ' or 'zauberspiel• 
82 83 Spiegelmensch. There, the tragedy of the 'sein und schein-Ich' i s 

portrayed i n the l i f e of Thamal, whose mirror-image assumes a t y r a n n i c a l c o n t r o l 

of his l i f e , tempts him to 'activism' and leads him haplessly to murder his 

fa t h e r and seduce h i s best f r i e n d ' s w i f e . The symbolism of t h i s play (and 

also of Die M i t t a g s g o t t i n of 1919) f i n d s an echo i n Zwingburg. which deals 

w i t h the subject treated d i r e c t l y by Kaiser i n Gas I (1918) - the 

dehumanising e f f e c t of i n d u s t r i a l enslavement and the cowardice and i n e r t i a 

of men i n the face of r e a l change. The massive and f a t a l gas explosion i n 

Kaiser's play i s i n s u f f i c i e n t to persuade the workers to f o l l o w the B i l l i o n 

a ire's son i n h i s v i s i o n of small r u r a l labour-communities - the 'Neue Mensch' 

84 

again - and instead they f o l l o w the Engineer back to work and danger. 

Much the same idea recurs i n Zwingburg. The factory-stronghold symbolises 

power and enslavement, as gas had f o r Kaiser symbolised the p o t e n t i a l of 

f u e l to destroy men as w e l l as advance t h e i r technology. 'Let f a c t o r i e s 

be the servants of decent l i v i n g 'was the heroine's cry i n T o l l e r ' s 

82. W. H. Fox describes the work as a 'personal exorcism', though does 
not mention the l i n k w i t h the 'Doppelganger' theme of Hoffmann. 
GMOL, I I I , 1968, 112. 

83. A. D. Klarmann i n W. Rothe, op. c i t . , 413. 
84. Cf. Kenworthy, Georg Kaiser. Oxford, 1957, Ch. 2. 
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g = 
Masse Mensen. but f o r Kaiser and Werfel there was no such eventual hope. 

As the Organ Grinder c r i e s 

Ah d o r t , d o r t , dort 

Hockt-er 

Der r i e s i g e Zwingherr 

I n unersturmbarer Burg 
86 

Leibeigen h a l t er uns a l l e . 

I n his opening lament 'Wehe, wehe, weh 'iiber euch 1 1 (Ex. 19) the i n i t i a l 

note of pessimism i s struck; the mechanistic a t t r i b u t e s of the Zwingburg, 

man as automaton i s r e f l e c t e d i n the aggressively pulsing Ex. 20. These two 

motifs are recurrent throughout the work. Hope through sexual passion i s 

portrayed through the Man and the Woman. Their c h a r a c t e r i s t i c e a r l y exchange: 

Die Frau: Dich zu erhohen i s t mein t i e f s t e r Traum 
87 

Der Mann: Du b i s t der Boden und i c h b i n der Baum 

i s 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 i n the word ' F r e i h e i t ' . The symbol of t h e i r d e l i v e r y i s , again, 

the 'New Man', sculpted by the Man and described here as 'eine I d e a l g e s t a l t , 
88 

etwa im S t i l Barlachs'. Solemnly and incredulously the Man addresses the 

f i g u r e : 

B i s t du aus mir? Hat dich mein Traum geschayt 

Dich diese Hand aus dem Fels g e s p l i t t e r t ? 
89 

Erhabener, du Gott, 
85. Tr. Vera Mendeljin Seven Plays. John Lane, 1935. 127. T o l l e r ' s 'Luddite 

play Maschinensturmer. also of 1922, points the moral t h a t the 
destruction of machinery i s no s o l u t i o n to i n d u s t r i a l repression. 
Against t h i s was the 'divine r e v e l a t i o n 1 view of the worker-poets (e.g. 
Max Barthel i n Der grosse Rhythmus) which found an echo i n Max Brand's 
1929 opera, Maschinist Hopkins. Here the f a c t o r y i n t e r i o r i s at one 
point bathed i n moonlight, so that 'die phantastischen Umrisse der 
Maschinen sollendie Verschmeizung vom Maschinenhalle und Tempel 
v e r m i t t e l n ' . 

86. Textbuch. UE, 1922, 5. 
87. I b i d . , 10. 
88. Barlach's famous figure-sculptures were analogues of his plays. 
89. Textbuch. 16. 



71 

as the music revolves round a v i s i o n a r y C pedal (Ex. 21). The storming 

of the Zwingburg which fol l o w s i s doomed. I t s power overwhelms the workers, 

and, as the b l i n d organ-grinder i s raised up by the Man (Ex. 22) the 

Zwingburg i s suddenly l i t up (do., l a s t three bars). The workers t u r n 

against the Man and the miner a n g r i l y threatens him and his 'faules 

Marmorideal 1. I n his e f f o r t to protect the statue, the man succeeds only i n 

p u l l i n g i t over, crushing himself to death. A wave of sarcastic laughter 

from the stronghold i s s u f f i c i e n t f o r the crowd to abase i t s e l f , i n t o n i n g 

Es i s t nur ein Herr 
90 

Und w i r sind seine Knechte. 

I n the darkness which f o l l o w s , the old organ-grinder bewails the impotence 

of men before n a t u r a l forces 

Todlos Tote w i r a l l e 

Grinsende Untertanen der Burg .... 

Es i s t Verkundigung, Verkundigung, 

I h r Armen, i h r Geliebten 
91 

I h r t i e f g e l i e b t e n Menschen! 

Despite the a s p i r a t i o n of t h i s work i t could not r i s e to the im p l i c a t i o n s of 

i t s h o r t a t o r y message. Perhaps t h i s i s because Werfel's 'more hopeful' 

r e v i s i o n of the s t i l l gloomier o r i g i n a l t e x t , by a Jewish doctor f r i e n d of 
92 

the composer, was f e l t by Krenek to be 'a l i t t l e g l i b and sentimental'. 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, i n 

any case, quic k l y moved on to other things, i n each case at some remove from 

t h i s work's p o l i t i c a l content. Opera could not f u l f i l the v i s i o n implied i n 

Sorge's Der B e t t l e r of 'das Theater als grosse f e i e r l i c h e Kulthandlung den 
93 

Rhythmus des Lebens aufnrhmend, i n ewigen Symbolen g e s t a l t e n d 1 . Fourteen 
90. I b i d . , 22. 
91. I b i d . , 23. 
92. Horizons c i r c l e d ; r e f l e c t i o n s on mv music. C a l i f o r n i a U.P., 1974, 35. 
93. Eloesser, I I , 595. 



PART TWO 

HISTORY, FICTION AND MYTH: 

GERMAN OPERA AND THE RENAISSANCE, 

1912-33 

How w e l l you understand the horrors of triumph -

w i t h what madness were you sometimes struck down. Yes! 

How you must have suffered, you and the a r t i s t who painted 

you, one no less strong than y o u r s e l f . Great works of 

a r t - your l i f e or your p o r t r a i t - have such shimmering 

grandeur only because they also plumb such t e r r i b l e depths. 

Oh, conqueror of the Turks, do not dissimulate. For I 

hear your scream, when you were struck by a blow. I see 

you bleed, when a f r i e n d betrayed you. I t r y to imagine 

the frenzy of pain you experienced whenever a woman delved 

i n t o your heart w i t h her pointed f i n g e r . 

(Mario Malvolto, the poet, addressing the p o r t r a i t of the 

con d o t t i e r e Pippo Spano by moonlight) 

Heinrich Mann: Pippo Spano 

i n Floten und Dolche. Langen 

1905, p.25. 



CHAPTER FOUR 

NEO-ROMANTICISM AND THE 'AESTHETIC' RENAISSANCE 

I L i t e r a r y 'Renaissanceism* 

I I Mona Lisa 

I I I Die Gezeichneten 

IV Violanta and Eine f l o r e n t i n i s c h e TragSdie 

V Conclusion 

I 

Wilde's Salome (1891) reached the German stage i n Hedwig Lachmann's 

t r a n s l a t i o n i n 1903. On 9 December 1905, Strauss's one-act opera was 

premiered at Dresden, and w i t h i n three months, Strauss and Hofmannsthal 

were discussing the poet's E l e k t r a as a possible l i b r e t t o . At t h i s e a r l y 

stage, Strauss had doubts, ending h i s l e t t e r of 11 March 1906: 

'Have you got an e n t e r t a i n i n g renaissance subject f o r me? A r e a l l y 

w i l d Cesare Borgia or Savonarola would be the answer to my prayers.'* 

Hofmannsthal was now 32. I n 1892, as a prodigy of eighteen, he had 

produced two verse dramas on 'Renaissance' themes, Gestern and Der Tod des 

Tiz i a n . together w i t h a t h i r d , Ascanio und Gioconda, which remained 

unfinished and i n MS. Since then h i s i n t e r e s t s had turned d e c i s i v e l y towards 

the medieval m o r a l i t y and the age of the Austrian Baroque. There was, 

therefore, no doubt about the tone of his r e p l y : 

' I do not believe there i s any epoch which I , and, l i k e me, every 

creative poet among our contemporaries would bar from his work w i t h f e e l i n g s 

of such d e f i n i t e d i s i n c l i n a t i o n , indeed, such unavoidable d i s t a s t e , as t h i s 

p a r t i c u l a r one. Subjects taken from the renaissance seeiu destined to 

transport the brushes of the most deplorable p a i n t e r s , and the pens of the 

most hapless of poets. Notwithstanding current l i p s e r v i c e I believe 

there i s no other period when l i f e was more u t t e r l y a l i e n to our 

1. Corr 3. 
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generation than i t was then'. 

The subject was never again raised, though Strauss would doubtless have 

continued t o regard the prospect of a Renaissance subject w i t h zest. I n 

avoiding the si x t e e n t h century, he was, perhaps, as much influenced by the 

example of Die Meistersinger as by Hofmannsthal's waspish s t r i c t u r e s . Many 

years l a t e r , they each confessed to a deep admiration f o r t h i s work. Both 

Salome and El e k t r a were major products of the neo-Romantic 'Dekadenzgefuhl* 

l i t e r a r y movement stemming from the years around 1880. Of t h i s , 

Renaissanceism or •Renaissancebegeisterung', to use Rehm's mot .juste, was an 
3 

essential i n g r e d i e n t . I t reached i t s climax i n the e a r l y 1900s, and was 
k 

l a t e r overtaken by the war. While i t l a i d i t s e l f open to charges of 

overripeness, posturing and s u p e r f i c i a l i t y , i t remains true t h a t few w r i t e r s 

of the time, e s p e c i a l l y i n Germany, were wholly unaffected by i t . Moreover, 

i t had a d i r e c t bearing on German opera between 1913 and 1916, when the 

l i t e r a r y fashion had waned. Though, a f t e r 1918, Renaissance I t a l y as an 

aesthetic ' B e g r i f f s b i I d l i n g * and s e t t i n g f o r p r i m a r i l y e r o t i c s i t u a t i o n s , no 

longer retained i t s appeal, the Taten - Gewalt - or Kraftmensch idea 

associated w i t h the period survived, and, i n opera, took on forms more 

closely associated w i t h the Reformation north of the alps, and i t s p o l i t i c a l 

and i n t e l l e c t u a l background. Thus the myth of the Renaissance a f f e c t e d opera 

i n two d i s t i n c t ways, and might be said to represent po l a r i s e d views of 

opera's nature and p o t e n t i a l . 

I n h i s A n t i c h r i s t (1888) Nietzsche had e x t o l l e d the n o t i o n of Cesare 

Borgia as Pope, symbolising the conquest of decayed medieval C h r i s t i a n i t y 

by the p r i n c i p l e of secular freedom and energy - i n Nietzschean terms the 

'triumph of l i f e ' , the transvaluation of a l l values. Cesare Borgia became 

2. I b i d . , 4-5 (27.4.06). 
3. Rehm (R) An a l t e r n a t i v e , c r i t i c a l l y intended term i s the s u b t i t l e of 

Franz F. Baumgarten's study of C. F. Meyer (Munchen, 1917): 
'Renaissance-Empfinden und S t i l k u n s t ' . 

4. H. F. Garten: Modern German Drama. Menthuen, 1959, 76 f f . 
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a 'man of prey' or •Haubtier und Raubmensch1. Luther was the ' v i n d i c t i v e 

medieval monk' whose h o s t i l i t y to the Renaissance i n Rome had r e s u l t e d i n 

retrogression and confusion f o r Germany.^ By contrast, the I t a l i a n 

Renaissance was 'the golden age of the l a s t thousand years, which sustained 

a l l the p o s i t i v e forces to which we owe modern c u l t u r e ' , l i s t e d by Nietzsche 

as 'the l i b e r a t i o n of thought, the disregard of a u t h o r i t i e s , the triumph of 

education over the darkness of t r a d i t i o n , enthusiasm f o r science .... the 
7 

u n f e t t e r i n g of the i n d i v i d u a l 1 Thus Nietzsche held up f o r admiration 

the energy, heroism and resourcefulness of an era which f o r s i m i l a r reasons 

had e a r l i e r a t t r a c t e d J. J. Heinse, Stendhal, Hugo and Musset, and i n h i s 

own day Heyse and Conrad F. Meyer. I t was, of course the great K u l t u r der 

Renaissance i n I t a l i e n (1860) by Meyer's fellow-Swiss Jakob Burckhardt which 

had, supremely, helped to create and consolidate t h i s p i c t u r e . I t not only 

influenced Nietzsche deeply, but had an impact on h i s t o r y , a r t and l e t t e r s , 

e specially i n l a t e nineteenth century Germany, which i s d i f f i c u l t t o 

overestimate. 
E a r l i e r , Michelet had, much more unsystematically, s t r i v e n to b u i l d up 

8 
the same p i c t u r e , and the love of Renaissance paganism found i n Pater's 
celebrated lectures The Renaissance (1873) has been l i n k e d w i t h Michelet, i n 

9 

contrast w i t h Ruskin's dispassionate 'medieval m o r a l i t y ' . More 

Burckhardtian s t i l l was the multi-volume Renaissance i n I t a l y (1875-86) of 

John Addington Symonds. The earl y play The Duchess of Padua of Wilde, dating 

from 1882 - close i n manner to his Florentine Tragedy fragment - i s r e a l l y a 

5. Jenseits von Gut und Bose. C & M, V I , 2 , 119. 

6 . A n t i c h r i s t , t r . Ludovici, 228-9 , C & M, V I , 3, 249. The theologian 
Ernst Troeltsch (Die Bedeutung des Protestantisnus f u r die Entstehung 
der modernen Welt. Munich, 1906) was a l a t e r , informed and i n f l u e n t i a l 
proponent of t h i s view, as against Dilthey's b e l i e f i n the close 
r e l a t i o n s h i p of Renaissance and Reformation as an expression of the 
European search f o r freedom and expansion. (Auffassung und Analyse des 
Menschen im 15 . und 16. Jh.. Leipzig, 1923 . ) 

7 . Human, a l l too human ( 1 8 7 9 ) , ( t r . Helen Zimmern) 220-222. (C & M, IV, 
2, 2 0 3 ) . 

8. H i s t o i r e de France. Vol. V I I , La Renaissance ( 1 8 5 5 ) . 
9 . Cf. P. J u l l i a n (Tr. V. Wyndhaui) Oscar Wilde. Constable, 1969, 7 6 . 
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Hugoesque drama, and i t i s no accident t h a t the most i n f l u e n t i a l piece of 
b e l l e s - l e t t r e s of a l l , Count Arthur Gobineau's La Renaissance; scenes 
histor i q u e s of 1877, should also have been French. I n these s i x dialogue-
p o r t r a i t s , the twin-image of the I t a l i a n Renaissance as the era of 'Schonheit' 
and 'Ruchlosigkeit', e c s t a t i c beauty and self-determining m o r a l i t y based on 
strength were couched i n a fcifra which made them i r r e s i s t i b l e to German taste 
from the 1890s onward. I t must be admitted t h a t Gobineau's German re p u t a t i o n 
unfortunately owed much to his authorship of the notorious Essai sur 
L ' i n e g a l i t e des races humaines. But La Renaissance can be seen quite 
separately from Gobineau's r a c i a l t h e o r i e s . While Pater's lectures had to 
wait u n t i l 1910 f o r t r a n s l a t i o n * 0 the publishing h i s t o r y of Gobineau's book 
from 1896 i s t r u l y imposing. I t was t r a n s l a t e d no fewer than seven times 
between t h a t year and 1928, beginning w i t h Ludwig Schemann's version f o r 
Reclam, continuing w i t h an undated version by Harms Floerke f o r the B e r l i n 
Deutsche B i b l i o t h e k , followed by I n s e l Verlag's highly successful e d i t i o n , 
t r a n s l a t e d by Bernhard J o l l e s i n 1911* This was reissued seven times down 
to 1924. Subsequent t r a n s l a t i o n s came from A l f r e d S t e i n i t z e r (Aiuller, 1921) 
Maria Ewers (Globus Verlag, 1922) Robert von Voss (T. Knaur, 1927) and 
Albert R i t t e r (Neufeld and Hemios, 1928). For Gobineau, who had died i n 
1882, t h i s was an astonishing record. 

The term ' h y s t e r i c a l Renaissance' occurs i n Heinrich Mann's three-volume 

novel Die Gb'ttinnen of 1903, and i t s meaning i s encapsulated i n the quotation 

at the head of t h i s chapter from his 1905 story Pippo Spano. I t applies 

generally to a whole range of drama and f i c t i o n at t h i s period, much of i t 

indebted to Gobineau, especially to Savonarola and Cesare Borgia, most 

impressive of his protagonists. Thus 1899 saw the appearance of Weigand's 

te t r a l o g y Tessa. Savonarola. Cesare Borgia and Lorenzino. as w e l l as 

Hofmannsthal' s Die Frau iin Fenster and Max llalbe's Eroberer. 1901 saw 

Gottschall's Gotze von Venedig. on the l i f e of Aretino, and Schnitzler's play 

Der Schleier der Beatrice, a family tragedy of 16th century Bologna! i n 

10. F. SchOlermann. Diederich, Jena. Hofmannsthal read Pater i n English. 
Cf. Prosa. I , 23} f . (1094). 
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which Lionardo Be n t i v o g l i a , the Bolognese duke i s 'ein Magnifico .... 
Kondottiere und Kiinstler zugleich e i n Konig des Lebens.'** Despite 

the e a r l y e f f o r t s of Wilde and Rolland, c e r t a i n of d'Annunzio's plays and 

Maeterlinck's Monna Vanna (1902) the movement was overwhelmingly Austro-

German. The con t r i b u t i o n s of Beer-Hofmann, V o l l m o l l e r , Emil Ludwig, Leo 

Greiner and C. A. B e r n o u i l l i between 1903 and 1911 i l l u s t r a t e t h i s w e l l 

enough. 

The 'Renaissance' movement had a double aspect. I n the main, i t sprang 

from an aesthetic impulse, the worship of a mythologised post-Christian era 

i n which the weaknesses and confusions of l i f e i n modern Germany were 

contrasted (as i n Nietzsche) w i t h the grandeur and self-confidence of 'die 
12 

Z e i t der grossen Maler', a period and country f e l t to be enviably r i c h i n 

energy and i n s p i r a t i o n . As Eloesser l a t e r observed 'Der Norden, ach, i s t 

k a l t und klug - und h'asslich. (Heinrich Mann) fand im Siiden die gluckseligen 
I n s e l n , die Schauplatze des Mittelmeeres f u r schone Abenteuer, Leidenschaften, 

13 

Verbrechen'. I n another sense, however, i t can be l i n k e d w i t h the German 

t r a d i t i o n of h i s t o r i c a l scholarship and formal c r i t i c i s m , which led to new 

e d i t i o n s of Stendhal and Heinse a f t e r 1900, and to several r e p r i n t s of 

Burckhardt down to 1914. Curiously, Ranke's h i s t o r y of the popes i n the 16th 

and 17th centuries (1834-6) and h i s earl y Geschichte der romanischen und 

germanischen Vb'lker. 1494-1534, despite t h e i r r e p u t a t i o n , did not contribute 

to t h i s . More i n f l u e n t i a l on the 'Renaissance-begriff' were the w r i t i n g s of 

minor h i s t o r i a n s l i k e Hagen and Veigt, and the Hegelian d i a l e c t i c a l view of 

the Renaissance as a n t i t h e s i s of the Middle Ages and necessary precondition 
14 

of the Reformation. A r e a l desire f o r information, a serious, speculative 
ii 

i n t e r e s t i n theory and i n t e r p r e t a t i o n p a r a l l e l e d the 'Ubermensch' fashion, 

and the more l i t e r a r y quest f o r aesthetic t i t i l l a t i o n . Yet years l a t e r , i t 
11. R. Specht: Arthur S c h n i t z l e r ; der Dichter u.s. Werk. Fischer, Bin., 

1922, 184. 
12. Gestern. G. W., Gedichte u. Lyrische Dramen. 139. 
13. Eloesser, 519. 
14. Philosophie der Geschichte. 1837. 
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was Bernhard Berenson who, i n the context of a r t - h i s t o r y , most s u c c i n c t l y 

expressed the matter i n a way d i r e c t l y a p p l i c a b l e to Germany around 1910. 

'The Renaissance', he wrote, ' i s even more important t y p i c a l l y than 

h i s t o r i c a l l y . H i s t o r i c a l l y i t may be looked upon as an age of glory or 

shame according to the d i f f e r e n t views entertained of European events during 

the past f i v e c e n t u r i e s . But t y p i c a l l y i t stands f o r youth and youth alone • 

for i n t e l l e c t u a l c u r i o s i t y and energy grasping at the whole of l i f e as 

m a t e r i a l which i t hopes to mould to any s h a p e . • ^ 

In addition to Hofraannsthal•s adverse comments, the movement received 

i m p l i c i t c r i t i c i s m from Thomas Mann, who i n h i s play Fiorenza (1904) conduct 

a dialogue between the c r i p p l e d aesthete Lorenzo dei Medici and the a s c e t i c 

m o r a l i s t Savonarola. Despite Nietzsche's undeclared presence i n t h i s play, 

Mann's i n t e n t i o n was not to p r a i s e Renaissanceism but to create a F l o r e n t i n e 

moral dilemma i n the s e t t i n g of the great period's gradual d e c l i n e . ^ I t i s 

a reply to h i s brother Heinrich's Die Gottinnen. with i t s R e n a i s s a n c e i s t 

p o r t r a y a l of a l a t e 19th century noblewoman, the Duchess von Assy, and her 
17 

f r i e n d s i n p o l i t i c s (Diana) a r t (Minerva) and love (Venus). At the same 

time, though Fiorenza i s a c r i t i c a l polemic, i t can now be seen as part of 

that l i f e l o n g love of I t a l y which was an important aspect of both brothers' 
18 

outlook, stemming as they did from the North German Burgertum. The r e a l 

point i s that there was i n the work of both the Manns an underlying current 

of irony and detachment which found no echo i n most of the 'Renaissance' 

l i t e r a t u r e of the time, nor, u n t i l a f t e r 1920, i n the r e l e v a n t operas. 
15. The I t a l i a n P a i n t e r s of the Renaissance, O.U.P., 1930, Preface. 
16. R. N i c h o l l s : Nietzsche i n the e a r l y works of Thomas Mann. Berkely, 

1955, 61. 
17. D. M. H a l l suggested that d'Annunzio may have i n s p i r e d Maurice de 

Mortoeil, the c y n i c a l a r t - l o v e r i n Minerva. Cf. The Venice Legend i n 
German L i t e r a t u r e a f t e r 1880. unpub. t h e s i s , London U., 1936, Ch. 6. 
The c u l t of l i f e and energy i s underlined i n the Ada Negri quotation 
used by Mann i n each volume of Gottinnen; 

'Che son f a t t i dei gorghi d'ogni abisso 
Degli a s t r o d'ogni c i e l ! ' 

18. Cf. n. 13. Also I . B. Jonas' comment: 'Die Sehnsucht des nordischen 
Menschen nach I t a l i e n entspringt einem Wunsch nach Vervollkommung 
Durch die dem Norden i n vielem entgegengesetzte Atmosphere des SUdens' 
Thos. Mann u. I t a l i e n . C. Winter, Heidelberg, 1969, 7. 
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The a t t r a c t i o n of the I t a l i a n Renaissance for opera composers was part 

of the neo-Romantic l i t e r a r y movement, but was a l s o a consequence of the 

enormous success of post-Verdian I t a l i a n opera which, as i t happens, r a r e l y 

used the Renaissance as a background. Even before Puccini and h i s 

contemporaries, nineteenth century opera had only i n t e r m i t t e n t l y used the 

period. The most notable examples are D o n i z e t t i ' s Lukrezia Borgia ( a f t e r Hugo) 

B e r l i o z ' Benvenuto C e l l i n i , and Verdi's Simone Boccanegra and R i g o l e t t o . I t 
< J 2.9 was Hugo who i n Lu'erezia Borgia spoke of 'cette f a t a l e et c r i m i n e l l e I t a l i e . ' 

This f a s c i n a t i o n recurs i n the French decadent movement, e s p e c i a l l y i n de 

l ' I s l e Adam, Jean L o r r a i n and Maurice B a r r e s . ^ For Germany, the c h i e f 

f i n de s i e c l e f i g u r e was undoubtedly Wilde, Salome, embodying the decadence 

at i t s most obsessive and r e p e l l e n t , was c a r r i e d into Germany s u c c e s s i v e l y 

by Lachmann, Reinhardt and Strauss, while Dorian Gray (1890) was t r a n s l a t e d 

no fewer than s i x times between 1901 and 191hm The s t o r i e s i n E i n Haus des 
21 

Apfeln und Granate appeared i n 1906, r e v e a l i n g that c h a r a c t e r i s t i c v e i n of 

e c l e c t i c i s m pinpointed by Philippe J u l l i a n i n h i s comment that 'the heroes 

of the s t o r i e s derived t h e i r appearance, t h e i r palaces and t h e i r jewels from 

the paintings of Watts and Burne-Jones. In these, B o t t i c e l l i ' s Florence 

merged with Memling's Bruges The s t o r i e s abound with cha r a c t e r s so 

dear to the Pre-Raphaelites - magicians, young knights i n s i l v e r armour, 
22 

be a u t i f u l beggars and golden-haired pages'. 

19. M. Praz: The Romantic Agony. O.U.P., 1933, 3^9. 
20. Notably Barres, The Leonardo Smile i n the V i s i t e a Leonardo da V i n c i . 

1891. Praz, op. c i t . , 313, n.82. 
21. Tr. F r i e d a Uhl, Weiner Verlag. S.W., Bd. k . The House of Pomegranates 

o r i g i n a l l y appeared i n 1891 (Osgood, Mcllvaine and Co.). Wilde's 
complete s t o r i e s , t r . F. P. Greve and Franz B l e i appeared from 
I n s e l Verlag i n 1910 as Erzahlungen und Marchen. 

22. J u l l i a n , l o c . c i t . , 191. There i s also the 'girl-woman' r e f e r r e d to 
by S e l z i n 1960 (New York Art Nouveau e x h i b i t i o n c a t . ) with her 
'ambivalent eroticism* despite her 'boyish' appearance, her 'sexually 
suggestive' appearance despite her 'often emaciated' body. Lockspeiser 
(Debussy; h i s l i f e and mind. C a s s e l l , 1962, I , 117) quotes t h i s without 
comment, though i t i s not i n i t s e l f an adequate d e s c r i p t i o n of e i t h e r 
M6lisande or Salome (the archetypal J u g e n d s t i l heroines) nor t h e i r 
descendant E l s i n Per Schatzgraber. 
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I I 

The themes of power, wealth, ownership, j e a l o u s y , revenge and perhaps 

above a l l , p h y s i c a l beauty, t a c t i l e s e n s u a l i t y are to be found i n each of 

the four main ' I t a l i a n Renaissance' operas of the short 1913-16 period. 

These were S c h i l l i n g s ' Mona L i s a . Schreker's Die Gezeichneten. Zemlinsky's 

Eine •£lorentinische Tragodie and Korngold's Violanta: a l l were staged while 

the war was s t i l l i n progress. Mona L i s a , the f i r s t to appear, was the most 

conservative s t y l i s t i c a l l y , though u l t i m a t e l y the most popular. Hofmannsthal 

had made use of the 'Gioconda* i n Per T b r und der Tod, and S c h n i t z l e r ' s 

16-year-old B e a t r i c e had a c e r t a i n resemblance. The Mona L i s a , indeed, 

c l o s e l y a s s o c i a t e d with the 'u n i v e r s a l a r t i s t ' persona of Leonardo, had 

played an i n f l u e n t i a l part i n the Symbolist movement, ever since Pater's 

famous passage had given the theme popular currency. A novel by Dmitri 
23 2h Mereschkowsky and a play by E r n s t von Dombrowsky both adumbrate a 

r e l a t i o n s h i p between Mona L i s a and Leonardo himself. Dombrowsky's Mona L i s a 

dates from 1910, as al s o did Freud's celebrated p s y c h o a n a l y t i c a l essay on 

Leonardo's sexual a t t i t u d e s and behaviour (q.v. supra). The p i c t u r e i t s e l f 

was s t o l e n from the Louvre i n 1913 and f e l l b r i e f l y i n t o the hands of 
25 

d'Annunzio whose play of 1899, La Gioconda. i t should be s a i d had no 

connection with Leonardo other than i t s (present-day) F l o r e n t i n e s e t t i n g . 

Max von S c h i l l i n g s , at the time he met the Viennese authoress B e a t r i c e 

von Dorsky i n S t u t t g a r t i n A p r i l , 1911, was Generalintendant of the S t u t t g a r t 

Stadttheater, and, a f t e r S t r a u s s , perhaps the most respected German composer-

conductor of the time. Behind him lay two d e r i v a t i v e post-Wagnerian 
23. Le Roman de Leonard de V i n c i , t r . J . Sorreze, P a r i s , 1901, then 

Leonardo da V i n c i ; h i s t o r i s c h e r Roman aus der Wende des 15. Jh., t r . 
C a r l von Gtttschow, L e i p z i g , 1903, r e i s s u e d 1910 and 1913. I n addition, 
an ' e s s a i de biographie psychologique' e n t i t l e d Leonardo da V i n c i . 
1 ' a r t i s t e e t l e savant, by G a b r i e l S e a i l l e s , ( P a r i s , 1892) was rep r i n t e d 
i n 1906. Hofmannsthal describes i t as 'ein schOnes Buch' i n a l e t t e r 
to Bodenhausen, B r i e f e der Freundschaft 5.7.06, 83. 

24. 1862-1917. 
25. E. J . Dent, F e r r u c c i o Busoni. O.U.P., 1933, 202. Before beginning 

work on Doktor Faust. Busoni had d i s c u s s i o n s with d'Annunzio about a 
projected opera on Leonardo. Cf. Praz. l o c . c i t . , 71, n.2 f o r 
d'Annunzio's 1885 poem Gioconda. 
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c o l l a b o r a t i o n s with h i s f r i e n d Ferdinand, Graf v. Sporck (Ingwelde 1893 

and Per P f e i f e r t a g . 1899) and an opera based on Gerhauser's adaptation of 

Ilebbel's Moloch fragment, which had the i l l - l u c k to follow the s e n s a t i o n a l 

success of Salome (1906). There seems l i t t l e doubt that he intended Mona 
26 

L i s a as h i s f i n a l bid f o r popularity. By the time i t entered the repertory, 

he had abandoned composition, becoming Generalintendant of the B e r l i n Deutsche 

Staatsoper from 1919 to 1925. B e a t r i c e Povaky ( r e a l name von Vay, nee 

Drewikowsky, 1865-1923) had a reputation i n Vienna s u b s t a n t i a l enough f o r her 

play Per a l t e Herr to open the Wiener Burgtheater on 7 December 1905. Her 

play Lady Godiva (1910) formed the f i r s t idea f o r an opera-text f o r S c h i l l i n g s , 

but e a r l y i n 1913, she sent him the text of Mona L i s a . S c h i l l i n g s sketched 

the piano score w i t h i n s i x weeks during the summer of 1913; by Christmas, 

191^, the scoring was complete. Strauss was among those who attended the 

S t u t t g a r t premiere on 26 September, 1915. He was l a t e r (1923) to conduct 

the work i n Vienna i n Hans Gregor's production, following i t s performance 
27 

i n New York, Madrid and Barcelona. 

The defects and l i m i t a t i o n s of Mona L i s a are obvious enough. M u s i c a l l y 

old-fashioned and unadventurous when compared with Salome or E l e k t r a . 

s t r u c t u r a l l y r a t h e r cumbersome with i t s present-day prologue and epilogue, 

dra m a t i c a l l y over-dependent on the p h y s i c a l e f f e c t of Francesco del Giocondo's 

two-section jewel cabinet ( i n which f i r s t P i o r d a l i s a ' s lover Giovanni 

d e ' S a l v i a t i then Francesco himself are imprisoned and suffocated) the opera 

belongs i n some ways to the cruder type of verismo drama. J u l i u s Korngold, 

who rated the l i b r e t t o quite highly, nevertheless pointed out that cupboards 
26. Wie i c h schuf - was i c h schuf. Radio broadcast of A p r i l 1933 p r i n t e d 

i n BS, May, 1938, 1-3. 
Hugo Fe t t i n g , i n h i s Geschichte der Deutschen Staatsoper (1955) r e v e a l s 
how impressive S c h i l l i n g s ' work at B e r l i n was, despite h i s reputation 
for causing d i f f i c u l t y . L a t e r , s h o r t l y before h i s death i n 1933, he 
was, as President of H i t l e r ' s Reichskulturkammer, responsible for the 
f i n a l d i s m i s s a l of Schoenberg and Schreker from t h e i r B e r l i n posts. 
This a s s o c i a t i o n of the always conservative S c h i l l i n g s with the new 
regime led to another hyperbolic propagandist biography by Wilhelm 
Raupp (see B i b l i o g . , V). 

27. Corr., 23** and Anb., 1923, 92. 
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28 on stage r a r e l y make f o r t r a g i c e f f e c t . That the work i s f i c t i o n a l need 

not be held against i t ; so a l s o were other works on t h i s theme already 

mentioned. Frau v. Dovsky's i n t e n t i o n was to create a mythicised p i c t u r e 

of Florence a t the end of the f i f t e e n t h century. To achieve t h i s she s e t s 

the scene on Faschingsnacht of 1492, despite the f a c t that the Mona L i s a 

p o r t r a i t , which appears i n Act 1, i s known to have been painted by Leonardo 

i n 1502 during h i s second F l o r e n t i n e period (1500-6). The reason f o r t h i s 

t r a n s p o s i t i o n seems to have been her wish to include Savonarola and h i s 

monks of San Marco as part of the Act 1 procession. Savonarola was at the 

height of h i s influence i n 1492, but was executed i n 1498. The pre-dating 

of thejpicture i s a comparatively v e n i a l l i c e n c e . L i k e Act 3 of Schreker's 

Gezeichneten. the Venuszag of Act 1 i s indebted to the account of the 
29 

Renaissance f e s t i v a l s i n Burckhardt. I t i s presented through the r e a c t i o n s 

of the various guests i n Francesco's house: 

Geschrei und Rufe auf der P i a z z a immer l e b h a f t e r . A l l e auf der 

Btihne befindlichen Personen drangen s i c h an die Fenster. Auf P i e t r o s B i t t e 

darf Dianora mit ihm an die Fenster t r e t e n . Im Hintergrunde werden bunte 

Fahnen und Flaggen, Standarten, Paniere, Stangen mit Laubgewinden, 

Innungszeichen und Emblemen, Wappen, wei t e r auch einzelne Kopfe der zu 

Wagen oder Pferde Vorbeiziehenden, sowie der Wagen der Venus, von Nymphen, 
30 

Bacchanten, Manaden e t c . , b e g l e i t e t , s i c h t b a r . 

The Venuszug. hymning the power of human love, i s o f f s e t by a Marienchor 

bearing crosses and a large image of the B.V.M., and by Savonarola's Black 

Monks, who, with t h e i r 'Florenz, du f e i l e Dirne! Schamlose B u h l e r i n ! ' create 

a metaphor of the c i t y as an abandoned whore. This i n s i s t e n c e on colour and 

spectacle at the outset ( a l s o used by the young Korngold i n Violanta) provide 

the drama which follows with an intense, heady l o c a l e . I t prepares the 

ground e f f e c t i v e l y f o r F i o r d a l i s a Gherardini's balcony appearance, her pale 
28. Deutsches Opernschaffen der Gegenwart. Rikola, Vienna, 1922, 360. 
2 9 . Op. c i t . , Part V. 
30. Textbuch. 12-13. 
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face and s o f t voice a d e l i b e r a t e c o n t r a s t with what has gone before. The 
Laienbruder 1s r e f l e c t i o n s i n the Prologue have prepared us f o r her strange 
p e r s o n a l i t y . 

E i n unergrundlich R a t s e l i s t das Weib 

In s e i n e r Seele schlummern unbewusst 

an tausend Moglichkeiten. 

and, l a t e r : 

I n ihren Augen, i h r e s Mundes Lacheln 

Lag eine Welt von Scheu und Z a r t l i c h k e i t . 

Before her a r r i v a l , we have encountered Francesco, S a l v i a t i , the 'saghaft, 

zuchtig' Dianora (Francesco's daughter by h i s f i r s t marriage) together with 

the d a z z l i n g Ginevra dressed as Venus and Francesco's various F l o r e n t i n e 

f r i e n d s . One of these, Arrigo Oldofredi sings a s e t t i n g of words by, 

Lorenzo de'Medici, 'Jugend i s t so hold und suss' (Ex. 29) the e f f e c t of 

which i s to emphasise the maturity of the now 35-year-old L i s a . 

These two elements, the colour of Florence at C a r n i v a l time, and the 

s t r e s s e d a l i e n a t i o n of L i s a - the cause of Francesco's j e a l o u s bafflement -

are the foundation of the opera. Frau v. Dovsky must have known Gobineau's 

work, and was almost c e r t a i n l y f a m i l i a r with Merezhkovsky*s novel i n 

Giitschow's t r a n s l a t i o n . Curiously, the s u b j e c t i v e romanticised view of 

Pater, close to her own, was not t r a n s l a t e d u n t i l 1910, and we cannot know 

i f she read i t . This sense of awed mystery i s present i n S c h i l l i n g s ' E f l a t 

V o r s p i e l , with i t s minor-inflected opening (Ex. 23) and major continuation 

(Ex. 24) i t s A f l a t love motif (Ex. 25) and chromatic relapse into mystery 
31 

(Ex. 26). The use of the 'frame' technique i s an attempt to add distance 

and poignancy to the a c t i o n . At the beginning, Francesco's house i s being 

shown by the guide, a Laienbruder, to two t o u r i s t s (unrelated, simply c a l l e d 

Die Frau and Der Fremde). The merchant's great jewel cabinet has long since 

been dismantled, and the Laienbruder's r o l e i s that of Narrator. O v e r a l l , 

i t s e f f e c t i s marred by the forced and u n n e c e s s a r i l y melodramatic a s s o c i a t i o n 
31. Cf. E. T. A. Hoffmann, Meyer: Offenbach and Hofmannsthal's 

Ariedne auf Naxos. 
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i n the c l o s i n g scene of the two t o u r i s t s with L i s a and Francesco. I n other 

respects, however, the technique i s u s e f u l i n providing background 

information, such as the b u i l d i n g of the palace on the P i a z z a S. T r i n i t a 

to B r u n e l l e s c h i ' s designs, i t s subsequent occupation by the P a z z i , Bardi 

and S p i n i f a m i l i e s , and eventual purchase by the wealthy Giocondo. I t a l s o 

helps to create tension and expectancy a t the outset, when the momentary 

darkening of the stage as the Laienbruder's voice fades leads at once into 

the e b u l l i e n t A major Ca r n i v a l scene (the two main ideas are Exx. 27 and 28) 

with the stage i n s t r u c t i o n 

• P l o t z l i c h wird es wieder h e l l und es b i e t e t s i c h e i n farbenprachtiges 

B i l d im S t i l e eines Gemaldes des Paolo Veronese.' 

The two a c t s of Mona L i s a cover only twelve hours, and take place 

e n t i r e l y i n the c e n t r a l room of Francesco's palace, i t s window overlooking 

the Arno. One can t r u t h f u l l y say that the drama hinges on only four r e a l 

events. Francesco's enraged slamming of the two cabinet doors ( i n n e r and 

outer) on Giovanni, and h i s h u r l i n g of the key out of the window are the two 

acts of violence towards which the e n t i r e Stimmung and d e s c r i p t i o n of Act 1 

have been d i r e c t e d . The much b r i e f e r Act 2 mirrors these, f i r s t l y by Diamora' 

discovery and recognition of the key as i t l i e s i n a boat beneath the window, 

then by i t s r e t u r n to L i s a , her r e v e l a t i o n to Francesco that the key had 

not, a f t e r a l l , been l o s t i n the r i v e r , h i s b o a s t f u l entry into the cabinet, 

and, f i n a l l y , L i s a ' s avenging of Giovanni's death, c o n s i s t i n g i n her simply 

and with great emotion locking the door behind Francesco. These v i o l e n t 

events gain t h e i r t h e a t r i c a l e f f e c t i v e n e s s through the p i v o t a l r o l e of Mona 

L i s a who (throughout) u n t i l the end, does l i t t l e but r e a c t to the emotions 

of others. Also important i s the s t r u c t u r i n g of the work, e s p e c i a l l y of 

Act 1 to allow for the maximum r e c r e a t i o n of a sense of place, an i n s i s t e n t 

dwelling on luxury and beauty, whether of the p a r t i c i p a n t s , of Francesco's 

palace, or, i n p a r t i c u l a r , of h i s p e a r l s . 

'Perlen bedeuten Thranen' observes the Laienbruder; the sense of doom 

i s communicated through S c h i l l i n g s ' 'Schrein' motif (Ex. 32) symbolising the 
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pride of possession l i n k e d with the c h i l l of death (Ex. 3 3 ) and by 

Francesco's boast 'Der Papst zu Rom, der Doge von Venedig die haben 

h e r r l i c h e , Juwelen, jedoch die schonsten Perlen die hab' i c h ! • Ex. 3 3 , 

with i t s t r i t o n a l tension between F sharp and C i s echoed a t the opening of 

Act 2 (Ex. 3 9 ) on L i s a ' s r e a l i s a t i o n that Giovanni's death was no nightmare, 

but t o t a l r e a l i t y . Chromatic tension such as one fi n d s i n E l e k t r a or Die 

Gezeichneten i s eschewed by S c h i l l i n g s , though he h a b i t u a l l y uses seraitonal 

s t r e s s , u s u a l l y over a slow-moving or s t a t i c bass at moments of g r e a t e s t 

emotion. Instances of t h i s are the Act 1 duet (Ex. 3*0 where L i s a bewails 

her unhappiness while Francesco g l o a t s over h i s possessions, e s p e c i a l l y h i s 

p e a r l s , and L i s a ' s expression of generalised sadness i n Ex. 3 6 . Frequently 

he w i l l i n f l e c t chromatically an e s s e n t i a l l y d i a t o n i c idea, such as the 

'Car n i v a l ' theme (Exx. 27 and 2 8 ) or the confident D major theme (Ex. 3 5 ) 

a s s o c i a t e d with the departure of Francesco's f r i e n d s from the palce j u s t 

before Giovanni and L i s a are able to meet alone. Much of the score, however, 

i s taken up by d i a t o n i c 'numbers' whose function i s f r a n k l y decorative. 

Arrigo's C major l u t e song reappears as an A major duet (Arrigo and Picarda) 

at the end of Act 1 . Arrigo a l s o has a b r i e f R i t o r n e l l o while the Vesper 

b e l l s are ringing, followed by Ginevra's A major flower song, during which 

Francesco i s seen u n e a s i l y to await L i s a ' s a r r i v a l . Much l a t e r , a f t e r 

Giovanni's i n c a r c e r a t i o n , the C a r n i v a l procession passes below again, l e d by 

torchbearers, and Arrigo's voice i s heard singing an A major Madrigal 

(Ex. 3 7 ) , the melody taken up i n F Major by Francesco. Once more, the poem 

i s by a Renaissance f i g u r e , t h i s time Jacopo Sannazzaro. Dianora's scene 

with L i s a i n Act 2 includes the 'Rosmarin' song i n A f l a t (Ex. 3 8 ) , i n e f f e c t 

a b r i e f h i atus between L i s a ' s awakening and Francesco's death; through i t 
32 

the gentle Dianora emerges as the only l i n k between the two. 

'So l a c h e l t Eva e i n s t im Paradies 

so l a c h e l t Helena, Seuiiramis, Bathsbeba und Kleopatra' 

3 2 . Dianora, suggests August Richard, i s c h a r a c t e r i s e d by 'haruilos 
unschuldiger Lebensfreude 1. Max S c h i l l i n g s . Drei Masken Verlag, 
1 9 2 1 , 5 5 . 
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are Francesco's words when he r e v e a l s to P i e t r o Leonardo's p o r t r a i t of h i s 

wife. The Laienbruder•s f i n a l outburst repeats these h i s t o r i c a l comparisons 

before the opera c l o s e s as i t began, q u i e t l y , i n the key of E f l a t , with the 

love motif (Ex. 25) giving way to Ex. 2h and then to the o r i g i n a l 'enigma' 

theme i t s e l f (Ex. 23) with i t s prominent Et> - A\\ - D̂  - Bb sequence. 

I l l 

T e c h n i c a l l y speaking, these four neo-Roinantic 'Renaissance' operas 

have i n common a large orchestra, a vocal sound conditioned by the soprano, 

tenor and baritone of the protagonists, a r e l i a n c e on l e i t m o t i v i c s t r u c t u r e , 

and the important musical r o l e given to the V o r s p i e l . which i n each case 

s e t s out much of the musical m a t e r i a l . Schreker's Die Gezeichneten. 

composed i n 1913-15, but not performed u n t i l A p r i l 1918, has by f a r the 

most elaborate and impressive Vorspiel of the time, which encapsulates the 

opera i t s e l f . Composed f i r s t of a l l , i t i s simultaneously embryo and 

d i s t i l l a t i o n . Schreker's background i s e x t e n s i v e l y discussed i n Part 3: at 

t h i s stage i t i s only necessary to r e l a t e the composition of Die Gezeichneten 

to h i s l a t e r Vienna years, immediately following the delayed but acclaimed 

f i r s t performance i n Frankfurt of Per feme Klang. always t h e r e a f t e r (1912) 

the archetypal Schreker opera. I n 1911 he had w r i t t e n a scenario on Poe's 
33 

Masque of the Red Death e n t i t l e d Per rote Tod, never a c t u a l l y s et to music. 

Set i n the middle ages, t h i s text i s c l o s e l y r e l a t e d to Die Gezeichneten i n 

i t s c r o s s i n g of rapturous, crowded, f e s t i v e b r i l l i a n c e with a sense of 

impending d i s a s t e r . Poe's only named character i s Prince Prospero, but 

Schreker p r e s c r i b e s a large assembly of f i g u r e s , including P r i n z e s s i n Maria 

and Graf H e i n r i c h F a r r a r , whose n u p t i a l f e a s t t h i s i s , the dancer Lora and 

the fool Golu. The 'rote Maske' who brings the f e a s t i n g to a grim and abrupt 

end i s designated a s i l e n t r o l e . 
33. UE, 1912. Prugulin's 3 v o l . t r . of Poe (1853) was followed i n 1901-4 

by H. and A. Moeller v. den Bruck's 10 v o l . e d i t i o n . 
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Throughout h i s l i f e , Schreker paid the g r e a t e s t a t t e n t i o n to s c e n i c 

e f f e c t s , to the v i s u a l , atmospheric aspect of h i s works. From the d e t a i l e d 

s e t t i n g of F r i t z ' s study (Per feme Klang. Act 3 ) to the equally d e t a i l e d 

tableaux, devised i n conjunction with Caspar Neher f o r the i l l - f a t e d 

Schmied von Gent of 1 9 3 2 , the * sound-obsessed'composer drew h i s i n s p i r a t i o n 

from the thing seen as w e l l as the thing heard. Per Rote Tod shows t h i s 

from the outset. Prospero's c a s t l e has 

Eine F l u c h t e r l e u c h t e t e r S a l e . Grosste Pracht. Jeder der Sale i s t i n 

einem andern Farbenton gehalten, und die Beleuchtung stimmt mit diesem 

uberein. Man s i c h t einen grunen, weissen, l i c h t - u n d t i e f b l a u e n , v i o l e t t e n 

Saal und Lichtschimmer aus angrenzenden Gemachern. In dent zunachst gelegenen 
M 35 

Saal r e c h t s , eine machtige Uhr i n schwarzem Ebenholzgehause. 
At the close (Scene 1 7 ) the h a l l ' f i l l I t s i c h mit Masken i n phantastischen 

ii 
Kostumen. Uber dem Ganzen l i e g t eine F l u t von einem seltsamen, gelbrosigem 

L i c h t . ' I n each of these d e s c r i p t i o n s , the sensual, heady awareness of 
36 

colour seems v i r t u a l l y to submerge the objects and surroundings. 

Der rote Tod remained only a p r o j e c t . Pie Gezeichneten. however, was 

from the beginning Schreker's own idea, on a much l a r g e r s c a l e than the Poe 

sketch, and with the ' f e s t a l ' aspects t r a n s f e r r e d to the I t a l i a n High 

Renaissance, more s p e c i f i c a l l y that of sixteenth-century Genoa. This f u l l -

length, three-act opera was s i n g l e d out as 'beyond question h i s best work' by 
37 

the sharply c r i t i c a l T. W. Adorno and gained the admiration of, among others, 
38 39 Winfried Z i l l i g and Mosco Carner. Paul Bekker regarded t h i s opera with 

Jh. The success of Per Geburtstag der I n f a n t i n i n the 1908 Wiener Sezession 
was not l o s t on Heinrich K r a l i k , who l a t e r noted that the 'Klangvision' 
at the root of Schreker's s t y l e was t s u s c e p t i b l e of many c o l o u r i s t i c and 
p a i n t e r l y a s s o c i a t i o n s . 'Es i s t a l s o e i n hochst s i n n v o l l e r , Z u f a l l 
gewesen', he s a i d , 'dass j u s t eine 'Kunstschau', eine Veranstaltung von 
Malern, von K o l o r i s t e n , diesen farbentrunkenen Musiker seine s p e c i f i s c h e 
Berufung gewahr werden l i e s s ' . Aub., 193**, 7 4 . 

3 5 . Textbuch, 5 . 

3 6 . Other instances are the changing colours at the c l o s e of Pas Spielwerk 
and I r r e l o h e . Cf. a l s o S c r i a b i n , Schoenberg and Korngold's Violanta. 

3 7 . Quasi una f a n t a s i a . Suhrkamp, Frankfurt, 1 9 6 3 ; 1 9 5 . 

3 8 . Von Wagner b i s S t r a u s s . Nymphenburger Vlg, Miinchen, 1 9 6 6 , 159 f . 
3 9 . The L i s t e n e r . 28 Jan, 1 9 6 5 , 1 6 4 . 
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a f f e c t i o n , and produced i t at K a s s e l i n 1926. He was e s p e c i a l l y drawn to 

the t h i r d a c t , i n which the p a r a d i s a l i s l a n d becomes the s e t t i n g f o r an 

elaborate Renaissance ' T r i o n f o 1 . Bekker spoke of Act 3's episodic s t r u c t u r e 

(and that of Der ferne Klang's Act 2) as a r e v e r s i o n to the older, pre-

Wagnerian opera. ' I n beiden F a l l e n ' , he argued 'ein szenischer Vorwurf v o l l 

spannender, die Phantasie i n s Ungemessene, wilde treibender farbenreicher 

Erscheinungen. I n beiden F a l l e n k i i n s t l e r i s c h e Bandigung, durch eine starke 
40 

i n grossen Gliederungen aufbauende ar c h i t e k t o n i s c h e Kunst 1. 

A love of I t a l y and the Mediterranean, and the deli g h t i n public 

f e s t i v i t y which the composer never l o s t were here drawn together i n a form 

which had l i t t l e to do with h i s t o r y as such, but much to do with the 

Jug e n d s t i l mythology of the Renaissance, with what has been c a l l e d the 

'asthetische Immoralisinus 1 or 'a e s t h e t i c paganism' promulgated most famously 
41 

long before by J . J . Heinse. The myths of beauty and strength, of 

unbridled s e n s u a l i t y and the almost magic power of a r t and the a r t i s t are 

here e x p l i c i t l y and i n abundance. They carry that 'tragedy of an ugly man' 

which Zemlinsky, himself a dwarfish f i g u r e , had asked Schreker to prepare 
f o r him. Though Zemlinsky agreed on request to surrender the text to 

42 

Schreker, he did not abandon the idea, and subsequently composed the one-

act Der Zwerg (see Ch. 6) on the same subject as Schreker's own 1908 

pantomime Per Geburtstag der I n f a n t i n . This work was the almost inescapable 

progenitor of Die Gezeichneten. which may be regarded as an imaginative 

enlargement and rec o n s t r u c t i o n of the theme i n Wilde's story. Of the many 

resemblances, perhaps the most s t r i k i n g and poignant i s that between the 

dwarf's dreadful s e l f - d i s c o v e r y i n the Inf a n t a ' s mirror, and Alviano's 

confession to C a r l o t t a : 

Mir - mir - der s i c l i / s e l b s t h a s s t , der s i c h / f l i e h t , der aus 
43 

den/ Rauiuen, die e r bewohnt - /die Spiegel verbannt.' 
40. G. S., I l l , 74. See also App. C. 
41. Walther Brecht's Heinse und der a s t h e t i s c h e Immoralismus had been 

published i n 1911. 
42. Aub., 1920, 548. Schreker does not name h i s 'colleague i n Apollo*. 
43. A t e l i e r scene. Textbuch, 45. 
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Alviano's i s l a n d 'Elysium 1, off Genoa, and h i s palace i n the c i t y are 

l i n k e d l e s s with that other Prospero's philosophic 'Zauberinsel' i n The 

Tempest than with Poe's g l i t t e r i n g v i s i o n . S t i l l f u r t h e r , t h i s s e l f -

generated 'Utopia' has antecedents i n T i t i a n ' s Bacc^male The Andrians i n the 

Madrid Prado, i t s e l f derived from P h i l o s t r a t u s • second century A.D. 
44 

d e s c r i p t i o n s of the i s l a n d of Andros, and s t i l l more, perhaps, i n Rubens' 

copy, now i n Stockholm. Heinse's novel Ardinghello (1787) had most c l e a r l y 

embodied t h i s conception of an e l y s i a n 'Utopia', though i n Ardinghello's 

case, a Greek i s l a n d , as against the Renaissance I t a l y of h i s e a r l i e r l i f e 

was chosen as the l o c a t i o n f o r h i s 'visionary* s t a t e , h i s 'gluckliche I n s e l ' . 

As Mona L i s a i s populated l a r g e l y by the Flo r e n t i n e n o b i l i t y , so the 

high-born Genoese form the personnel of Die Gezeichneten. The wealthy 

Alviano Salvago i s 'Korperlich m i s g e s t a l t e t , verwachsen, h a s s l i c h e n A n t l i z t e s 

but despite, or because of t h i s i s f i l l e d with dreams and v i s i o n s of beauty, 

of which 'Elysium' i s the outward symbol. He l a t e r remarkes of the i s l a n d ' s 
46 

beauty: 'Die Ku n s t l e r wirkten. I c h gab nur die Sehnsucht'. By contrast, 

Graf V i t e l o z z o Tamare i s the embodiment of the Renaissance 'Kraftmensch', 

at l e a s t i n p h y s i c a l impressiveness, sexual prowess and i n h i s view of 

himself as an enemy of darkness. A d i r e c t l i t e r a r y descendant of Heinse's 

Ardinghello, Tamare i s 'die h e r r l i c h s t e und zugleich die unbandigste und 
47 

r u c k s i c h t l o s e s t e Verkorperung brennendenLebensdranges'. I n t h i s sense, he 
44. Cf. F r i t z S a x l : 'A Humanist Dreamland' (Washington, 1945), i n Lectures. 

Warburg I n s t i t u t e , 1957, 215-227. The e s s e n t i a l l y non-mythological 
Watteau Fete galante i s more remote i n f e e l i n g from Die Gezeichneten. 
since Schreker s t r e s s e d the presence of a n t i q u i t y i n the Maskenzug. 
This co n t r a d i c t s the view of Adorno ( l o c . c i t . , 192) r e l a t i n g 
Alviano's i s l a n d to Debussy's ' L ' I s l e joyeuse'. Cf. the comparison 
of Hofmannsthal and Bocklin by E. Sulber Gebing (1905) and C a r l 
B l e i b t r e u (1912) e s p e c i a l l y Bocklin's Toteninseln. (1880-83) and 
G e f i l d der S e l i g e n (1878). Wunberg, 118, 239. The ' h o r t i c u l t u r a l -
a e s t h e t i c ' Utopia of F r e i h e r r von Risach's Biedermeier Rosenhaus i n 
S t i f t e r ' s Nachsommer (1857) i s perhaps the most di s t i n g u i s h e d 19th 
century l i t e r a r y antecedent of Schreker's 'Elysium'. 

45. Walter Gmeindl. Die Gezeichneten: Thematische Analyse. UV, 1922, 
3-4. 

46. Textbuch, 56 ( I I I , V ). 
47. Graeindl, 4. 



represents an aspect of 'heroic v i t a l i s m ' , a l i n k with e a r l y 20th century 
48 ideas of the ' l i f e f o rce' as a constructive enemy of bourgeois convention. 

In conversation with the unpopular Genoese overlord, Herzog Antoniotto Adorno, 

he j u s t i f i e s h i s t o t a l l y h e donistic stance: 

Es gibt Menschen, Herzog,/die sehen nur L i c h t -

und/ das Dunkel i s t ihnen fremd./Solch e i n e r war i c h . 

Das Leben/schien mir e i n Born des Preude,/aus dem i c h 

trank mit durstigen/Zugen; sorglos, ohn' Besinnen. (Textb., 31) 

The weakness of Tamare's c h a r a c t e r i s a t i o n , however, l i e s i n h i s one-

dimensional p e r s o n a l i t y . His demise (and the agony of Alviano) would perhaps 

be more inv o l v i n g i f h i s s t a t u r e were more t r u l y heroic, h i s e f f e c t on 

C a r l o t t a l e s s purely p h y s i c a l . 

C a r l o t t a , daughter of the Genoese Podesta Lodovico Nardi i s the 

embodiment of the educated Renaissance woman discussed at length by 
49 

Burckhardt. An a r t i s t of s i n g u l a r t a l e n t , who has studied at Antwerp, she 

d i f f e r s from Schreker's other female c r e a t i o n s i n that she i s not c h a r a c t e r i s e d 

s o l e l y or even b a s i c a l l y through sexual trauma and dependence. Indeed, before 

warning Tamare against p u r s u i t of C a r l o t t a , Herzog Adorno acknowledges her 

s k i l l with the remark: 'Ein grosser Maler nannte mir einmal ihren Nainen, a l s 

den e i n e r s e l t n e n Begabung'.^ She i s a l s o consumptive (and thus one of the 

'marked' or 'doomed' ones of the t i t l e ) So that a f t e r her seduction by 

Tamare i n one of Alviano's i s l a n d grottoes, her c o l l a p s e and death from shock 

at Taniare's own death by Alviano's enraged hand seems, l i k e Alviano's f i n a l 

madness, the only proper f u l f i l m e n t of such a nature. 

A l l z u herbe gezeichnet vom S c h i c k s a l warst du 

flugellahm, u n f r e i , verzagt. 

observes Tamare to Alviano i n the c l o s i n g scene, s h o r t l y before the f a t a l blow. 
48. E r i c Bentley: A Century of Hero-Worship. J . B. L i p p i n c o t t , N.Y., 

1944, 258, Cf. a l s o W. Oehlmann i n Franz Schreker. L a f i t e , Vienna, 
1970, 72. 

49. Kultur der Renaissance. Part V. Middlemore's t r a n s l a t i o n , 203-6. 
C a r l o t t a a l s o possesses (probably a c c i d e n t a l l y ) something of F r . 
Schlegel's Greek womanly i d e a l Diotima. 

50. Textbuch, 33-34. 
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He has j u s t boasted to Alviano that C a r l o t t a was h i s from t h e i r f i r s t 

meeting, and echoes Paolo V a l v i ' s words e a r l y i n Act 1, which might form 

the opera's motto: 'Die Schonheit s e i Beute des Starken'. 

Dramatically, Die Gezeichneten has a cumulative e f f e c t i v e n e s s a l l the 

greater for i t s heavy dependence on the music. Two instances w i l l i l l u s t r a t e 

t h i s ; i n both cases the words would be almost i n t o l e r a b l e without the music. 

Ex. 40 comes from Act 1, Scene 4, and i t s acidulous chromaticism conveys 

C a r l o t t a ' s candidly sensual response to Tamare (a necessary movement i n 

t h e i r encounter) as words alone could not. S i m i l a r l y Alviano's threat to 

Tamare i n the grotto scene (Act 3, Sc. 20) might be almost comic were i t not 

for the dreamlike i n t e n s i t y of the o r c h e s t r a l s t r i n g s ' harmonic background, 
51 

(Ex. 4 1 ) . The c r i t i c of the K a s s e l e r V o l k s b l a t t . admiring Bekker's 

production commented on t h i s fundamental q u a l i t y : 

Seine Musik hat immer etwas Elementares, ursprunglich empfundenes, 

nie etwas Gequaltes, das miihsam den Sinn des Wortes zu a l l e g o r i s i e r e n , 

ihn miihsam zu umschreiben sucht, sondern beides, Wort und Ton, wirken so 

k r a f t v o l l ineinander, dass es schwer zu sagen i s t , ob d i e s e s oder jenes 
* ,. 52 zuerst da war. 

53 

Schreker had v i r t u a l l y s a i d as much i n h i s 1919 a r t i c l e , besides 

saying that he composed without plan, and denying h i s t e x t s any purely 

• l i t e r a r y ' q u a l i t y . Even when one allows for the avoidance of value-

judgment i n t h i s remark, i t i s simply impossible to compare them as l i t e r a t u r e 

with the Hofmannsthal l i b r e t t i . Poles apart from the poet's ultra-refined 

c u l t i v a t i o n and minutely c r i t i c a l mind, Schreker undoubtedly s u f f e r e d from 

the fragmented education of h i s adolescence, remaining a quiet man t h e r e a f t e r ; 

he was, i n Alma Mahler's words 'eine merkwiirdige Mischung von G e i s t und 

K o n s t i t u t i o n e l l e r Unbildung'. He never developed a sure l i t e r a r y t a s t e , 
51. The E-Bb/G#-D harmony here opens S c r i a b i n ' s Vers l a flamine, op. 72 (1914) 

Transposed instances occur i n Ravel's Valses nobles et sentimentales. 
V I I I , bar 13f. (1911) and the f i n a l chord of Berg's Der Wein (1929). 

52. Anb., 1927, 269. 
53. Meine musikdramatische Idee. Anb., 1919, 6. 
54. Alma Mahler Werfel: Mein Leben. S. F i s c h e r , Frankfurt, 1960, 52. 



93 

and h i s t e x t s , including that of Die Gezeichneten undoubtedly s u f f e r from 

mannerisms, naivetes and b a t h e t i c i n f e l i c i t i e s , i n e v i t a b l e i n view of the 

speed with which they were w r i t t e n - they always stemmed from a v i s u a l r a t h e r 

than a l i t e r a r y idea - and the general lack of l a t e r r e v i s i o n . These defects 
55 

were noted from the outset both by detractors l i k e Hofmannsthal and 
56 

admirers of h i s music l i k e Robert P r e c h t l . Even Bekker, whose e a r l y 

encomiastic reviews had ignored the verbal shortcomings - at t h i s period he viewed with some disapproval texts with a markedly l i t e r a r y flavour, such 

e> 
58 

57 
as those of P a l e s t r i n a or Die Frau ohne Schatten - l a t e r expressed 
disappointment at h i s old f r i e n d ' s l a c k of s e l f - c r i t i c i s m . 

The comment ' i c h schreibe p l a n l o s ' i s simply a d e s c r i p t i o n of h i s 

i n s p i r a t i o n a l mode of working, seized, as i t were, by the dramatic idea. I t 

does not co n t r a d i c t or i n v a l i d a t e the considerable s t r u c t u r a l , dramatic 

q u a l i t i e s of Schreker's operas, a l l of which are well-wrought pieces of 

th e a t r e . Die Gezeichneten i s no exception; each su c c e s s i v e scene maintains 

i t s unity of idea, and vigorous forward impulse: 

Act 1. Alviano's g i f t of the i s l a n d 'Elysium' to the people 

of Genoa. The Genoese n o b i l i t y d i s c u s s t h i s eagerly, 

against the background of high-born Genoese g i r l s ' 

disappearance from t h e i r homes. The Pietro-Martuccia 

quarrel episode heightens the tension. C a r l o t t a meets 

Alviano and, l a t e r , Tamare. She agrees to paint Alviano's 

p o r t r a i t . 

Act 2. Adorno questions the g i f t of 'Elysium' and warns Tamare 

against h i s p u r s u i t of C a r l o t t a . The A t e l i e r s z e n e . i n 

which C a r l o t t a paints Alviano's p o r t r a i t . Alviano's 

passion i s gradually and j o y f u l l y aroused. 

Act 3. The i s l a n d 'Elysium'. Trionfo and Bacchanale. P u b l i c 

55. Corr., 507. 
56. Opern-Tod: Offener B r i e f an Franz Schreker. i n Melos. 1921, 51-6. 
57. G.S., I I , 270 f f . and 118 f f . 
58. BZM, 71. See a l s o Appendix C. 
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r e j o i c i n g : p r a i s e f o r Alviano, 'der Freudenbringer•. 

Sudden i n t e r r u p t i o n by the Capitaneo d i G i u s t i z i a 

accusing Alviano of abducting young g i r l s and 

deceiving the people of Genoa. (The r e a l c u l p r i t i s 

R i t t e r Menaldo, lover of Ginevra S c o t t i ) . Offstage, 

Tamare seduces C a r l o t t a and appears, boasting of h i s 

success. Alviano stabs Tamare; C a r l o t t a emerges, and 

dies of g r i e f . Alviano l o s e s h i s w i t s . 

As t h i s b r i e f summary i n d i c a t e s , Die Gezeichneten presents the personae 

and tensions of i t s protagonists against the r i c h , powerfully suggestive 

background of Renaissance Genoa, with i t s strong sense of c i v i c i d e n t i t y . 

The Vorspiel i s e n t i r e l y concerned with the f i r s t , while the second i s 

developed i n the a c t i o n . Exx. 43 to 48 present the main thematic m a t e r i a l 

of the V o r s p i e l . headed by the 'undeutliches, verschwommenes £ummen, Schwirren, 
59 

G l i t z e r n * of the nebulous D major/B f l a t minor opening, f i g u r i n g piano, 

c e l e s t e , harps and v i o l i n s . The D major t o n a l i t y i s emphasised by the 

melodic figure (Ex. 43) marked 'sehr ausdruckvoll' and i t s continuation, with 

the important upward 7th leap (Ex. 4 4 ) . Together they represent Alviano's 

obsessive yearning for f u l f i l m e n t i n beauty. C a r l o t t a the a r t i s t appears 

i n Exx. 45 and 46, f e s t a l themes associated a l s o with the Maskenzug l a t e i n 

Act 3.^° Marked c h a r a c t e r i s t i c a l l y 'mit b r u t a l e r Leidenschaft', Tamare's 

energy and 'heroism 1 are symbolised i n the I t a l i a n a t e D major theme of Ex. 47. 

This theme, Schreker's daughter has suggested, may account for the emphasis 

given by J u l i u s Kapp to Tamare as the archetypal Schreker f i g u r e , whereas, 

she points out, not only i s he the v i c t i m of h i s a c t i o n s , but he i s unique 

among the major f i g u r e s of Schreker's operas i n being e n t i r e l y at the mercy 

of h i s s e x u a l i t y . ^ So, admittedly, are most of the other Genoese a r i s t o c r a c y 
59. Schreker's d e s c r i p t i o n i n the autograph score. 
60. Though Debussy i s not generally an influence i n t h i s work, Grout's 

point about the Nocturnes ap p l i e s here, where t r a c e s of Fetes can be 
heard, and i n Ex. 33, which owes a l i t t l e to S i r e n e s . The c l o s i n g idea 
of the V o r s p i e l i n Der Schatzgraber i s not u n l i k e Ex. 22. A Short 
History of Opera. Norton, 1965 ed., 507. 

61. J u l i u s Kapp: Franz Schreker: Per Mann u.s. Werk. Drei Masken Verlag, 
Munich, 1921, ToTI Also HSB, i y - 2 U . 
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i n the opera, though t h e i r r o l e i s e s s e n t i a l l y supportive to t h e i r 
acknowledged charismatic leader. 

The p u b l i c aspects of Die Gezeichneten are also important i n sustaining 

the opera's dramatic momentum. Three f i g u r e s are p a r t i c u l a r l y s i g n i f i c a n t 

here. Ex. 49 w i t h i t s thrice-repeated E octave on the horns opens Act 1, and 

d i r e c t l y l i n k s Alvia.no's inner d i s q u i e t and decision to give the i s l a n d to 

the c i t y w i t h the idea of c i v i c j u s t i c e l a t e r to emerge i n Act 3 . The E 

f l a t f i g u r e of Ex. 50 opens Scene 4, and indicates pomp and ceremonial as 

the Podesta, his w i f e , daughter and other senators enter Alviano's palace 

from one side as Alviano and h i s lawyer emerge from the other. A f u r t h e r 

f i g u r e (Ex. 54) appears f o r the f i r s t time e a r l y i n Act 3, i t s lean 

aggression connected w i t h the imminent events, and the fears of Alviano. 

Though Tamare's theme reappears i n other keys, and i n the minor mode, 

and i s given ensemble treatment early i n Act 3, i t s musical nature does not 

change. Alviano's f i r s t , f a l l i n g m o t i f (Ex. 43) i s , however l a t e r harmonised 

as Ex. 51, running s t r a i g h t i n t o Ex. 48, Carlotta's D major m o t i f of Ex. 46 

transformed i n t o a slow, languid theme over an arpeggiated accompaniment. 

These two instances of Schreker's musical technique, wordlessly associating 

Alviano's yearning w i t h Carlotta's p o t e n t i a l f o r surrender, are excellent 

i l l u s t r a t i o n s of what the composer (and Bekker) meant when they spoke of the 

instantaneous musico-dramatic idea. The delicacy of scoring and harmonic 

plangency of the A t e l i e r scene i n Act 2 are f u r t h e r instances of t h i s . Ex. 50 

i s the opening idea, depicting C a r l o t t a working at her easel, Ex. 51 the 

descending,sweetly chromatic m o t i f at the point where she i s describing a 

p i c t u r e of a single hand 'pale and limp l i k e t h a t of a corpse' painted by an 

Antwerp fellow-student. Even the famous Act 3 ensemble 'Ah welche Nacht* 

(Ex. 55) combines w i t h the e a r l i e r admiring whispers of townsfolk to produce 

a mood of communal hypnosis. I t i s the j u s t i f i c a t i o n f o r the elaborate 

scene-setting at the act's opening, Schreker's unabashed response to the 

Mediterranean at dusk; the f o l l o w i n g i s an abbreviated t r a n s l a t i o n : 

The o u t l i n e s of Genoa i n the background. The m i r r o r - l i k e sea glowing i n 

the evening l i g h t . A rocky height i s v i s i b l e , w i t h a path leading upwards to 

http://Alvia.no


96 

an arbour concealed by a t h i c k rose hedge. Flowers and plants of many 

colours, f a n t a s t i c forms and marble groups, depicti n g e r o t i c scenes from 

Greek mythology. Fountains are playing, and fauns are v i s i b l e . Groups of 

naiads f l o a t through the glade, and a t r a i n of bacchantes rushes n o i s i l y 

across. Everyone f a l l s s i l e n t as the Angelus rings from the c i t y . The 

people kneel and uncover t h e i r heads. I t grows darker. A dark red shaft of 

l i g h t shines from the c i t y , and the sea i s covered w i t h points of l i g h t -

v i s i t o r s to the f e s t i v i t i e s approaching i n small c r a f t . Fauns and naiads 

gambol, the baccknte t r a i n goes by again, and the f i r s t c i t i z e n s a r r i v e . 

I t i s evening. A faun blows his f l u t e , the Angelus sounds, and the c i t i z e n s 

kneel. (Soon afterwards, before Tamare's voice (Ex. 47 , wordless) i s heard 

offstage, the scene grows as b r i g h t as day.) 

I t i s not u n t i l Scene 15 t h a t the Trionfo occurs, providing an e s s e n t i a l 

t h e a t r i c a l s e t t i n g f o r Tamare•s seduction of C a r l o t t a , as Exx. 45-47 from 

the Vorspiel are r e c a p i t u l a t e d : Scene 15 's str u c t u r e i s d e t a i l e d i n the 

score as f o l l o w s , w i t h the sections of the Maskenzug numbered: 

A huge, grotesque masked procession, a l l e g o r i c a l l y d i s p l a y i n g 

the u n i t y of ancient times w i t h the Renaissance. Fauns blow a 

fanfare on t h e i r f l u t e s . (Ex. 45) 

1. Heralds i n the s t y l e of the time. 

2. Fauns; an imposing v i s i o n of an a r t i s t and his Egeria. 

3 . Heralds, w i t h groups of a r t i s t i c displays. 

4 . Slow procession of Apollo i n his sun c h a r i o t , the symbol 

of glo r y (Ex. 46) l i g h t shines on him so t h a t he gleams 

and grows lar g e r on approach. I n h i s t r a i n , muses and 

famous Renaissance a r t i s t s . An a r t i s t rushes forward 

and kneels at Apollo's c h a r i o t . Apollo raises him up on 

to the c h a r i o t , where he i s crowned by the muses. His 

abandoned Egeria v a i n l y holds out her arms to him. The 

fauns move o f f , followed by the c h a r i o t . 

5. Entry of Venus, w i t h gleaming t r a i n . Figures from the 
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62 1001 Nights, Marchen; Naiads, nobles, boys and g i r l s . 

6. A Bacchante t r a i n - ' w i l d , zuggellos, i n krasser R e a l i s t i k zu 
inszenieren'. C a r l o t t a i n i t s midst, w i t h a masked nobleman, 
Tamare, at her side. Cry: 'Evoe Bacche'. (Ex. 47). The 
Count seizes C a r l o t t a passionately and kisses her. They 
climb the rock. Behind the rose-hedge an intense blue l i g h t 
begins to appear. The love duet ends: 

Di r entgegen, du Susser 

Kurz i s t die Nacht 

und der Morgen nah. 

IV 

Schreker had to wait u n t i l A p r i l 1918 to see Die Gezeichneten produced. 

I t s enthusiastic reception was, years l a t e r , described as possibly the peak 

of the composer's c a r e e r . ^ Two f u l l years before t h i s , Korngold's Violanta 

was performed alongside his Der Ring des Polykrates at Munich. I t i s the 

work of t h i s period which most closely embodies the 'Venice legend' which 

had f o r some time been a feature of German l i t e r a t u r e . There i s l i t t l e 

doubt t h a t the young Korngold was drawn to the one-act form by the powerful 

example of Salome and E l e k t r a . whose influence i s manifest. At the same time, 

he includes no fewer than three tenors (Alfonso, Matteo and Bracca) to 

Trovai's bass-baritone. Much of the admiration which greeted i t i n e v i t a b l y 

sprang from the f a c t t h a t i t i s , by any standards, an amazing work f o r a 17 

year-old. 'Wo im Polykrates a l l e s i n heiteren Himmelblau glanzte', wrote 

Richard Hoffmann, 'gluhte die Violanta i n nachtlichem Purpur ent f e s s e l t e 

Gewalten, lei d e n s c h a f t l i c h e s Begehren .... Tod und Verderben b r e i t e s 
64 

a l fresco i n Tinten von Bocklinischer S a t t h e i t ' . I n an a r t i c l e to mark 

62. Schreker's e r r o r ; see Ch. 2, page 24. 
63. K a r l H o l l : Franz Schreker obituary. A u f t . , 1934, 83-87. 
64. Erich Wolfgang Korngold C. Stephenson, Vienna, 1922, 72. Cf. Acts 

2 and 3 of Der feme Klang. 
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Korngold's t h i r t i e t h birthday i n 1927, Richard Specht admired Violanta as a 
65 

work of genius, his best to date. Hans Muller's t e x t owes something to 

the 'sensual' view of Venice i n Hofmannsthal, Sc h n i t z l e r and Act 2 of 

Per ferne Klang. as w e l l as Paul Heyse, who i n his novel Andrea D e l f i n (1859) 

and one-act play Frau Lukrezia (1884) presented the c i t y as a scene of 

violence and revenge.^ Hints of Venice as *im e i g e n t l i c h s t e n und 
67 

umfanglichsten Sinne e i n grosses Kunstwerk' occur i n the ostentatious 

wealth of the merchant Simone Trovai, and the presence of the pa i n t e r 

Giovanni Bracca, as w e l l as the dep i c t i o n of the c i t y at c a r n i v a l time. As 
68 

i n Mona Lisa, i n f a c t , the c a r n i v a l provides a backcloth f o r the a c t i o n . 

Violanta i s i n seven scenes, each w i t h a f o c a l point of i n t e r e s t , prefaced 

by a short, slow Vorspiel containing the chief motifs of Viol a n t a and Alfonso 

Ex. 56, w i t h i t s E-B f l a t t r i t o n e , augmented B f l a t t r i a d and superimposed 

high C sharp symbolises V i o l a n t a 1 s ' R a t s e l h a f t i g k e i t ' , while the f a l l i n g 

f i g u r e i n Ex. 57 suggests the awakening of her fee l i n g s f o r Alfonso. Ex. 58 

(piano, harp and mandoline prominent i n the scoring) extends t h i s i n t o the 

Venetian ambience, combining sensuality (A major) w i t h danger and m y s t e r y ^ 
(E - A t r i t o n e ) . Alfonso's m o t i f (Ex. 59) r e c a l l s Jochanaan's two opening 

70 
ideas i n Salome respectively i n key (C) and rhythmic contour. 

The opera's seven scenes are as fo l l o w s : 

I Simone Trovai's house on the Giudecca Canal. I t i s c a r n i v a l 

time. (Carnival idea, Ex. 60) The chorus sings 'Hente i s t 
65. DM, 1927, 330. 
66. Ellmann quotes Huskin's view of medieval Venice as v i r g i n and 

Renaissance Venice as whore, i n contrast w i t h the Paterian idea of the 
Renaissance as 'the playtime of sensation', an e x p l i c i t attack on 
Ch r i s t i a n asceticism. Overtures to Salome i n Oscar Wilde: C r i t i c a l 
Essays (ed. Ellmann) Pre n t i c e - H a l l , 1969, 73 f f . Praz has made the 
point t h a t Shakespeare and Jonson r e l y l a r g e l y on Venetian background 
i n t h e i r d e p i c t i o n of I t a l y , perhaps through John F l o r i o ' s influence. 
'Venice appeared ( t o Jonson) l i k e a rei n c a r n a t i o n of the opulence and 
corr u p t i o n of the ancient world'. Cf. The Flaming Heart. P. Smith, 
Gloucester, Mess. 1966, I66f and 176f. 

67. 0. J. Bierbaum: G. W., V I I , 295. 
68. Act 3 of Die to t e Stadt (1919) also includes a c a r n i v a l , though Korngold 

had not then seen the Bruges s e t t i n g of tha t work. Luzi Komgold, Erich 
Wolfgang Korngold. L a f i t e , Vienna, 1967, 99. 

69. D. M. H a l l : The Venice Legend (op. c i t . ) 
70. del Mar, op. c i t . , Vol 1, Ch. V I I I ( a ) Exx. 6 and 14. 
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der Tanztag von Venedig'. Siraone's entry i s s i g n a l l e d by 
the b o l d l y energetic Ex. 61. Subsidiary characters are 
Matteo ( l i k e Narraboth i n Salome, he loves Violanta from a 
distance), Old Barbara (Violanta's nurse) and the g i r l Bice 
dressed as Columbine. 

I I The Simone scene. He commands them a l l to be s i l e n t and 

orders the soldier s back to t h e i r posts. Matteo begs to be 

sent away from Venice, but i s threatened w i t h execution by 

Simone, who sends f o r Violanta: 

'Lauf schnell hinab zum Hause Chigi 

V i e l l e i c h t i s t sie bei i h r e r Mutter. 1 

I I I A r r i v a l of the p a i n t e r Giovanni Bracca, described as 'h e i t e r , 

s t u t z e r h a f t * a 'Lebemann' of his time. He c r i e s : 

Auf nach San Marco! 

Ganz Venedig t r a g t Maske, 

tanzb und l a s s t sich gehn, 

selbst Ehemanner sind heut l e d i g i 

Wein! Blumen! L i c h t e r ! 

The mention of Alfonso's presence i n Venice brings back Ex. 59 

i n E major, followed at once by Ex. 62, the 'Hate' m o t i f . Violanta, 

i t emerges, hates Alfonso f o r having seduced her s i s t e r Nerina 

and led her to drown h e r s e l f . Alfonso's heroic m o t i f then appears 

i n a gloomier, re-harmonised form (Ex. 6 3 ) . Violanta's sudden 

a r r i v a l i n the doorway ( c f . Mona Lisa) f i l l s Simone w i t h emotion. 

IV The revenge plan. Violanta announces Alfonso's imminent a r r i v a l 

at the house. She portrays him as surrounded by adoring women, 

but says th a t he d i d not know who she was, assuming her to be an 

a r t i s t from the Teatro Fenice. 'Hundert tausend reine Fraun warten 

mit mir', she declares, proposing to the i n i t i a l l y h o r r i f i e d Simone 

th a t they murder Alfonso. The t r i t o n e of Ex. 56 and the 'Hate' 

motif reappear before Ex. 64, embodying her determination. Simone 

warns her: 
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Bedenk eines Konigs B l u t . 
Einst Kann er mein Herr sein 

Ahnunglos kommt er hierher. 

S i g n i f i c a n t l y , Violanta r e p l i e s 'Hass und Liebe sind Brifder im 

Herzen'. Again, Exx. 56 and 62 precede the next idea, Ex. 65, 

which i s an E major 'march* song to be used as a signal between 

thein. 

V Preparation f o r Alfonso's a r r i v a l . The Violanta-Barbara scene 

( s l i g h t l y reminiscent of Desdemona and Emilia) serves to b u i l d 
71 

up a sense of expectancy. According to J u l i u s Korngold, t h i s scene, 

which undoubtedly increases the o v e r a l l tension, was inserted on 

Erich's insistence. The o l d nurse Barbara sings a D major 

Marchen-lullaby before leaving Violanta i n darkness. I n great 

emotion, Violanta leans over the balcony and l i s t e n s . The dreamlike 

evocation of Venice i s here at i t s strongest: 

Draussen i s t e i n v o l l e r Mond aufgegangen, der 

die L u f t weich und s i l b r i g macht, sein Widerschein 

schimmert von Wasser der Lagune zuruck. Durch die 

S t i l l e k l i n g t der Schlag von Rudern, die ein Boot 

naher bringen. Jedesmal t r o p f t das Wasser im Takt 

von den Hoizero. 

Alfonso's l u t e song (Ex. 66) emerges from the humming of eight 

unseen bass voices. 'Lokke nur, lokke, buhlerischer Traum!' 

cr i e s Violanta. 

VI The main scene: Alfonso and Violanta. He i s 'jung und l e b h a f t , 

von einer p r i n z l i c h e n Grazie der Bewegungen1, and h i s f i r s t remark 

on seeing Violanta i s : 

Wie senOn seid I h r , wie h e r r l i c h schOn! 

Wie traumhaft, wie zauberisch 

dies A n t l i t z zu sehn! 

Violanta's determination gradually w i l t s as Alfonso unfolds the 
unpub. memoirs, Ch. 22, 183. 
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story of his motherless, homeless earl y years. As he ends his 
story w i t h the words: 

Ich Durstender der i c h nach Liebe brenne 

hab nie g e f u h l t , wie reine Liebe t u t 

Exx. 56 and 59 are heard together. Ex. 56 i s repeated f o r t i s s i m o 

and the Vorspiel opening i s restated i n silence, Violanta's head 

sinks, and she s o f t l y warns him to leave. A new idea (Ex. 67, 

r e a l l y a development of the 's i g n a l ' song, Ex. 65) precedes the 

r i c h B major love duet (Exx. 68 and 69) a melody p r e f i g u r i n g the 

famous 'Gluck, das mir . v e r b l i e b ' i n Die t o t e Stadt. Simone 

im p a t i e n t l y c a l l s to Violanta. 

V I I Violanta's death. As Simone rushes i n , Alfonso expresses 

amazement, Violanta dread. Simone c r i e s 'DM Dieb b r i c h s t 

du i n meine Hutte ein?' but V iolanta, stepping forward, receives 

the death-blow intended f o r Alfonso. She moves over to a couch, 

and dies w i t h the words 

S t i l l S t i l l . Hab Dank, du Strenger 

nun i s t das Weib wieder dein! 

As the c a r n i v a l music retur n s , the sound of voices f i l l s . t h e 

stage. Flowers are thrown from an upper window on to the 

balcony, and a group of masked f i g u r e s , led by Bracca, and c a r r y i n g 

torches rushes i n . A reddish glow f i l l s the stage and i s slowly 

extinguished as flowers continue to f a l l and the opera closes w i t h , 

successively, the c a r n i v a l theme ( i n the minor), Violanta's opening 

theme and the 'Hate' m o t i f . 

Among the chief influences on Muller's t e x t mentioned by Hoffmann are 
72 

Maeterlinck and Schnitzler, and i t i s easy to see why. Equally, however, 

he dismissed Wilde's fragment A f l o r e n t i n e Tragedy as 'Rhetorik', a curious 

judgment i n the l i g h t of the s e t t i n g of t h i s as a one-act opera by Korngold's 
72. R. S. Hoffmann, op. c i t . , 73 . Cf. William Archer's remark t h a t Wilde's 

Salome was 'borrowed from music .... through the mediation of 
Maeterlinck'. Qu. D. Arnold: Strauss and Wilde's Salome. MMR, 1959, 
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teacher Zemlinsky soon a f t e r the completion of Violanta. and the strong 

s i m i l a r i t i e s between the two. I f Korngold f e l t closest to Belgian Symbolism, 

Zemlinsky was c l e a r l y a t t r a c t e d by Wilde; chro n o l o g i c a l l y there i s every 

i n d i c a t i o n t h a t the boy's score led his 45 year-old teacher to compose his 

own one-act 'Renaissance' opera, t u r n i n g to Wilde's unfinished play 
73 

( c o n j e c t u r a l l y dated 1895) i n Max Meyerfeld's t r a n s l a t i o n , and s e t t i n g i t 

verbatim. 

Like Schreker, Zemlinsky had been a composition p u p i l of Robert Puchs 
74 

i n Vienna. His s t y l e derives i n i t i a l l y from Brahms and l a t e r from Wagner, 

wi t h Mahler's influence f o l l o w i n g l a t e r s t i l l , at a time when he was 

generously championing the music of h i s contemporaries, notably his most 
75 

famous p u p i l , Schoenberg. I n 1922, Korngold wrote warmly of the older 

man's compositional influence, mentioning i n p a r t i c u l a r his harmonic l o g i c , 

technique of protracted r e s o l u t i o n , leading voice method and l o g i c a l bass-
76 

l i n e construction. Zemlinsky's f i r s t opera, Sarema (1896) had been a 
77 

Russo-oriental story of passion based on a Gottschall play and e x p l o i t i n g 

a taste f o r the exotic which subsequently bore f r u i t i n the Tagore L y r i c 

Symphony and Per Kreidekreis. His best-known stage work, Kleider machen 

Leute. existed i n two versions (1910 and 1922) and, as a s e t t i n g of K e l l e r ' s 

f a m i l i a r t a l e , was Zemlinsky 1s main c o n t r i b u t i o n to the Volksoper t r a d i t i o n . 

I f Die Gezeichneten i n d i r e c t l y r e c a l l s the T i t i a n Bacchanale, Eine 
73. E. San Juan, The Art of Oscar Wilde. Princeton, 1967, 108f. Stuart 

Mason, however, dated the fragment 1893-4, which would place i t 
chronologically immediately a f t e r Salome. Bibliography of Oscar Wilde 
(1914) Bertram Rota, 1967, 464 -6 . The MS disappeared f o r years, only 
to t u r n up i n 1906, and be included i n Vol. 2 of Methuen's c o l l e c t e d 
e d i t i o n of Wilde i n 1907. Meyerfeld's t r a n s l a t i o n (19;07) followed a 
Russian one by Michael Lykiardopolous, published i n Moscow as early as 
January 1907, and a Putch version by K. H. de Raaf (Rotterdam, 1908) . 

74. Horst Weber, Zemlinsky i n Wien. 1871-1911. AMw (1971) , 79 ,8b . 
75 . Leo Schleissner; Die Aera Zemlinsky. Auft. 1925, 193-5 

Adorno described him, approvingly, as a n a t u r a l e c l e c t i c i n Quasi 
una f a n t a s i a 155 f f . 

76. Anb., 1922, 78 -9 . 
77. Rudolf G o t t s c h a l l , 1823-1909. The 'dramatic poem' was Die Rose vom 

Ka ukasus ( o r i g . E. L i t f a s s , Bin., 1852) . See also Ch. 6 n. 92. 
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78 f l o r e n t i n i s c h e Tragodie. through Wilde, also contains a reminder of the 
great Venetian, through T i t i a n ' s fresco i n the Scuola del Santo, Padua on the 
theme of the jealous husband. Zeinlinsky• s one-act opera shares w i t h Violanta 
the l i t e r a r y idea of the ' h y s t e r i c a l Renaissance', a f a s c i n a t i o n w i t h the 
I t a l i a n a t e 'revenge' theme, and an i n t e r m i t t e n t Straussian influence. Perhaps 
the most notable instance of t h i s i s the resemblance i n key and harmonic 
str u c t u r e between Ex. 71 (the love m o t i f ) and the l y r i c a l 'childhood' m o t i f 
i n E lektra. However, t h i s work d i f f e r s from the others so f a r discussed 
i n t h a t there are only three characters, the merchant Simone, his young 
wife Bianca and her lover Guido Bardi. There are n e i t h e r choruses, 
processions nor subsidiary characters, y e t the f e e l i n g of Florence i s strongly 
suggested through Simone*s i d e n t i t y as a wealthy Florentine obsessed w i t h 
business matters which occasion much t r a v e l , and Guido's p o s i t i o n as a scion, 
indeed the h e i r of the Bardi f a m i l y . Lacking as a t e x t the obviously 
'shocking'appeal of Salome. Eine f l o r e n t i n i s c h e Tragodie nevertheless 
provided Zemlinsky w i t h an opportunity to indulge his r i c h l y chromatic s t y l e 
and b r i l l i a n t powers of scoring as he did again i n 1919-20 i n s e t t i n g Per 
Zwerg. yet another Wildean 'aesthetic' source. 

79 
The single u n i f i e d a c t i o n , complete i n i t s e l f , permits what i s r e a l l y 

an undivided stage tone-poem, depicti n g the merchant's state of mind from 

hi s r e t u r n at the outset, i n s t a n t r e a l i s a t i o n of h i s wife's b e t r a y a l , and 

the gradual change of manner towards Guido from f r i e n d l y politeness to f u r i o u s 
•< 80 

r e t r i b u t i o n . The ' f e u r i g sturmend' Vorspiel opens w i t h a d a c t y l i c f i g u r e 
78. Prod. S t u t t g a r t , Jan., 1917. UE published the vocal score only i n 

1916; i t was the f i r s t Zemlinsky opera to appear from them. The 
composer took the autograph f u l l score w i t h him to the U.S.A. i n 1934 
where i t i s now i n the L i b r a r y of Congress, Washington, together w i t h 
most other Zemlinsky autographs. Cf. Weber's Werkverzeichnis i n 
AMw (1971), 91 f f . 

79. San Juan, op. c i t . , 109. Wefel singled out t h i s work and Per Zwerg 
f o r special praise i n his e n t h u s i a s t i c Anbruch a r t i c l e of 1922 
(pp. 76-7). I t was Per Zwerg which Zemlinsky chose f o r presentation 
w i t h Violanta at Prague i n 1926. A u f t . , 1926, 13«-9. 

80. W. Kemp, reviewing the 1924 Aachen production, admired Zemlinslcy's 
use of the Vorspiel to suggest Guido's and Bianca's love a f f a i r , 
which precedes Wilde's t e x t . Aub., 1924, 161-2. 



104 

and v i o l e n t harmonic clash (Ex. 70) which symbolise Simone's concealed 

strength. Like Francesco del Giocondo i n Mona Lisa he appears to be moved 

only by h i s wealth, but i s revealed as a man of love (A f l a t m o t i f , Ex. 71) 

when challenged i n his own home. A t r a n s i t i o n passage (Ex. 72) i n c l u d i n g 

the 'strength f i g u r e ( J t J ) of Ex. 70 leads to the 'langsam, trauinend' 

Ex. 73 whose l i n g e r i n g sweetness i s c a r r i e d i n t o the almost p a i n f u l sensuality 

of Ex. 74 - Guido has j u s t been kneeling before Bianca, thus heightening 

the i r o n i c moment when she r e l i e v e s Simone of h i s coat and bundle. The 

merchant quickly adopts the r o l e of c o r d i a l host, but his views on matrimony 

as a state of ownership and possession are made clear: 

Denn e i n Haus i s t ohne seinen Herrn 

ein leeres Ding, und bar der Ehr' 

ein Becher ohne Wein, ein blumenloser Garten sonnverwaist (ex. 75) 

As Guido introduces himself, Simone's reac t i o n i s not unlike the Venetian 

Trovai's to Alfonso: 

wie, der Sohn 

des Herzogs von Florenz 

des blasse Turme 

im s i l b e r g l a s t des f l i i c h t i g e n Monds 

a l l n a c h t l i c h wie Schatten 

ic h vor meinem Fenster sehe? 

Just as Francesco views h i s jewel hoard, so Simone, Renaissance dealer 

i n r i c h clothes and f a b r i c s , rhapsodises over a damask robe he has brought 

back w i t h him. The sensual images p r o l i f e r a t e : 

I s t es n i c h t weich wie Wasser, 

f e s t wie Stahl? 

Die Rosen e r s t ! Sent! 

Sind sie n i c h t schon gewoben? 

Der Rose l i e b s t e r Freund, 

die Hugelhange i n Bellosguardo 

und i n F i e s o l e ; s t r e u n solche Bluten 

n i c h t dem Schoss des Frffhlings. 
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I t i s , he declares, a State robe, 'Venedigs Werk1, at which p o i n t Exx 76 

and 77 i n D f l a t underline the sudden v i s i o n of Venetian wealth and c r a f t . 

Simone's open admiration i s here more a t r i b u t e to Venetian s k i l l than 

mere avarice. 

Der h e i l i g e Vater hat n i c h t solchen Stein 

und Indien kann ihm keine Bruder weisen, 

Die Schliesse selbst i s t von so hoher Kunst 

C e l l i n i schluf zur Augenlust 

des grossen Lorenzo Schonres n i e . 

As he o f f e r s the coat to Guido, the music (Ex. 78) w i t h the 'strength' f i g u r e 

on the horns stresses his r e a l state of mind, hinted at also i n his casual 

remark: 

Man sagt, die Hohen Danien 

schwarmcn so von Euch. 

Guido o f f e r s a hundred thousand crowns f o r the coat, and Simone cannot 

conceal his genuine astonishment. (Ex. 79) His mind, however, i s f i x e d on 

revenge, and i n the gloomy spinning song ( w i t h Bianca at the loom) he sings 

of 'ein K l e i d , getaucht im Purpur al s H i i i l e f u r ein toten Mann.' 

Before long, Bianca chides Simone openly: 

Seim Geist steht immer auf dem Marktplatz 

und sein Herz schlagt immer f u r den Preis der Wolle. 

As Simone r i s e s w e a r i l y , takes his bundle and moves to the back of the 

stage, Bianca announces: 

Ich hass i h n . Seel und Leib 

I h r bleiches Siegel hat einer S t i r n 

die Feigheit aufgepragt 

o dass der Tod ihn t r a f e , wo er steht . 

Simone hears a l l . He does not wish to hear of death (he says) except i n 

houses where marriage i s wrecked by adultery. The five-note idea ( x ) i n 

Ex. 80 i s from t h i s point onwards associated w i t h death. Despite Simone's 

en t r e a t i e s , Guido w i l l not play the l u t e ; Simone's soul i s a p r i s o n - c e l l 
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(the grey, t i g h t f i g u r e around D minor i n Ex. 81) and needs music to cure 

i t s madness. Guido i s 'content w i t h the low music of Branca's voice' (Ex. 82: 

motif from Ex. 74 on the c e l l o s , accompanied by c l a r i n e t , celeste and muted 

trumpet). Instead, Simone o f f e r s him a d r i n k , and Bianca brings the glasses. 

Siraone's sorrow as he goes i n t o the garden leaving Bianca and Guido alone, 

i s mirrored i n the dragging F minor of ex. 83. The Ex. 74 m o t i f reappears 

as Bianca declares her love u n t i l death f o r Guido, (Ex. 84) who prepared to 

depart. As Simone returns, examining h i s sword w i t h i n t e r e s t , the five-note 

idea of Ex. 80 returns (Ex. 8 5 ) . Very p o l i t e l y , Simone suggests th a t they 

compare t h e i r s k i l l s i n swordsmanship. Guido takes h i s sword and, urged on 

by Bianca, wounds Simone. Bianca binds her husband's arm, and as the B^ - Cl> 

ostinato bass changes to E t -Fb Simone throws Guido to the ground and sets 

hi s knee on his chest. The A minor t r i a d at t h i s p oint suggests Guido's 

r i s i n g fear, while Simone's now uncontrolled rage i s r e f l e c t e d i n the r i s i n g 

t r i a d s (Ex. 86) a l l above the same ostinato bass. As the death-blow f a l l s , 

Simone gives vent to a remarkable cry of v i c t o r y i n a descending semi-
81 

chromatic D minor l i n e (Ex. 87) of dark i n t e n s i t y . The comic t w i s t of the 

close i s no such t h i n g i n Zemlinsky's version, where Bianca's amazed question 

Warura hast du mir n i c h t gesagt, dass du so stark? 

(Ex. 80 i n D major) i s answered by Simone w i t h the A f l a t love m o t i f of 

Ex. 71 on harp, woodwind and celeste: 

warum hast du mir n i c h t gesagt dass du so schon! 

Bianca f a l l s on her knees before Simone (as she does not i n Wilde) and 

receives h i s k i s s . 

V 

Enough has been said to show that the Renaissance 'myth' entered 

Austro-German opera through the medium of a l i t e r a r y vogue which had reached 

i t s height more than a decade e a r l i e r . The huge casts, colour, pageantry and 

81. San Juan, op. c i t . , 109. Arthur Symons said ' I t i s meant to be a 
great climax, but i s r e a l l y only a bad epigram'. Athenaeum review, 
16 May 1908, repr. i n Oscar Wilde: the C r i t i c a l Heritage, ed. K. Beckson, 
Routledge, 1970, 295. 
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rhapsodic treatment of, say, Mona Lisa and Die Gezeichneten m i r r o r those 

of Schni.tzler• s Schleier der Beatrice and of Weigand's Renaissance 

'Dramencyclus', a t e t r a l o g y which, though published between 1901 and 1904 

was w r i t t e n between 1887 and 1898. Like the plays and f i c t i o n , the operas 

are to be seen against the background of the Nietzschean Gewaltmensch. a 

conception which, whether one c a l l s him Zarathustra or Cesare Borgia, 

exercised considerable influence on the period. They could also be r e l a t e d 

to the Renaissance conception of the passage of time, or the e x i s t e n t i a l i s t 

view of h i s t o r y , the 'being i n time 1 compared w i t h the medieval view of 

r e a l i t y as a transcendental state of continuing e t e r n i t y . I f the medieval 

world view represented o l d age, the Renaissance was seen to stand above a l l 

f o r youth, experiment, adventure and progress, and, through i t s b e l i e f i n 

the force of humanism, as d e l i b e r a t e l y s t r i v i n g to upset l o n g - f e l t c e r t a i n t i e s . 

As Nietzsche put i t : 

'Luther's Reformation bears witness to the f a c t t h a t i n h i s century 

a l l movements of the freedom of the s p i r i t were s t i l l uncertain, tender 

and y o u t h f u l . Science could not yet l i f t up i t s head. Indeed the whole 
82 

Renaissance seems l i k e an early spring which i s almost snowed under again.' 

Yet one must s t i l l ask why i t was t h a t the Renaissance proved so 

powerfully s t t r a c t i v e a t t h i s period. Two f a c t o r s seem to m i l i t a t e against 

i t as a v a l i d imaginative idea. The f i r s t i s t h a t Burckhardt himself, who 

did more than anyone to popularise the h i s t o r i c a l Renaissance, was worried 

about Nietzsche's sweeping i n t e r p r e t a t i o n , and especially about the 

Gewaltmensch. Not only had he never discussed t h i s w i t h Nietzsche but 

he confessed th a t he saw Gewaltmenschen and 'Outlaws' as F l a g e l l a Dei, and 

thought t h a t one could be 'most astonishingly mistaken about t h e i r 

82. Human, a l l too human ( t r . H. Zimraern), 41, (C & M, IV, 2, 43). 

83. He h e l p l e s s l y described Beyond Good and E v i l as ' f a r above ray poor 
old head'. L e t t e r to Nietzsche, 26.9.86, i n L e t t e r s of Jackob 
Burckhardt. s e l . , t r . & ed. A. Dru, Routledge, 1955, 211-12. 
But c f . Peter Gay on Burckhardt's use of the word Gewaltmensch i n 
Style i n H i s t o r y (1975) f o r a d i f f e r e n t viewpoint. 
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psychology'. Secondly, much of the Jugendstil l i t e r a t u r e on the theme 

of Venice, e s p e c i a l l y , which treated Venetian l i f e as a symbol of unalloyed 

sensual d e l i g h t was set not i n the Renaissance at a l l , but i n the 18th 

century, using Casanova himself as the c e n t r a l f i g u r e . Plays by Hofmannsthal, 

Schnitzler and Eulenberg f a l l i n t o t h i s category, while others (by 

Auemheimer and V o l l m o l l e r f o r instance) take Casanova away from Venice 

altogether. I t i s i n t e r e s t i n g to see the s e t t i n g of Anthes' Renaissance 

l i b r e t t o f o r Graener's opera Don Juans l e t z t e s Abenteuer (1914) described 

as 'Venedig oder soust eine Stadt, wo es Senatoren g i b t , und scheme Frauen, 

Kan ale und Gondeln d a r a u f . There i s l i t t l e doubt that the Spinel l i palace, 

and Giovanni's f r u s t r a t e d p u r s u i t of Cornelia Mantoni could be set i n any 

period, and t h a t the decorative Renaissance background could, without loss, 

be transposed to the Venice of Casanova and Canaletto. The same might be 

said of another Venetian opera, Erich Anders* one-act Venezia ( t e x t by Hans 

Ludwig) which, l i k e Violanta i s placed i n the 15th century. The f a c t t h a t 

the c e n t r a l character i s a Provencal courtesan, Helo'ise, reminds us that 

Grete i n Schreker's Der ferne Klang was also a foreign-born p r o s t i t u t e i n a 

glamourised Venice, but, f o r a l l the s i m i l a r i t y of s e t t i n g , a c t u a l l y of the 

present day. As the c u r t a i n r i s e s i n Venezia 'sicht man e i n grosses Fest 

bei der Kurt i sane Helo'ise. Die szene i s t e r f i l l I t von einem t o l l e n Gewirr 

tanzender und larmender Paare 1. The p i c t u r e i s not f a r from Act 2 of Der 

ferne Klang. What i s important here i s the image and excitement r a t h e r than 

the s t r i c t h i s t o r i c a l evocation. 

84. L e t t e r to Ludwig v. Pastor, 13.1.1893. L e t t e r s , 234-5. Konrad 
Burdach, who developed his hypothesis of the medieval o r i g i n s of 
Renaissance humanism before 1914 - he saw the r e a l Renaissance not i n 
the rediscovery of a n t i q u i t y , but i n the 'innersten Lebenskern des 
i t a l i s c h e n Volks 1 - was i n e v i t a b l y c r i t i c a l of the 'Renaissance-
mensch' concept. I t was 'die Wonne a l l e r Boheme-Naturen, als 
geschichtsphilosophisches Schlagwort hoch b e l i e b t bei den Fenilletonisten: 
die f r e i e , geniale Personlichkeit, frech f r e v e l n d i n verwegener 
Sundhaftigkeit, diezer f r i v o l e Verachter der Religion, der doch mit 
der Kirche i n ihren Dienern Frieden h a l t , w e i l er sie f u r ein 
unentbehrliches M i t t e l ansieht, die Masse durch Betrug zu<- lenken'. 
This d e s c r i p t i o n f i t t e d many Renaissance people, thought Burdach but 
not t h e i r t r u e , creative leaders. Reformation. Renaissance. Humanismus. 
G. Paetel, B e r l i n , 1918, 102. 

85. C. H. Jatho, B e r l i n , 1916. 
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The t r u t h i s that n o v e l i s t s , playwrights and opera composers were 

i n i t i a l l y a t t r a c t e d to I t a l y as an idea, a v i s i o n , a landscape before i t 

c r y s t a l l i s e d i n t o the I t a l y of the Renaissance. I t a l y had featured i n 

German l i t e r a t u r e since before Goethe's I t a l i e n i s c h e Reise and, as suggested 
86 

above, continued to influence Germans and Austrians p r e c i s e l y because of 

i t s p roximity and i t s h i s t o r i c a l and c l i m a t i c mystique. I n 1912, Worringer, 

on t h i s same p a t t e r n , suggested that Northern man's con d i t i o n of metaphysical 

anxiety was a r e s u l t of his a l i e n a t i o n from t h a t ' c l a s s i c a l serenity and 
87 

calm' which was one aspect of the I t a l i a n dream. Burckhardt had himself 

i n 1847 urged the 'heissgeliebter Suden' to welcome the (northern) stranger 

and 

E r f u l l e seine Seele ganz 
88 

Mit deinem h e i t e r n Sonnenglanz. 

With the passage of the 19th century, educated Germans became f a m i l i a r w i t h 

Ranke, and l a t e r Burckhardt, but s t i l l more w i t h the Schlegels' t r a n s l a t i o n 

of Shakespeare. As a r e s u l t , the I t a l i a n v i s i o n took on more and more the 

appearance of the Renaissance dream, a consequence f u r t h e r brought about by 

the Germanic view of the I t a l i a n c i t i e s , e s p e c i a l l y Florence and Venice, 

as e s s e n t i a l l y a r c h i t e c t u r a l creations of the High Renaissance. I n t h i s 

sense, the v i s i o n of Leonardo's Florence i n Mona Lisa, of mid - l 6 t h century 

Genoa i n Die Gezeichneten and of Cinquecento Venice i n Violanta a l l 

represent the fusion of the southern landscape - the sea or a major r i v e r 

present i n every case - w i t h an i d e a l i s e d f e e l i n g of a d i s t a n t , v i b r a n t epoch. 

As Meyer presented i t i n 1891 (describing Angela Borgia's journey on 

horseback to Ferrara alongside Alfonso d'Este and h i s professional companions) 

the • Biihne der Welt' unfolded i n 'ungewohnlicher Pracht': 

Strahlender Himmel, glanzende Trachten, o f f e n t l i c h e r Jubel, der 
st 

f e s t l i c h e Verkehr der Begiinstig«n und GlUcklichen dieser Erde, berauschende 

Musik, stolzierende Rosse, reizende Frauen, v e r l i e b t e Jiinglinge, schmeichelnde 
86. Cf. n. 15. 
87. Formproblem der Gotik. 4 t h ed., R. Piper, MUnchen, 1920, 20-1. 
88. qu. Kohn, op. c i t . , 33. Cf. also Ch. 8 w/r Leben des Orest. 
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Huldigungen, Jclopfende Pulse, die Welt, wie sie schmuckt und lachelnd ira 
89 

Spiegel besicht 1 

By the end of the 19th century, the I t a l i a n Renaissance had come to 

be conceived of as, i f not the f i r s t t r u l y secular period, then one i n 

which there had been creative tension between t r a d i t i o n a l r e l i g i o n and the 

new secular forces. Praising Raphael, f o r instance, Herbert Eulenberg saw 

him as embodying even more than h i s contemporaries 'der Geist der Renaissance, 

der J u p i t e r und Gottvater eines war, die Plato mit dergleichen Verehrung wie 
90 r 

das Evangelium l a s ' . A Buckhardtian p i c t u r e had been b u i l t up of despotic 

power (Cesare Borgia) i n t o l e r a n t puritanism (Savonarola) the e x a l t a t i o n of 

s t a t e c r a f t (Machiavelli) and of c o u r t l y e t i q u e t t e ( C a s t i g l i o n e ) alongside 

patronage on a grand scale (Lorenzo dei Medici) and a r t i s t i c genius of the 

highest order (Leonardo, Michelangelo, Raphael). 

A f t e r the landscape, the Renaissance 'myth* lays heavy stress on youth, 
91 

possibly as a r e s u l t of i t s preoccupation w i t h h i s t o r y as 'human time'. 

This features heavily i n Weigand's dramas, and again i n the l a t e r 'Renaissance 

operas. I t seems to associate the I t a l i a n Renaissance, p a r t i c u l a r l y , w i t h 

states of abnormal dramatic i n t e n s i t y and a heightened awareness of possible, 

and c o n f l i c t i n g , courses of ac t i o n . I n the Vorspiel to Casar Borgia. 

Weigand presents the 21-year-old, blonde, handsome Casar dressed as a 

Cardinal i n his Roman palace, on the evening of 14th June 1497, against a 

background of r i c h t a p e s t r i e s , a statue of the Madonna, a p o r t r a i t of Pope 
Alexander VI dating from h i s cardinalate, and an antique, armless statue 

92 

of Venus. Again, i n Savonarola, the dying Lorenzo (Wie b i t t e r , b i t t e r 

i s t das Sterben') overhears a l u t e song outside very s i m i l a r to Arrigo's 
89. C. F. Meyer: Angela Borgia. Werke. I (1924), 380-1. 
90. Schattenbilder: e i n Fibel f u r k u l t u r b e d i i r f t i g e i n Deutschland. 

B. Cassirer, 1912, 194. 
91. Cf. Joseph C h i a r i : Symbolism from Poe to Mallarme. R o c k l i f f , 

1956, 169, n. 
92. G. M i i l l e r , Munchen, 1904. W r i t t e n Summer 1897. Intended as a 

preliminary to the long play which f o l l o w s , covering the years 
1500-7. 
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(Ex. 29) i n Mona L i s a : 

Schone Jugend ohne Sorgen 

Ach, wie b a l d b i s t our entschwunden! 

Preut euch G l u c k l i c h e , der Stunden 
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Ungewiss b l e i b t s t e t s das Morgen. 

Even Savonarola, s i t t i n g alone a t a t a b l e much l a t e r ( A c t 3 ) a c r u c i f i x 

b e f o r e him, i s f o r c e d t o l o o k back on a y o u t h g l o w i n g from a f a r , r e m i n d i n g 

him o f the measureless passage o f abundant l i f e , 'des Lebens h e i s s e n 

Uberschwung. 

The 'youth' theme goes f u r t h e r . That m o t i f o f sexual j e a l o u s y which 

has been shown t o r u n through the 'Renaissance' operas i n each case concerns 

a woman s t a n d i n g between two men. One i s o l d e r and v e r y w e a l t h y , y e t 

possessed by t h a t 'sentiment o f honour' d e s c r i b e d by Burckhardt as 'the 

moral f o r c e which was t h e s t r o n g e s t b u l w a r k a g a i n s t e v i l ' and y e t 'an 
94 

e n i g m a t i c m i x t u r e o f conscience and egoism 1. The o t h e r i s younger, 

a m b i t i o u s and a c u t e l y aware o f h i s p h y s i c a l a t t r a c t i v e n e s s . The f i r s t 

c a t e g o r y even encompasses Alvia.no - a man o l d n o t so much i n years as i n 

s p i r i t u a l s u f f e r i n g caused by h i s p h y s i c a l appearance. The second i n c l u d e s 

Tamare, l i k e A l f o n s o a persuasive and unscrupulous seducer, b u t one who, f o r 

a l l t h a t , can q u i c k l y w i n the love o f such a remarkable woman as C a r l o t t a , 

j u s t as A l f o n s o q u i c k l y overcomes the s t e e l y and v e n g e f u l V i o l a n t a . I n the 

case o f Mona L i s a and Eine f l o r e n t i n i s c h e Tragodie. we are pr e s e n t e d w i t h a 

w i f e ' s d e s e r t i o n f o r a younger, more a t t r a c t i v e man as a r e s u l t o f n e g l e c t 

caused by t h e husband's e v i d e n t l y e x c l u s i v e obsession w i t h w o r l d l y w e a l t h . 

A f t e r t h e i d e a l i s e d v i s i o n o f I t a l y and the p r e o c c u p a t i o n w i t h y o u t h , a 

t h i r d s t r a n d i n the l i t e r a r y myth o f the Renaissance i s i t s c o n c e p t i o n o f the 

a r t i s t . Despite t h e resurgence o f the g r i m , a s c e t i c Savonarola as a l i t e r a r y 
95 

f i g u r e f o l l o w i n g Lenau's p l a y Savonarola: e i n Gedicht o f 1837 the fearsome 
93 . G. MOller, 1904, W r i t t e n 1887-90 and 1898. 
9 4 . CR, 224. (Middlemore). 
9 5 . Based on Hudelbacher's 1835 study and i n t e n d e d , as has l a t e l y been shown, 

as a c o u n t e r b l a s t t o Heine's H e l l e n i s t hedonism. Cf. GMOL, V, 166. 
Before they agreed on V i o l a n t a , Hans M U l l e r had a l s o proposed the s u b j e c t 
o f Savonarola t o E r i c h Korngold. Cf. J u l i u s K o rngold unpub. Memoirs. 

http://Alvia.no
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m o r a l i s t he r e p r e s e n t s i s o v e r t a k e n by the f i g u r e o f the c r e a t i v e a r t i s t , 

u s u a l l y a p a i n t e r . He i s i n c r e a s i n g l y seen as embodying the s o a r i n g 

p o t e n t i a l o f human genius, and i n s p i r i n g those p a n o p l i e s o f f e s t i v e pageantry 

i n so many Quattro and Cinquecento p i c t u r e s . Not f o r n o t h i n g was a. l a r g e l y 

f o r g o t t e n Renaissance p a i n t e r l i k e Carpaccio, who d e l i g h t e d i n j u s t t h i s 

k i n d o f b r i l l i a n t p u b l i c d i s p l a y , e x t e n s i v e l y r e v a l u e d d u r i n g the prewar 
96 

decades, a t a time when R e i n h a r d t was b u i l d i n g h i s unique t h e a t r i c a l 
r e p u t a t i o n on ' S p i e l , B i l d , Klang, G l e i c h n i s 1 and the 1 F e s t s p i e l a u f f i i h r u n g 
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i n der Arena grosse Volksmassen'. 

I t i s p e r f e c t l y t r u e t h a t o t h e r ' f e s t a l ' scenes i n Schreker's operas 

can be shown t o have no c o n n e c t i o n w i t h Renaissance pageantry. The pages' 

p r o c e s s i o n i n Das Spielwerk and the opening o f Der Schatzgraber i n the palace's 

g r e a t h a l l ( n o t t o mention the n u p t i a l f e s t i v i t i e s o f Der r o t e Tod) are o f a 

g e n e r a l i s e d medieval n a t u r e . Die Gezeichneten 1s p a r t i c u l a r i s e d Maskenzug 

must be seen n o t o n l y a l o n g s i d e these, b u t t o some e x t e n t beside the q u a s i -

f e s t a l M e d i terranean e v o c a t i o n s i n Der f e r n e Klang's second a c t , and i n the 
98 

s i m i l a r p o i n t i n the t e x t o f Die tonenden Spharen. For t h a t m a t t e r , the 

c a r n i v a l i n Korngold's Die t o t e S t a d t ( d e s p i t e the a l l u s i o n t o Robert l e 

D i a b l e ) may seem t o be q u i t e c l o s e i n t r e a t m e n t t o the F l o r e n t i n e p r o c e s s i o n 

i n Mona L i s a . Both are s p e c t a c u l a r outdoor events observed from, and 

s i l h o u e t t e d a g a i n s t a c l a u s t r o p h o b i c i n t e r i o r s e t t i n g symbolic o f p e r s o n a l 

anguish. 
9 6 . By Berenson ( 1 8 9 4 ) , V e n t u r i (1907) and o t h e r s . Cf. Von Madden's 1912 

K u n s t i e r - L e x i c o n a r t i c l e , and T. P i g n a t h ; Carpaccio. S k i r a , P a r i s , 
1958, 9 . 

97 . Heinz H e r a l d : Max R e i n h a r d t ; e i n Versuch i i b e r das We sen der inodemen 
Regie. F. Lehmann, B e r l i n , 1915i 4 1 . 

9 8 . UE, 1924. But c f . a l s o the Ferrarese wedding-feast i n Doktor Faust. 
ch. 5, I I . The atmosphere and even c e r t a i n d e t a i l s of Die Gezeichneten's 
l a s t a c t a r e , however, c l o s e t o the s e t t i n g o f Der S c h l e i e r der B e a t r i c e . 
Act 4 . This runs: 'Der Saal i s t h e l l e r l e u c h t e t : der Garten durch 
Fackeln e r h e l l t , welche u n r u h i g brennen so dass l i b e r den grossen 
wiesenplan e i n ungewisses l i c h t v e r b r e i t e t i s t and d i e Schatten der 
Baume, von denen d i e Wiese umgeben i s t , i n wechselnder Grosse erscheinen. 
Fur Augenblicke scheint„der Garten wie i n Dunkel zu v e r s i n k e n . Man 
h o r t e n t f e r n t e Musik. Uber den Rasen s i c h t man Paare g l e i t e n und 
wieder verschwinden'. 
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I t c o u l d a l s o be argued t h a t t h e r e i s i n Mona L i s a and i n the one-act 

operas o f Zeralinsky and Korngold a c o n c e n t r a t i o n on v i s i b l e commercial w e a l t h 

f i n e r y and ob.jets d 1 a r t - r a t h e r than ' a r t ' as such. L i k e Francesco d e l 

Giocondo, Bianca's and V i o l a n t a ' s husbands are merchants, w h i l e Giovanni 

Bracca, the p r o f e s s i o n a l p a i n t e r i n V i o l a n t a i s a secondary f i g u r e , l i k e the 

Wilde's p l a y a constan t d w e l l i n g on the r i c h n e s s o f m a t e r i a l s ; Simone's 

s h a r p l y e m o tional response t o Venetian robemaking technique was n o t l o s t on 

Zeralinsky, as Ex. 77 showed. E q u a l l y d e s p i t e the 'Perlen bedeuten Thranen' 

m o t i f , the h y p n o t i c e f f e c t o f j e w e l l e r y o f supreme q u a l i t y i s demonstrated 

i n Ex. 3U. J e w e l l e r y symbolism i s , o f course, present i n Salome, and s t i l l 

more i n Per Schatzgraber. but i n Mona L i s a i s i n t e n d e d , l i k e the Vene t i a n 

damask robe, t o u n d e r l i n e a s p e c i f i c a l l y Renaissance s e n s u a l i t y , n o t t o say 

s e c u l a r i t y , o r even paganism. A contemporary l i t e r a r y p a r a l l e l i s the 

opening of Paul E r n s t ' s 1912 s t o r y Per Tod des Cosimo. This shows the d y i n g 

Cosimo de'Medici, watched by Savonarola ( a g a i n ) and Fra Beato, beneath 

B o t t i c e l l i ' s B i r t h o f V e n u s w i t h ' e i n g e l e g t e Tischchen gold-und 

purpurgewebte K l e i d e r , Flaschen aus K r i s t a l l , B i l d e r , schonbemalte Kastchen, 

welche Schmuck e r h i e l t e n , eine grosse goldene K e t t e m i t p r a c h t i g e r Schaumunze, 

Bucher und, a l s Ga.be, eines armen, e i n elendes B e t t ' . * ^ * The f a s c i n a t i o n 

here l i e s i n the g l i t t e r i n g splendour o f these a r t e f a c t s , r a t h e r than i n the 

mere demonstration o f a c q u i r e d w e a l t h . 

'Pas i s t Kunst', observes the f a t h e r i n awed tones t o the c h i l d i n Act 

3 o f Pie Gezeichneten as the Maskenzug passes by. C a r l o t t a , the Flemish-

t r a i n e d a r t i s t , g a ins her s p e c i a l s i g n i f i c a n c e from the f a c t t h a t , as a 

g i f t e d p a i n t e r she m i r r o r s t h a t p a r t o f A l v i a n o ' s s o u l which i s a l s o t h a t o f 

the a r t i s t , one who loves t h i n g s o f beauty, and, l i k e Lorenzo de'Medici i n 

99. Balanced t h e r e by the mu s i c i a n Agostino Possi and the more i m p o r t a n t 
young poet F i l i p p o L o s c h i , who d i e s by p o i s o n i n g . 

100. B o t t i c e l l i , above a l l e a r l y Renaissance a r t i s t s , a t t r a c t e d E n g l i s h 
A r t Nouveau a r t i s t s l i k e Crane and Beardsley, as he had the p r e -
Rap h a e l i t e s b e f o r e them. 

101. Per Tod des Cosimo. Meyer and Jessner, B e r l i n , 1913, 2. 

cul.-ptpir J E r c o l e Manussi i n Per S c h l e i e r der B e a t r i c e . 99 Yet t h e r e i s i n 

http://Ga.be
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Florence, d i r e c t l y i n s p i r e s the c r e a t i o n o f h i s e l y s i a n i s l a n d . He 

i d e n t i f i e s h i m s e l f w i t h h i s i s l a n d and w i t h Genoa; the a r t i s t C a r l o t t a i s 

the embodiment of b o t h . A l v i a n o i s th u s , as a proxy ' a r t i s t * h i m s e l f , 

remarkably l i k e the renouncer of i n s t i n c t u a l s a t i s f a c t i o n d e s c r i b e d by Freud, 

who having consigned h i s ' e r o t i c and a m b i t i o u s wishes' t o f a n t a s y l i f e 

'... f i n d s a way o f r e t u r n from h i s w o r l d o f f a n t a s y back 

to r e a l i t y , ( i n which) men concede ( h i s f a n t a s i e s ) a j u s t i f i c a t i o n 

as v a l u a b l e r e f l e c t i o n s o f a c t u a l l i f e . Thus by a c e r t a i n p a t h , 

he a c t u a l l y becomes the hero, k i n g , c r e a t o r , f a v o u r i t e he d e s i r e d 

to be, w i t h o u t p u r s u i n g the c i r c u i t o u s p a t h o f c r e a t i n g r e a l 

a l t e r n a t i v e s i n the o u t e r w o r l d ' . 

But, as w i t h the r e a l Lorenzo de'Medici, w i t h whom he shares some 

im p o r t a n t f e a t u r e s , A l v i a n o achieves h i s proxy r o l e o f 'hero, k i n g , c r e a t o r , 

f a v o u r i t e ' by be i n g a p a t r o n . So, t o o , d i d Francesco d e l Giocondo, though 

h i s m e n t a l i t y was more c l o s e l y a t t u n e d t o the a c q u i s i t i v e m e r c a n t i l e a t t i t u d e 

o f Simone B a r d i or Simone T r a v a i , palace-owners but tradesmen i n f i n e r y 

r a t h e r than p a t r o n s . Although A l v i a n o l i v e d a t a time when a commercialised 

' a r t - m a r k e t ' had j u s t begun t o erode the o l d p a t r o n - c l i e n t system, he 

r e i n f o r c e s the p o i n t t h a t i t was n e c e s s a r i l y t h r o u g h l a r g e - s c a l e patronage 

t h a t Renaissance I t a l y c r e a t e d i t s own s e l f - p r o j e c t i o n . I t has been s t r e s s e d 

t h a t i t was n o t sim p l y a r t as r e p r e s e n t a t i o n o r i m i t a t i o n o f 'the n a t u r e o f 

c o r p o r a l l t h i n g s ' o r even ' a c t i o n s and g e s t u r e s * which r e a l l y m a t t e r e d t o 

Renaissance a r t i s t s and a r t - l o v e r s , b u t a r t as the e x p r e s s i o n o f ' d i v e r s e 
103 

a f f e c t i o n s and passions o f the mind'. Leonardo c e r t a i n l y h e l d t h i s view, 

and h i s most c e l e b r a t e d p o r t r a i t demonstrates i t : S c h i l l i n g s ' opera under

l i n e s the p o i n t . The idea i s a l s o expressed through A l v i a n o ' s i s l a n d , i n 

connecti o n w i t h a c i t y , Genoa, w i t h more commercial than major a r t i s t i c 

s i g n i f i c a n c e t h roughout t h i s p e r i o d . I n t h i s r e s p e c t , A l v i a n o ' s p o s i t i o n 

102. 
103. 

C o l l . Papers, IV, t r . M. N. S e a r l (1911) ( 1 3 - 2 1 ) . 
J. P. Loinatius, t r . R. Haydock. T r a c t c o n t a i n i n g the A r t s o f Curious 
P a i n t i n g . 1598, qu. Mary Hazard: The Anatomy o f L i v e l i n e s s as a 
concept i n Renaissance a e s t h e t i c s , JAAC, 1975, 411. 
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i s n o t u n l i k e t h a t o f A l f o n s o o f Aragon i n Naples d u r i n g the Q u a t t r o c e n t o ; 

A l f o n s o employed o u t s i d e a r t i s t s t o f o s t e r h i s v i s i o n o f a l e a r n e d , a e s t h e t i c 

p a r a d i s e , b u t f a i l e d t o s t i m u l a t e h i s c o u r t i e r s i n t o c o n t i n u i n g and 
104 

dev e l o p i n g the work a f t e r h i s death. A l v i a n o ' s madness i n d i c a t e s n o t 

o n l y the death o f l o v e , o f f e e l i n g , o f the senses, b u t the p r o s p e c t i v e end 

of Elysium. One concludes t h a t the r a p i d sequence o f passion, b e t r a y a l 

and r e v e n g e f u l murder w i l l mean the abandonment and decay o f t h i s 

l o v i n g l y c r e a t e d , incandescent h u m a n i s t i c dream. 

104. Burke, l o c . c i t . , 138-9. 



CHAPTER FIVE 

THE REFORMATION AND ITS CONSEQUENCES IN 

POLITICS AND RELIGION. 

I P a l e s t r i n a 

I I Doktor Faust 

I I I J u r g Jenatsch and Mi c h a e l Kohlhaas 

IV M a t h i s der Maler and K a r l V 

V Conclusion 

The end of the war a l s o meant the e f f e c t i v e end o f 'Renaissance-

b e g e i s t e r u n g 1 as i t has been p o r t r a y e d so f a r . Yet, through i t s o t h e r aspect, 

the R eformation, the s i x t e e n t h c e n t u r y c o n t i n u e d t o p r o v i d e a s t i m u l u s f o r 

opera composers a t some remove from the e r o t i c t e n s i o n and s t r i d e n t h e r o i c s 

o f the s e c u l a r ' I t a l i a n Renaissance 1 myth. Between 1912 and 1933 s i x l a r g e -

s c a l e operas were conceived and w r i t t e n by s i x e n t i r e l y d i f f e r e n t composers, 

each c e n t r e d i n some way on t h e consequences o f the German Reformation. 

I n c h r o n o l o g i c a l o r d e r o f appearance, they were: 

P f i t z n e r ' s P a l e s t r i n a (1917) 

Busoni's Doktor Faust (1925) 

Kaminski's J u r g Jenatsch (1929) 

Klenau's M i c h a e l Kohlhaas (1933) 

Hindemith's Mathis der Maler (1938; S t u t t g a r t 1946) 

Krenek's K a r l V (1938; Cologne, 1950) 

I t i s n o t necessary t o e s t a b l i s h s t y l i s t i c m u s i c a l l i n k s between these 

d i s p a r a t e works, though conceptual l i n k s may be and have been drawn.* What 

they have i n common i s a c e r t a i n d i d a c t i c s e riousness, a d e l i b e r a t e , even 

1. Stuckenschmidt argued t h a t Busoni i n f l u e n c e d Hindemith ( c f . Oper i n 
d i e s e r Z e i t . V e l b er, Hannover, 1964, 1 7 f . ) . Wellesz s h a r p l y d i sagreed 
w i t h t h i s , and more g e n e r a l agreement i s found on the l i n k between 
P a l e s t r i n a and Mathis der Maler. 
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s e l f - c o n s c i o u s grandeur o f co n c e p t i o n and p r e s e n t a t i o n which, on one l e v e l , 

t u r n e d them i n t o works o f a l l e g o r y . With the e x c e p t i o n o f J i i r g Jenatsch. 

the background o f each work l i e s i n the p e r i o d between the r i s e o f 

Lutheramism and the Counter-Reformation (1525 t o 1563). A l l s i x dea l w i t h 

the m o r a l , s p i r i t u a l and p o l i t i c a l dilemmas o f h i s t o r i c a l i n d i v i d u a l s faced 

w i t h the anguish o f t h e i r r e l a t i o n s w i t h the o u t s i d e w o r l d , whether as 

i m p e r i a l l e a d e r , a r t i s t , s c h o l a r and dreamer, p o l i t i c a l a c t i v i s t o r wronged 

c i t i z e n . They are a l l e g o r i c a l i n the sense de s c r i b e d by the s y m b o l i s t 

w r i t e r S a i n t - A n t o i n e i n 1894. He saw a l l e g o r y as ' t o u j o u r s d i d a c t i q u e . . . . 

( e l l e ) n'est p o i n t spontanee raais r e f l e c h i e , v o u l u e , f i l l e du raisonnement 

e t non de 1 1 i n s p i r a t i o n , s'adressant a l a pensee p l u s qu'au s e n t i m e n t 1 . As 

f o r the d i s t i n c t i o n between myth and a l l e g o r y , i t l a y i n the f a c t t h a t myth 

' p r o d u i t des epopees ou des chants l y r i q u e s ' , w h i l e a l l e g o r y ' p r o d u i t des 
2 

apolo g i e s ou des p a r a b o l e s 1 . Apart from some necessary r e f e r e n c e t o the 

music o f Ju'rg Jenatsch and Michael Kohlhaas. t h e d i s c u s s i o n which f o l l o w s , 

m a inly on the f i r s t f o u r o f these h a l f - h i s t o r i c a l , h a l f - a l l e g o r i c a l works, 

concerns t h e i r t e x t s and s u b j e c t m a t t e r alone. 

A l t h o u g h i t i s t r u e t h a t b o t h P a l e s t r i n a and Doktor Faust are v o c a l l y 

dominated by a b a r i t o n e and a t e n o r , and t h a t the c h o r a l e melody 'Ein f e s t e 
3 

Burg 1 makes an appearance i n each the c o n n e c t i o n between these two works -
U 

o t h e r than t h e i r symbolic p o s i t i o n as v e n e r a t e d c o n f e s s i o n a l masterworks 

l i e s i n t h e i r s e t t i n g , and f u r t h e r d e m o n s t r a t i o n o f the c r e a t i v e l y f r u i t f u l 

t e n s i o n between Germany and I t a l y . This i s so d e s p i t e the famous and w e l l -

documented t h e o r e t i c a l argument between the c o n s e r v a t i v e P f i t z n e r and Busoni, 

a r a d i c a l i n the sense t h a t he f o s t e r e d the n o t i o n o f a 'music o f the f u t u r e ' 
5 

and encouraged experiment by o t h e r s . J u r g Jenatsch and Micha e l Kohlhass 
2. yu. i n Helen Watson-Williams: Andre Gide & the Greek Myth. O.U.P., 1967, 65. 
3. R e s p e c t i v e l y i n Act I I , Sc. IV and the W i t t e n b e r g t a v e r n scene. 
4. Walt e r R i e z l e r ' s Hans P f i t z n e r und d i e deutsche Btihne (R. P i p e r , Munchen, 

1917) has t h e same tone o f f i l i a l awe as K u r t W e i l l ' s Doktor Faust essay. 
5. Much mi s u n d e r s t a n d i n g l a y behind the argument, e s p e c i a l l y on P f i t z n e r ' s 

s i d e . The r e a l d i f f e r e n c e lay i n t h e i r r e s p e c t i v e pessimism and 
optimism over the i n e v i t a b l e changes i n the w o r l d o f modern music. I n 
t h e i r v e n e r a t i o n f o r t r a d i t i o n , they were v e r y c l o s e . Cf. J. Kindermann, 
Zur Kontrovese B u s o n i - P f i t z n e r i n F e s t s c h r i f t f u r Walter Wiora. 
B a r e n r e i t e r , Kassel, 471-7. 
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r e t u r n t o the Kraftmensch theme, basing themselves d i r e c t l y on well-known 

l i t e r a r y works, Meyer's one f u l l - l e n g t h n o v e l (1876) and K l e i s t ' s n o v e l l e 

( 1 8 1 0 ) . Both are t e c h n i c a l l y e x p e r i m e n t a l works, and both are r i g h t - w i n g 

i n p o l i t i c a l d i r e c t i o n . At the o p p o s i t e pole are the now c o m p a r a t i v e l y 

well-known M a t h i s and K a r l V. each p r o s c r i b e d i n Nazi Germany f o r i t s 

i n d i v i d u a l i s t p o l i t i c a l heterodoxy, and each the work, i n t e x t as w e l l as music, 

of a younger, r a d i c a l composer who had become famous d u r i n g the Weimar years . 

The h i s t o r i c a l f i c t i o n whereby P a l e s t r i n a 'saved' church music th r o u g h 

the c o m p o s i t i o n o f the Missa Papae M a r c e l l i has been many times d i s c u s s e d . 

P f i t z n e r ' s 'musical l e g e n d 1 d e r i v e s from h i s r e a d i n g o f the fragmentary f o u r t h 

volume o f A. W. Arabros 1 Geschichte der Musik. Ambros h i m s e l f dismisses 

the legend t h u s : 

•Die sogenannte Rettung der Kirchenmusik durch P a l e s t r i n a i s t nun 

eine der Mythen, d i e s i c h zuweilen beruhmten Nainen anhangen. Man l i e s s t 

denn s e i t Adami von Bolsena immer and iramer wieder das Marchen, wie Papst 

M a r c e l l u s I I , h o c h e r z l i r n t uber den Missbrauch der Kirchenmusik, beschlossen 

habe a l l e Musik aus der K i r c h e zu verbannen; wie P a l e s t r i n a i n n b a t , das 

Verbot so lange z u r i i c k z u h a l t e n , b i s e r , der Papst, noch eine m u s i k a l i s c h e 

Messe, d i e P a l e s t r i n a eben componirte, g e h o r t ; wie der Papst durch diese 
7 

Messe v o l l i g anderen Sinnes geworden ' 
g 

I t was the moral i d e a , as Dent saw, which i n t e r e s t e d P f i t z n e r , r a t h e r 

than any a t t e m p t t o p r e s e n t the p e r i o d w i t h s t r i c t h i s t o r i c a l accuracy. Of 

the many f a c t u a l d i s t o r t i o n s the most remarkable i s the b r i n g i n g f o r w a r d by 

t h i r t y years of the F l o r e n t i n e Camerata t o p r o v i d e a background o f 'musical 
6. F. fi. C. L e u c k a r t , L e i p z i g , 1878, es. 1-59 on P a l e s t r i n a . and 147-204 on 

'Die M u s i k r e f o r m und der Kainpf gegen den Contrapunkt.' As Specht 
p o i n t e d out i n Hans P f i t z n e r und s e i n P a l e s t r i n a (Separatdruck aus 
Der Merker. Vienna, X, 5 (1919), 17) the C o u n c i l o f T r e n t d i d n o t 
a c t u a l l y i s s ue a decree a g a i n s t e c c l e s i a s t i c a l polyphony. F u r t h e r , 
the Missa Papae M a r c e l l i was a c t u a l l y composed between 1555 and 1562. 

7. l o c . c i t . , 13. 
8. Hans P f i t z n e r . ML 1923, 127f. ' I n t e n s i t a t ' was the key word i n P f i t z n e r ' s 

work, s a i d Bruno Walter i n 1918: qu. Erwin K r o l l , Hans P f i t z n e r . D r i 
Marken V e r l a g , MUnchen, 1924, 47-8. 
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experiment' f o r P a l e s t r i n a ' s young p u p i l , S i l l a . ' S i l l a denkt und l e b t i n 

den neuen Tonen'observes h i s t e a c h e r r e g r e t f u l l y . But h i s g r e e t i n g o f the 

o l d Masters, l e d by Josquin, i s t i n g e d w i t h r e g r e t o f a d i f f e r e n t k i n d : 

g e l i e b t e G o t t e r meiner B l i i t e n j a h r e , 

I h r M e i s t e r , Freunde meiner M a m i e s z e i t l 

Sadly n o t i n g h i s p r e s e n t c r e a t i v e p a r a l y s i s , he asks 

Was trennt mich doch d i e h a r t e Toteswand 

zu s e i n wie I h r m i t Euch i n Eurem Land. 

The l a t e 15th c e n t u r y becomes an i r r e c o v e r a b l e time o f g l o r y : 

I h r l e b t e t s t a r k i n e i n e r s t a r k e n Z e i t 

d i e dunkel noch im Unbewusstsein l a g 

a l s wie e i n Korn im M u t t e r Erde Schoss. 

I t was g e n e r a l l y recognised a t the f i r s t performance t h a t the r e l a t i o n 

between P a l e s t r i n a and the ' a l t e M e i s t e r ' m i r r o r e d P f i t z n e r h i m s e l f as the 

supposed g u a r d i a n o f the g r e a t t r a d i t i o n , and i n h e r i t o r o f Schopenhauerian 
9 10 pessimism. The theme i s the a r t i s t ' s t r a g i c d e s t i n y as w e l l as h i s m y s t i c 

r e l a t i o n s h i p w i t h a h i g h e r w o r l d . ^ P f i t z n e r had some years e a r l i e r 
12 

expounded h i s t r a n s c e n d e n t a l ideas on the n a t u r e o f a r t . By the time 

P a l e s t r i n a appeared, h i s emphasis on the i n s t i n c t i v e and i n t u i t i v e n a t u r e o f 

a r t , the p r i m a r y ' g e n i a l e E i n f a l l ' , o r i n i t i a l i n s p i r a t i o n from which a l l 
13 

else f o l l o w e d , was g e n e r a l l y known. He d i s t i n g u i s h e d between the m u s i c a l 
idea as 'gegenwa'rtig' o r s p e c i f i c t o the moment, and the p o e t i c i d e a as 

14 

• a l l e g e n w a r t i g ' o r 'omnipresent', s u g g e s t i n g t h a t whereas the a c t i o n 

( V e r l a u f ) o f a. drama must always be r e l a t e d t o the p r i m a r y i d e a , and can 
9. Bekker, G.S.2, 275. As the o l d Masters say i n Act 1: 'dann s t r a h l s t 

du h e l l , dann k l i n g s t du r e i n , P i e r l u i g i , du, an s e i n e r schOner 
K e t t e n , der l e t z t e S t e i n ' . 

10. Gregor: K u l t u r g e s c h i c h t e der Oper. G a l l e n , Wien, 1941, 404. 
11. K r o l l , Op. c i t . , 235. 
12. I n Zur Grundfrage der Operndichtung (1908-9) p u b l i s h e d i n Vom 

m u s i k a l i s c h e n Drama., l o c . c i t . , 90-197. 
13. I b i d . , 97 f . 
14. I b i d . , 108. 
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never be f o r t u i t o u s ( a k z i d e n t e l l ) music, because o f i t s h i s t o r y o f f o r m a l 

experiment and u n c e r t a i n t y , must be f o r t u i t o u s i n i t s w orking o u t , however 
15 

g r e a t i t s g e n e r a l sense o f u n i t y . This i s o f p e c u l i a r s i g n i f i c a n c e and 
i n t e r e s t i n view o f P f i t z n e r ' s c o n c e p t i o n o f the P a l e s t r i n a i d e a as e a r l y as 

16 
1895 and t h e l i t e r a r y e x c e l l e n c e o f the t e x t he completed i n 1911. 

The two w o r l d s , the ' g e i s t i g e * o f the a r t i s t and the 1 e i g e n t l i c h e , 
17 

e i g e n s u c h t i g e , b l u t b e f l e c k t e ' r e a l o r o u t e r w o r l d i s the opera's i m p l i c i t 

s u b j e c t . B earing i n mind t h a t the dramatic a c t i o n as such i s over by the 

end o f the enormously l o n g f i r s t a c t , the C o u n c i l o f T r e n t a c t , f a r from 
18 

being d r a m a t i c a l l y redundant i s e s s e n t i a l t o the v i s i o n . Thomas Mann, f o r 

whom P a l e s t r i n a had a s p e c i a l emotional s i g n i f i c a n c e a t the time of i t s 

wartime premiere, saw the l i n k s between P a l e s t r i n a ' s ' g e i s t l i c h - g e i s t i g e Welt' 

and the t u r b u l e n t r e a l i t y o f Act 2 i n the person o f Borromeo. Act 2 was 

'eine bunte und l i e b e v o l l s t u d i e r t e S a t i r e auf d i e P o l i t i k und zwar auf i h r e 
19 

u n m i t t e l b a r dramatische Form, das P a r i anient. ' Mann f e l t t h a t Act 2 had 
i t s own beauty, s p r i n g i n g from i t s c o m b i nation o f pessimism and humour. 

20 

Bekker a l s o saw the a c t as a Schopenhauerian j u x t a p o s i t i o n , b u t was s t i l l 

more s t r u c k by the p a r a l l e l s w i t h Die M e i s t e r s i n g e r ('Rom i s t Nurnberg, 

P a l e s t r i n a i s t Sachs, das T r i d e n t i n e r K o n z i l i s t Festwiese und P r i i g e l s z e n e , 
21 

und d i e M e i s t e r e r s c h e i n u n g e n s i n d d i e S i n g s c h u l e * ) . I n l a t e r y e a r s , 
Bekker came t o see the work more as a t e c h n i c a l achievement, as an opera about 

15. I b i d . , 110-111. 
16. J u l i u s Kapp; Die Entstehung des P a l e s t r i n a BS, A p r i l 1939. 
17. Max Hehemann, ADM, 1923, 170. A l so developed by Walter Abendroth, Hans 

P f i t z n e r (Langen, M u l l e r , Munchen, 1935, 316-17, and J. M i i l l e r -
B l a t t a u , Hans P f i t z n e r . Athenaion, Potsdam, 1940, 67. 

18. As Specht b r i l l i a n t l y w r o t e : 'Das T r i d e n t i n e r K o n z i l z e i g t i n a l l seinen 
Prunk, s e i n e r zweckhaft e g o i s t i s c h e n G e s c h a f t i g k e i t und Leere - Frau 
Welt und i h r e H o f n a r r e n ira B i l d e . Loc. c i t . , 8. 

19. Betrachtungen eines U n p o l i t i s c h e n , F i s c h e r , B e r l i n , 1920, 412-13. 
Rudolf F e l b e r saw Act 2 as a symphonic Scherzo, s u g g e s t i n g t h a t P f i t z n e r 
wished t o p o r t r a y the m a t e r i a l i s t i c , outward w o r l d o f the p r i e s t by 
p r o f e s s i o n , as d i s t i n c t from the i nward, i d e a l i s t i c w o r l d o f the a r t i s t . 
Hans P f i t z n e r . MQ, 1924, 137. 

20. C o n t r a s t i n g • t r i e b h a f t e r VerlangCfl'and ' r e i n e l e i d e n s c h a f t s l o s e 
Anschauung'. G.S., I I , 275. 

21. I b i d . , p. 276. Mann, f o l l o w i n g P f i t z n e r h i m s e l f , d i s a g r e e d , p o i n t i n g 
t o the q u i e t , w ithdrawn end o f P a l e s t r i n a . l o c . c i t . , 425. 
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two men, w i t h a c e n t r a l a c t c o n s i s t i n g o f a v i g o r o u s men's ensemble. 

Through these means, the work was seen t o have begun an e r a o f emancipation 

from the female v o i c e ' s c e n t r a l p o s i t i o n , and thus from the t y r a n n y o f the 

+ • 2 2 e r o t i c . 

To such an e x t e n t does P f i t z n e r c o n c e n t r a t e on P a l e s t r i n a ' s c r e a t i v e 

problem and i t s r e s o l u t i o n t h a t one might w e l l l o s e s i g h t o f h i s view o f 

the Renaissance as s e t out i n the opera. This seems t o f a l l under two 

headings, f i r s t l y , the a l r e a d y mentioned 'golden p e r i o d 1 o f the l a t e 

Q u attrocento and the i m p l i e d c r i t i c i s m o f the F l o r e n t i n e monodic experiments 

are an ' a l l e g o r i s e d ' e q u i v a l e n t o f the h i g h Romantic p e r i o d o f German music 

and the e a r l y 20th c e n t u r y f r a g m e n t a t i o n o f t o n a l i t y . I n m u s i c a l terms, t h i s 

i s p resented a t the o u t s e t i n the D o r i a n m o d a l i t y and a r c h a i c f o u r t h s and 

f i f t h s of the D minor V o r s p i e l and the opening scene o f Act 1, where the 

v i o l a r e p r e s e n t s S i l l a e x p e r i m e n t i n g w i t h h i s l u t e i n the new s t y l e . For 

t h i s P f i t z n e r made e x t e n s i v e use of Volume 2 o f Ambros and the Missa Papae 
23 

M a r c e l l i i t s e l f . Secondly, h i s use o f S a r p i ' s and P a l l a V i c i n o ' s c o n c i l i a r 
2k 

h i s t o r i e s enabled P f i t z n e r t o p u t i n t o Act 2 an a s t o n i s h i n g amount o f 

h i s t o r i c a l d e t a i l , s h a r p l y f o c u s s i n g a t t e n t i o n on the c o n f l i c t i n g p e r s o n a l i t i e s 

p r e s e n t , the background o f heresy, the f e a r o f the Lutheran movement, the 

contempt o f the I t a l i a n s f o r the French and Spanish delegates (and v i c e v e r s a ) , 

the i s o l a t i o n and e c c e n t r i c i t y o f the o l d S y r i a n C a r d i n a l Abdisu, and as an 
22. The changing opera, t r . A. Mendel, Norton N.Y., 1935, 271. L u k r e z i a 

(who h i s t o r i c a l l y d i e d i n 1580) i s . a l r e a d y dead a t the opera's opening -
her absence has sapped P a l e s t r i n a ' s w i l l t o compose - and i n her 
v i s i o n a r y appearance addresses him w i t h the words: 

Nah war i c h d i r i n Noten des Lebens 
nah b i n i c h d i r im Frieden des L i c h t s . 

A s k e t c h o f t h e L u k r e z i a scene by L. Andro (Therese Rie, nee Herz, a 
Viennese au t h o r e s s , 1878-1934) dated J u l y 1909, g i v e s much more 
prominence t o P a l e s t r i n a ' s dead w i f e than P f i t z n e r l a t e r a l l o w e d . 

A l f r e d O r e l : E i n unbekanntes Szenar zu Hans P f i t z n e r s P a l e s t r i n a i n 
SchwMz, 1949, 132-8. 

23. A l b e r t F l e u r y : I l i s t o r i s c h e und S t i l g e s c h i c h t l i c h e Probleine i n P f i t z n e r s 
P a l e s t r i n a . i n Helmut O s t h o f f : zu seinem 70 Geburtstag. 229 f . 
ed. W. Stauder and o t h e r s , H. Schneider, T u t z i n g , 1966. 

24. P i e t r o S a r p i ' s gloomy, c r i t i c a l I s t o r i a d e l C o n c i l i o T r i d e n t i n o dates 
from 1612-15. P u b l i s h e d i n London i n 1619, i t was l a t e r r e b u t t e d i n 
C a r d i n a l S f o r z a P a l l a v i c i n o ' s I s t o r i a d e l C o n c i l i o d i T r e n t o . . . ove 
insieme r i f i u t a s i ... tin i s t o r i a f a l s a d i v o l g a t a n e l l o stesso argomento 
sot,to nome d i P i e t r o Soave Polano Rome, 1656-7. 
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u n d e r c u r r e n t , the p o l i t i c a l a m b i t i o n s o f Pius IV and the Emperor Ferdinand. 

Whether the s e r v a n t s ' b l o o d b a t h a t the end i s d r a m a t i c a l l y necessary remains 

arguable, b u t i t does r e v e a l P f i t z n e r ' s own view o f the v i o l e n t s o l u t i o n 
25 

i n e v i t a b l y r e s o r t e d t o when one k i n d o f a u t h o r i t a r i a n i s m meets another. 

I t can be r e l a t e d t o Renin's ' R u c h l o s i g k e i t ' as an aspect o f the Renaissance 

m e n t a l i t y , a l l the more fearsome f o r o c c u r r i n g a g a i n s t a background o f l e a r n e d 

debate o s t e n s i b l y about s p i r i t u a l m a t t e r s . The mood o f v i c i o u s and heated 

i n t o l e r a n c e i s i n d i c a t e d i n Bujoda's s n e e r i n g remarks t o h i s I t a l i a n c o l l e a g u e s 

t h a t though the 'Lutheran swine 1 may be absent, the 'French and Spanish scum' 

make up f o r them. Yet, f o l l o w i n g Novagerio's r e f e r e n c e t o the c o n t i n u e d 

P r o t e s t a n t t h r e a t : 

0 d i e Gefahr n i c h t abzusehen! 

Ei n Schirmherr wiirde da e r s t e h n der L u t h e r p e s t 

der T e u f e l s k r o t e , 

Borromeo l o f t i l y evokes the l o n g e d - f o r ' C h r i s t k a t h o l i s c h e W e l t h e r r s c h a f t ' 

which, f o r more moderate t h i n k e r s , l a y behind a l l p o l i t i c a l manoeuvering. 

I t has even been r e c e n t l y argued t h a t t h i s s p e c i f i c a l l y r e l i g i o u s i d e a was a t 

the r o o t o f a l l f i v e o f P f i t z n e r 1 s stage works, and t h a t he wished t o p r e s e n t 
26 

d i v i n e l o v e as the redeeming f o r c e o f w o r l d l y s u f f e r i n g . From t h i s p o i n t 

of view, the Renaissance s e t t i n g o f P a l e s t r i n a . i t s d i d a c t i c j u x t a p o s i t i o n 

o f outward and inward w o r l d s , a t a t:ime o f doubt and c o n f l i c t over the 

n a t u r e and o r g a n i s a t i o n o f s p i r i t u a l a u t h o r i t y i n Europe, i s p e c u l i a r l y 

o p p o s i t e . No o t h e r p e r i o d c o u l d have served the composer^ needs so c o m p l e t e l y . 

I I 

An u n d e r s t a n d i n g o f P f i t z n e r i s h e l p e d by awareness o f h i s e a r l i e r 

c o l l a b o r a t i o n s w i t h James Grun, h i s p r o d u c t i o n o f Hoffmann's Undine i n 1906 

25. John W. K l e i n : Hans P f i t z n e r and the two Heydrichs (MR, 1965, 308-17) 
e x p l o r e s P f i t z n e r ' s e s s e n t i a l l y p a c i f i s t n a t i o n a l i s m i n a sour, sad 
anecdote. 

26. Werner Schwarz: Die Bedeutung des R e l i g i B s e n im Musikdramatischen 
Schaffen Hans P f i t z n e r s i n Festgabe f U r J. M f l l l e r - B l a t t a u sum 60. 
G e b urtstag. Saarbrtlcken U n i v e r s i t a t s - u n d S c h u l b u c k v e r l a g , 1962, esp. 
108-110 and 117. 
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and Bruch's L o r e l e i i n 1916, h i s f e e l i n g f o r Weber; L o r t z i n g and Marschner, 

and f o r Schumann as w e l l as f o r Wagner. S i m i l a r l y , awareness o f Busoni's 

love f o r the coinmedia d e l l ' a r t e , f o r Gozzi's f a i r y - t a l e s , Oehlenschlfiger's 
27 

A l a d d i n and, again, f o r Hoffmann, are e s s e n t i a l f o r an u n d e r s t a n d i n g o f 
Doktor Faust, a work which would s c a r c e l y have been p o s s i b l e w i t h o u t the 

28 

long-winded Die Brautwahl and the c o n c i s e , one-act A r l e c c h i n o and Turandot. 

There emerged a c o n c e p t i o n o f opera as a form ' f o l l o w i n g on from the o l d 

mystery p l a y s ' , a ' r a r e h a l f - r e l i g i o u s and e l e v a t i n g ceremony which i s a t 

the same time s t i m u l a t i n g and e n t e r t a i n i n g 1 , t o which l o f t y l e v e l the n e a r e s t 
29 

approach, i n Busoni's view, was Mozart's Zauberf lb'te. Doktor Faust thus 
shares w i t h P a l e s t r i n a a h i g h seriousness and moral purpose which was n o t a 

30 

c o n s i s t e n t o r even dominant f e a t u r e o f the Faust l i t e r a t u r e as a whole. 

The Faust myth i n i t s numerous guises was, however, along w i t h the l i f e o f 

L u t h e r undoubtedly the most p o w e r f u l s i n g l e image o f the n o r t h e r n Renaissance 

f a m i l i a r t o Germans. Busoni regarded e a r l i e r o p e r a t i c v e r s i o n s (among them 

those o f J. Walter, 1798; Sohr, 1814; Gounod, 1859, B o i t o , 1868 and Z o l l n e r , 

1887) as u n s a t i s f a c t o r y . Having toyed w i t h Leonardo and M e r l i n , t o say 

n o t h i n g o f Don Giovanni as o p e r a t i c s u b j e c t s , h i s p r e o c c u p a t i o n w i t h Faust 
31 

bears the marks o f i n e v i t a b i l i t y , e s p e c i a l l y i n the l i g h t o f h i s v e n e r a t i o n 

f o r Goethe's Faust. By a v o i d i n g o v e r t s t r u c t u r a l use o f Goethe and r e t u r n i n g 

t o pre-Goethean sources of the Faust legend, he o n l y made c l e a r e r how deeply 
27. I n h i s I n t r o d u c t i o n t o Hoffmann's Phantastische;,. Geschichten ( M t l l l e r , 

Munich, 1914) Busoni commented t h a t Hoffmann 'always leaves t o the 
reader's judgement the drawing o f the boundary l i n e between what i s 
a c t u a l and what i s v i s i o n a r y ' . Hoffmann i s a l s o the s u b j e c t o f one o f 
s i x sonnets by P f i t z n e r (G.S., 2, Ann., F i l s e r , Augsburg, 1926). 

28. Busoni's homage t o the a u t h e n t i c aspects o f the commedia d e l l ' a r t e i n 
t h i s work makes c l e a r e r the removal o f the comic elements i n Doktor 
Faust, and h i s recourse t o the s t r u c t u r e o f the Puppenspiel. 

29. Ley ( t r . ) , 8. 
30. E r i c h S t e i n h a r d d e t e c t e d the i n f l u e n c e o f Busoni's ' a b s t r a c t L i n e a r ' 

s t y l e on P f i t z n e r ' s l a s t opera, the 'pseudo-mystical Zauberoper' 
Das Herz ( 1 9 3 1 ) . 'Ein phanomenaler Beleg f l l r d i e Freud'sche Liebe-Hass 
T h e o r i e ' , he commented. A u f t . , 3 931, 281. 

31. Entwurf eines Vorwortes zur P a r t i t u s des Doktor Faust, 
i n Ley ( t r . ) 7 1 . 
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Goethean h i s c o n c e p t i o n of F a u s t r e a l l y was - e s p e c i a l l y the F a u s t of P a r t 

I I . E q u a l l y , h i s e x c i s i o n of the Hans W u r s t / K a s p e r l e e p i s o d e s amounts to a 

c o n t r a d i c t i o n of the P u p p e n s p i e l t r a d i t i o n as i t had d eveloped i n t h e 18th 
32 33 c e n t u r y . The ' p l a t o n i s t - p y t h a g o r e a n ' c o n c e p t i o n of F a u s t by B u s o n i was 

a t some remove from the ' w e l t b e s c h r e y t e n Z a u b e r e r und S c h w a r z k i i n s t l e r 1 

p o r t r a y e d i n the e p i s o d i c S p i e s s Faustbook of 1587, though the domination 

of a l l the a c t i o n by F a u s t and M e p h i s t o p h e l e s b r i n g s i t c l o s e to Marlowe's 

p l a y , i t s e l f a d e r i v a t i v e o f S p i e s s . B u s o n i ' s t e x t i s r e a l l y a n a t u r a l 

development of 19th c e n t u r y e d i t o r s ' approaches to the puppet p l a y . Even 

b e f o r e C r e i z e n a c h ' s i m p o r t a n t V e r s u c h e i n e r G e s c h i c h t e des V o l k s s c h a u s p i e l s 

von Doktor F a u s t ( H a l l e , 1878) K a r l Simrock i n h i s i n t r o d u c t i o n to Das 

P u p p e n s p i e l von Doktor F a u s t had s a i d t h a t i t was i n no way a K i n d e r s p i e l 

but ' e i n l e b e n d i g e r A u s f l u s s des V o l k s g e i s t e s und a l s merkwurdiges 
34 

V e r m a c h t n i s s e i n e r vergangenen Z e i t w i c h t i g und bedeutend genug i s t ' . 

The phenomenon of F a u s t as a R e n a i s s a n c e Magus i s more e x p l i c a b l e i f one 

t a k e s i n t o account the background of N e o p l a t o n i c thought i n l a t e 15th 

c e n t u r y I t a l y , e x p r e s s e d n o t a b l y i n work of M a r s i l i o F i c i n o (1433-99) and 

P i c o d e l l a M i r a n d o l a ( 1 4 6 3 - 9 4 ) . F i c i n o , w i t h h i s i n c a n t a t o r y o r t a l i s m a n i c 

' n a t u r a l * magic and a t t e m p t s , i n De v i t a c o e l i t u s comparanda (1489 ) to expound 
35 

a t h e o r y o f ' a s t r a l ' magic as opposed to non-magic a s t r o l o g y , was a key 

R e n a i s s a n c e f i g u r e . H i s d i s c i p l e P i c o d e l l a M i r a n d o l a a p p e a l e d to the J e w i s h 

C a b a l a , i n p a r t as a c o n f i r m a t i o n of C h r i s t i a n i t y and as an a d j u n c t t o 
32. The F r a n k f u r t puppet p l a y appeared i n 1746; by the 1770s the M a r l o v i a n 

s t a g e p l a y had been s u p e r s e d e d . P. M. Palmer and R. P. More: The 
s o u r c e s of t h e F a u s t T r a d i t i o n from Simon Magus t o L e s s i n g . O.U.P., 
1936,241. The comic s c e n e s a r e , of c o u r s e , an i n t e g r a l p a r t of a l l the 
F a u s t puppet p l a y s . K a s p e r l e , not M e p h i s t o p h e l e s i s the o r i g i n a l 
N achtwachter, as i n Das V o l k s s c h a u s p i e l Dr. Johann F a u s t , ed. C a r l 
E n g e l , Oldenburg, 1874, and the I n s e l V e r l a g e d i t i o n of C. HOfer ( 1 9 1 4 ) , 
the y e a r Busoni s k e t c h e d h i s t e x t . I n HOfer's v e r s i o n , the Parma scene 
i s the middle of t h r e e p a r t s . 

33. G. M. G a t t i : Opernkomponist F e r r u c c i o B u s o n i . Melos. 1958, 193. 
34. A t h e n a s i u s and Mendelssohn, L e i p z i g , 1850, p . X X I I I . 
35. The d i s t i n c t i o n i s i m p o r t a n t , a s the humanist P h i l i p p Melanchthon, 

P r o f e s s o r o f Greek a t W i t t e n b e r g from 1518, and p e r s o n a l a c q u a i n t a n c e 
of F a u s t , a t t a c h e d g r e a t s i g n i f i c a n c e to a s t r o l o g y . Palmer and More, 
op. c i t . , 99. A l s o H. K o e n i g s b e r g e r and G. L. Mosse: Europe i n the 
16th C e n t u r y . Longmans, 1968, 101. 
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'Magia n a t u r a l i s ' which he opposed t o modern ( i . e . m edieval, unreformed) 

magic. 'Magia n a t u r a l i s ' was p a r t o f ' s c i e n t i a n a t u r a l i s ' ; i t s aim 

c o u l d be s a i d t o ' u n i t e * or 'marry' the t h i n g s i n heaven w i t h t h i n g s on 
37 

e a r t h . F o l l o w i n g the seminal work o f F i c i n o and Pico, C o r n e l i u s Agrippa 

produced h i s De o c c u l t a p h i l o s o p h i a i n 1510 ( t h e work remained u n p u b l i s h e d 

u n t i l 1533, seven years b e f o r e Faust's death) p r o v i d i n g the f i r s t g e n e r a l 

survey o f Renaissance magic. Of the t h r e e 'worlds' which t o g e t h e r form the 

Renaissance w o r l d p i c t u r e , magicians t r y , s a i d A grippa, t o reach the ' v i r t u e s * 

o f the elemental w o r l d through medicine a n d n a t u r a l p h i l o s o p h y , those o f the 

c e l e s t i a l w o r l d through a s t r o l o g y and mathematics, and those o f the 

i n t e l l e c t u a l Avorld through ceremonial r e l i g i o n . 

Agrippa's contemporaries i n c l u d e d Johannes T r i t h e r i n (1462-1516), 

s u c c e s s i v e l y abbot a t Sponheim and S t . James, (Wurzburg) monasteries, who 

'combined g r e a t l e a r n i n g w i t h an i n c l i n a t i o n t o the f a n t a s t i c ' and Paracelsus 

(Theophrastus Bombastus von Hohenheira, 1493-1541) p h y s i c i a n and chemist, 

s c h o l a r o f medicine and pharmacy, a man 'suspected o f s u p e r n a t u r a l powers and 
39 

encouraging t h a t s u s p i c i o n ' . Among the l o n g l i s t o f Magi, the f i g u r e o f 
40 

M e r l i n , ' h a l f f i e n d , h a l f m o r t a l ' , had a p a r t i c u l a r a t t r a c t i o n f o r Busoni, 

f o r whom M e r l i n was a ' T e u f e l s r i t t e r ' who 

'den dunklen Machten s p a t e r h i n e n t g l i t t wenn 

er s i c h v o r den Hoheren gebeugt.'^* 

I n the 1921 essay on Doktor Faust. Busoni a l s o r e f e r r e d t o the g r e a t t r a d i t i o n 
'from Z o r o a s t e r t o C a g l i o s t r o ' o f f i g u r e s 'connected w i t h magic and unsolved 

42 
r i d d l e s ' . But o f a l l the antecedents (and even from among h i s r i v a l 
36. Frances W. Yates: Giordano Bruno and t h e Hermetic T r a d i t i o n . Routledge, 

1964, 87. 
37. I b i d . , 89 Pico's Conclusiones were p a r t o f 900 theses taken by him t o 

Rome i n 1486, and p u b l i s h e d i n 1487 w i t h h i s o r a t i o n De hominis d i g n i t a t e . 
38. See Yates, op. c i t . , Ch. V I I I . 
39. Palmer and More, op. c i t . , 36n. and 95n. 
40. E. M. B u t l e r ; The Fortunes o f Faust. C.U.P., 1952, Ch. 2. 
4 1 . Verse 4 o f Per D i c h t e r an d i e Zuschauer. the work's spoken p r e l u d e . 
42. Ley, ( t r . ) 70. 
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contemporaries) i t was Faust w i t h h i s s p i r i t u a l p r i d e , l a c k o f sexual s c r u p l e 

and 'love o f f o r b i d d e n t h i n g s ' who was marked out f o r l i t e r a r y t r e a t m e n t , 

even b e f o r e the Spiess Faustbuch appeared t o c r y s t a l l i s e and my t h o l o g i s e the 
43 

l a t e Renaissance a t t i t u d e t o one o f i t s t y p i c a l l y ambiguous f i g u r e s . 

Dusoni's problem was the p r o d u c t i o n o f a t e x t which would r e f l e c t n o t 

merely Faust the s o r c e r e r and c h a r l a t a n , b u t Faust the Magus, the 
'metaphysical s t r i v e r ' the b e l i e v e r i n ' T a t i g k e i t * and 'heilsam schaffende 

44 

Gewalt' w i t h o u t being overwhelmed by Goethe. I n f a c t , Busoni's Ostervesper 

und F r t i h l i n g s k e i m e n opening i s q u i t e c l o s e i n mood t o Part 1 o f Goethe, o f 

which the Nacht s e c t i o n i n any case stands c l o s e t o the Puppenspiel t r a d i t i o n . 

S e t t i n g aside the Prologue i n H e l l , the o l d Ulm puppet p l a y begins w i t h a 

speech by Faust which ends: 

A l l e s zu sehen und m i t Handen zu g r e i f e n mochte i c h wunschen, 

deszwegen habe i c h mich e n t s c h l o s s e n , das Studium theologicum e i n 
Z e i t l a n g a uf d i e S e i t e zu setzen und mich an dem St u d i o magico zu 

45 

e r g o t z e n . 

Faust's r e a c t i o n t o the news o f the book C l a v i s A s t a r t i s Magica from 

Cracow i s : 

Die Zaubernacht i n meine Hand gegeben d i e ungeheuren Zeichen m i r 

e r s c h l o s s e n , h e i m l i c h e Gewalten m i r geknechtet 

Doktor Faust's i n t e r p e n e t r a t i o n o f puppet-play s t r u c t u r e w i t h Goethean 
elements o f f e r s a study i n i t s e l f . Beyond the Ostervesper w i t h i t s c o n t r a -

U6 

p u n t a l Credo, Goethe's i n f l u e n c e can be seen i n the Intermezzo - a f u s i o n 

of Gretchen's p r a y e r scene i n Faust I w i t h her b r o t h e r V a l e n t i n ' s death i n a 

d u e l ; i n the p e c u l i a r s i g n i f i c a n c e o f the Helen o f Troy m o t i f (Faust I I . Act 

3) and the replacement o f Goethe's Euphorion (Helena's c h i l d ) by the unnamed 
4 3 . Theens l i s t s f o u r anonymous t e x t s o f 1530-75, p l u s R o s s h i r t o f 

Nuremberg's Zauberer Faust ( c . 1 5 7 0 ) . Op. c i t . , 109. 
44 . R. Gray: Goethe: a c r i t i c a l i n t r o d u c t i o n . C.U.P., 1967, 143. 
4 5 . ( S c h l e i b l e , Das K l o s t e r . V o l . V. pp 783-805) Repr. i n Palmer and More, 

Op. c i t . , 251-269. ( p . 2 5 3 ) . 
4 6 . '..where,' s a i d W e i l l , a d m i r i n g l y 'the u l t i m a t e v i c t o r y o f t h e d i v i n e 

i n Faust shines f o r t h i n a n t i c i p a t i o n . . . ' and 'the polyphony ( r i s e s ) t o 
i t s p u r e s t , s t r i c t e s t and most ' e c c l e s i a s t i c a l ' form.' Loc. c i t . , 55 . 
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c h i l d of the Duchess to underline the c e n t r a l i t y of the Parma episode, and 
give s i g n i f i c a n c e , through the idea of r e b i r t h , to Faust's redemption at 
the close. 

The Puppet play, however, and w i t h i t Busoni's own c o n t r i b u t i o n s to 

the t e x t , brings one closer to the id e a l i s e d Renaissance than do the Goethean 

features. Apart from the excision of burlesque, and the consequent use of 

Mephisto as Nachtwachter. Busoni's chief ideas were the three black-clad 

Cracow students and the Wittenberg tavern scene, so f a r removed from Auerbach 
47 

Cellar i n Goethe. From the puppet play Busoni takes the more r e s t r i c t e d 

u n i t y of place. Apart from the Munster chapel, a l l the action occurs e i t h e r 

at Wittenberg or i n Parma, though i t should be said that as s p e c i f i c locales. 
4» 

these are only loosely presented. The Wittenberg tavern scene, w i t h i t s 

heated argument between Catholic and Protestant students matches the element 

of the absurd i n P f i t z n e r ' s Council of Trent Act, though i t i s not nearly so 

personalised i n treatment. What was described by Dent i n the phrase 'Wine 
49 

and metaphysics lead to q u a r r e l l i n g 1 i s r e a l l y a b r i e f glimpse of 

Renaissance Platonism, opening w i t h the breaking of a plate by a student, 

and his explanation that though the plate was shattered, the 'idea' of i t 

remained. 'Was Gott geschaifen' r e p l i e s a the o l o g i c a l student ' g i l t als 

unzerstorbar•, compared with which man's e f f o r t s must come to nothing. 'Alle 

z e r f a l l t ' , adds a n a t u r a l philosopher, *doch b i l d e t es sich neu.' Faust, 

when appealed t o , i s enigmatic and evasive: 

Nichts i s t bewiesen und n i c h t s i s t beweisbar. 

Bei jeder Lehre hab ich neu g e i r r t . 

Gewiss i s t rair, dass w i r kommen urn zu gehen. 

He then appeals to 'des grossen Protestanten lebendigen Spruch', though 

Luther i s not named u n t i l j u s t before the Te deuin/Ein feste Burg ensemble 

begins. What stands out i n t h i s passage i s Busoni's awareness of Faust as a 
47. Funf. und zwanzig Briefe Busonis. Ed. G i s e l l a Selden-Goth, I I . Reichner, 

Vienna, 1937, 27-8. 
48. I n general, Busoni had l i t t l e f e e l i n g f o r landscape. See Jakob 

Wassermann: I n niemoriaia F. Busoni. Fischer, B e r l i n , 1925, 17. 
49. Dent, Busoni. 302. 
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German Renaissance f i g u r e , a contemporary of Luther, and a man caught 

up i n a s t r e s s f u l h i s t o r i c a l period, f u l l of u n c e r t a i n t i e s . One recent 

c r i t i c has pursued the connection between Faust and Luther to the point of 

c a l l i n g Faust a 'Protestant of Knowledge1 to Luther's 'Protestant of 

R e l i g i o n 1 . I n t h i s l i g h t , the pact i s seen as a stand on behalf of free 
51 

thought, against obscurantism. 

For the Tuscan Busoni, Parma was a r e a l landscape as w e l l as a recurrent 

scene i n the Puppenspiel t r a d i t i o n . Not f o r nothing i s i t placed at the 

centre of the formal scheme. There was an opportunity f o r the composer to 

present a Renaissance spectacle here, and t h i s i s i n many ways what the 

Hauptspiel i s . I t i s simultaneously a presentation of an a r i s t o c r a t i c wedding 

pageant and a demonstration of Faust's magical powers. Elaborately 

structured, the Hauptspiel f a l l s i n t o two broad sections, f i r s t the n u p t i a l 

celebrations and then the v i s i o n s through which Faust woos the Duchess. The 
52 

reminders of Don Giovanni. Act 1, Scene V I I are unini stake able, from the 

presentation of g a i l y - c l o t h e d peasants to the d i s r u p t i v e i n t e r v e n t i o n of an 

outside f i g u r e . However, the formal pageantry i s underlined by the 
53 

Zeremonienmeister. who enters w i t h a cohort of bodyguards and drummers, and 

the b r i d a l p a i r's entry on horseback rather than on f o o t . This may be l i n k e d 

w i t h the scene's close, and Mephisto's remark to the Duke: 

Mit diesen beiden Augen sah i c h sie 

auf Fliigelrossen durch die L i i f t e t r e i b e n . ^ * 
55 

This ' b a l l e t ' or 'dumb show' i s r e a l l y a series of dance movements as 
50. Luther's Tischreden and the von Hutten brothers' correspondence both 

mention Faust. Palmer and More, 92 f f . 
51. Henri Birven, Per geschichtliche Doktor Faust; Maske und A n t l i t z . H. 

Schwab, Gelnhausen, 1963, 111-112. The Cracow years of Faust, made 
e x p l i c i t by Busoni, are dated 1516-20 by Birven: i b i d . , 28. 

52. Cf. also Grabbe's Don Juan und Faust (1828). 
53. Doubts about a 'serious' Zeremonienmeister have been expressed by Emil 

Debusmann: Busoni. Brucknerverlag, Wiesbaden, 1948, 28. 
54. Mephistopheles unexpectedly follows t h i s by introducing the idea of a 

flynastic marriage w i t h the b e l l i g e r e n t Duke of Ferrara's s i s t e r , again 
revealing Busoni's sense of period. 

55. Busoni's words. Ley ( t r . ) 70. 
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follows: 
(1) Cortege (^) (then entry of peasants (g) led by p i p e r s ) , 

( i i ) Jager-Vivace (g) (Procession of horn-blowing huntsmen w i t h 

falcons and dogs.) 

( i i i ) Temp d i Valzer (fencing pages), 

( i v ) Tempo d i Minuetto, un poco pomposo (entry of the 

Zeremonienmeister and f o l l o w e r s , then the b r i d a l p a i r ) . 

(Sostenuto liberaniente) 

(v) Marcia (Faust's slow entry from above, accompanied by a 

f a n t a s t i c t r a i n of negro boys and apes). 

Three visions - Solomon and the Queen of Sheba, Samson and D e l i l a and John 

(the b a p t i s t ) and Salome - are selected by Busoni, who omits both David and 

Goliath and Ju d i t h and Holofernes from the t r a d i t i o n a l t e x t . His dreamlike 

sequence i s also v a s t l y s i m p l i f i e d i n comparison w i t h the Puppenspiel. I n 

Siuirock, f o r instance, the dialogue i s conducted mainly between Duke 

Ferdinand and Kasperle ('ein reisendes Genie 1) as w e l l as Wagner and the 

servant Orestes, while Mephisto appears as only one of f i v e underworld s p i r i t s . 

From the f i r s t , the Duchess reacts to Faust with the same hypnotised a i r as 

Mozart's Z e r l i n a ; f o r a l l t h a t , she remains a p a l l i d , anonymous f i g u r e , 

almost disembodied, a r e s u l t of Busoni's avowed d i s l i k e of e r o t i c s i t u a t i o n s 

on s t a g e . ^ Faust's seduction of the Duchess r e s u l t s i n a c h i l d who at the 

opera's close ('Blut meines Blutes, Glied meines Gliedes 1) takes on a 

symbolic s i g n i f i c a n c e as Faust's h e i r . 
57 

Busoni's t r a g i c , even mystical view of Faust i s seen most c l e a r l y , 

however, i n the Helen of Troy motif, a consistent feature of Faust l i t e r a t u r e 

from Spiess onwards. This important episode i s placed between the tavern 

scene (Mephistopheles rushing i n w i t h the deceased Duchess's c h i l d - also 

dead, and quickly metamorphosed i n t o a bundle of straw) and the reappearance 
56. Van der Ei n h e i t .... i n Ley, ( t r . ) 11. Anonymity i s common to a l l the 

characters except Faust and Mephistopheles. Busoni even suggests th a t 
the Bruder and Herzog may double, as also Wagner and the Zeremonienmeister, 
thus heightening the e f f e c t of dream. 

57. Debusmann, Op. c i t . , 30; Dent, Busoni. 307. 
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of the Cracow students demanding the r e t u r n of the magic book. I t s 
signi f i c a n c e i s thus emphasised by the surrounding events. In the Puppenspiel. 
Helena i s led on by Mephistopheles, then opens her arms to Faust, who steps 
towards her. As he goes o f f w i t h her his words 'So koimu theure Helena, bu 
s o l l s t mein Alles und meine s t e t i g e .;£aPahrtin sein" are at once followed by 
Mephistopheles 1 cynical cackle 'Quid diabolus non potest, inulier e f f i c i t . 

CO 

Was der T e u f e l selbst n i c h kann, das s t e l l t er durch ein Weibsbild an'. 

The r e l a t i v e matter-of-factness of the f i r s t meeting i s present even i n 
59 

Goethe. Busoni's Helena i s s i l e n t , as b e f i t s her r o l e as a symbol of 

unattainable beauty. She appears to Faust as 'ein vollkommen schones, junges 

Wfeib i n durchschtige Schleier, im ubrigen nackt' (a momentary concession to 

the e r o t i c ) i n an unexpectedly e x p l i c i t c l a s s i c a l landscape, whose serenity, 

l i k e an evocation of Claude or Poussin, i s the most extreme contrast to the 

smoke and flames conjured up i n the tavern by Mephistopheles. 'The scene 

i s one of pale temples on d i s t a n t h i l l s , at the f o o t of which are dark woods. 

Transparent darkness l i t by a southern n i g h t sky'. Faust's emotion i s clear 

enough: 

Traum der Jugend, 

Z i e l des Weisen, 

Reinster Schonheit, 

Bildvollendung! 

as i s a l s o h i s r e a l i s a t i o n t h a t the v i s i o n i s 'unerkannt' 1 and ' u n e r r e i c h t V . 

As she disappears, he r e f l e c t s i n q u a s i - r e l i g i o u s t e rms: 

Der Mensch i s t dem Vollkommenen 

n i c h t gewachsen, 

er strebe denn 

nach seinem eigenen Masse, 

Und streue Gutes aus, 

wie es ihm gegeben. 

Ich weiser Narr, 
58. C. Engel, Op. c i t . , Act 4, Scene 5. 
59. R. Gray, Op. c i t . , 168. 
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ich Saunter, i c h Verschwender! 
Nichts i s t getan, 
a l l e s zu beginnen: 

der Kindheit f'u'hl i c h wieder mich genahert. 

I l l 

Four years a f t e r F r i t z Busch conducted Doktor Faust at Dresden, the 

same house and conductor gave the premiere of Jurg Jenatsch, a 'drama' i n 

f i v e acts, based on C. F. Meyer's novel by Heinrich Kaminski, u n t i l then 

known c h i e f l y f o r his sacred music. A d e l i b e r a t e l y i s o l a t e d f i g u r e , he drew 

on ' I n n e r l i c h k e i t ' and mystic ecstasy i n his r e v i v a l of elaborate neo-

baroque polyphony.^ He f e l t h i s closest l i n k s were with such masters as 

Obrecht and Ockeghemf'''though the i n e v i t a b l e Bachian i n s p i r a t i o n derived from 
62 

h i s view of canon as r e l i g i o u s symbol. Never himself taught by Heger, he 

has been bracketed s t y l i s t i c a l l y with such Reger pu p i l s as Haas and Schoeck 

and the Reger-influenced Josef Marx. His remote mountain family home at 

Ried, Bavaria r e f l e c t e d his withdrawn p e r s o n a l i t y , though he d i d conduct the 

B i e l e f e l d Musikvereinskonzerte from 1930 to 1933 and was P f i t z n e r ' s successor 

as composition Professor i n B e r l i n (Preussische Akademie der Kunste) alongside 

Schoenberg and Schreker. A f t e r a cool reception especially from the B e r l i n 

c r i t i c s , Jurg Jenatsch was l a i d aside, only to be staged again at the 

Nuremberg Stadttheater i n 1937 s h o r t l y before a ban l a s t i n g some four years 

was imposed on his music. 
60. Kaminski's short Die Saitenspiel des gelben Kaisers: ein Dialog auf den 

Berge (Anb., 1924, 23^-6) i s a manifesto of h i s independence from any 
current s t y l e or school. 

61. I n g r i d Samson: Grundlinien einer Kaminslti-Biogranhie. Musica (1958) 728. 
62. H. J. Moser. Heinrich Kaminski. ZM, 1929, 606. H.F. Redlich, who met 

Tiira i n 1922, l i n k e d him also w i t h the l a t e Beethoven quartets ( i n 
memoriam Heinrich Kaminski (MMR, 19*»7, 185 f f . ) ) For K. I I . Worner, 
w r i t i n g i n 19^9, Kaminski's backward-looking was ' v i e l weniger eine 
Frage des S t i l s , als des Bekenntnisses, weniger der i n t e l l e k t u e l l e n 
Reflexion, a l s der inneren Bezogenheit'. Worner f e l t also t h a t 
Kaminski's music suffered from lack of ' b l u t v o l l e , musikantische K r a f t ' . 
Musik der Geeenwart. Spael, Essen, 19^9, 156. 

63. Samson, 730. 
6k. K a r l S c h l e i f e r : I l e i n r i c h Kaminski Musica, 19*»7, 78. 
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Jurg Jenatsch i s not a 'Renaissance' opera as such. As i n Friedenstag. 
Hartmann's Simplicius Simplicissinius and Wagner-Regeny*s Johanna Balk (and, 
f o r that matter, Brecht's Mutter Courage) the s e t t i n g i s the T h i r t y Years' 
War. I t concerns a p o l i t i c a l arena - the Swiss I I I . Biinde (Canton Graubunden 
or V a l t e l l i n e ) of comparative obscurity, and a hero whose c e l e b r i t y , at l e ast 
u n t i l Meyer's novel appeared, was e s s e n t i a l l y l o c a l . Meyer, however, was a 
Swiss preoccupied w i t h the Kraftmensch idea, especially as i t manifested 
i t s e l f i n the I t a l i a n Renaissance. His l a s t two novellen. indeed, deal w i t h 
the period i n terms of moral tensions and dilemmas i n a way unparalleled i n 
the 19th c e n t u r y . ^ Jenatsch (1596-1639) received the epic treatment he 
deserved as scholar and c l e r i c turned r u t h l e s s R e a l p o l i t i k e r . His career 
began as a Protestant enemy of Catholic Spanish-Austrian p o l i c y i n the I I I . 
Btinde, leading to p a r t i c i p a t i o n i n the assassination of Pompejus Planta i n 
1621, service as a s o l d i e r i n Mansfeld's army, then w i t h the French army i n 
the Orisons and Venice. There followed a change of heart when he adopted 
Catholicism and joined the Spanish-Austrian party against h i s former a l l y 
the Due de Rohan, becoming Govenor of Chiavenna i n 1638. Jenatsch was 
assassinated at Chur early i n 1639, having brought about a l a s t i n g p o l i t i c a l 
status quo i n the Grisons. 

Meyer's novel i s a celebration of a great compatriot and 'man of destiny*, 

whose p a r a l l e l s w i t h S c h i l l e r ' s Wallensteins Tod have been n o t e d . ^ i t s 

three books focus successively on Pompejus Planta, his daughter Lukrezia, 

and Rohan, "the good duke'. Kaminski's 'drama' - i t i s f a r from conventional 

opera, w i t h singers and actors taking separate roles and an o r a t o r i o - l i k e 

f u n c t i o n f o r the meditative Chorus - adopts the sombre heroics of Meyer while 

r a d i c a l l y s i m p l i f y i n g the a c t i o n . The work begins and ends i n a lugubrious 

D minor (see Ex. 88), the predominant key throughout. I t i s characterised 

by the a l t e r n a t i o n of unaccompanied spoken dialogue w i t h loosely-organised 
67 

musical 'numbers', generally i n slow tempo and complex polyphony. Typical 

65. Die Versuchung des Pescara and Angela Borgia. 
66. R o b e r t F a e s i : Conrad F. Meyer. Huber, F r a u e n f e l d , 19^8, 113. 
67. 'Anderes f r e i l i c h w i l l polyphone Musik den 11(3rer b r i n g e n als berauschenden 

Klangzauber, hinreissende E f f e k t e und narkotisierende Romantik.• H. 
Kaminski: Einiges ttber polvahone Musik. Aub., 1926, 7-8. 
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of the s u s t a i n e d b a s s e s , s l o w t r i p l e t groups and c l o u d y r h y t h m i c f o r m a t i o n s 
of K a m i n s k i ' s s t y l e a r e Exx. 89 and 90. The f i r s t i s the ' V a t e r U n s e r ' 
p r a y e r sung by L u k r e z i a as she k n e e l s i n h e r p r i v a t e bower, and b ased on the 
L u t h e r a n melody of 1539. Ex. 90, the d e c l a m a t o r y manner of which i s 
r e p r e s e n t a t i v e of the s o l o v o c a l w r i t i n g , i s n e a r the opening of the r e m a r k a b l e 
s h o r t f i r s t scene of A c t 5. Here, the p a r t l y - m a s k e d b l a c k - c l a d Judge i n t r o d u c e s 
the K l a g e r to h i s c o l l e a g u e s o f the Kettenbund. The K l a g e r s p r i n g s up, t h r u s t s 
a s i d e h i s b l a c k cap and c l o a k and a t once s t a n d s a p a r t from the dark, bearded 
f i g u r e s of the c o u n c i l i n h i s l i g h t robe and blond y o u t h . A p a r t from M a r i a 
and h e r l a t e r disembodied v o i c e , J u r g and P a t e r P a n k r a z a r e the only main 
p a r t s i n which a c t o r s and s i n g e r s double - indeed, K a m i n s k i p r e s c r i b e s o n l y 
f i v e a c t o r s and one a c t r e s s i n a l l . E a c h , a p a r t from J i i r g and the i m p o r t a n t 
n o n - s i n g i n g semi-comic r o l e of F a u s c h , t a k e s a t l e a s t two r o l e s . The main 
s i n g i n g r o l e s a r e L u k r e t i a , Pompejus P l a n t a , Mattha and L u k a s . E a c h a c t , 
a p a r t from the l a s t , c e n t r e s on a s i n g l e event, as f o l l o w s : 

A c t 1: The P f a r r h a u s i n Berbenn. J e n a t s c h ' s p o l i t i c a l a m b i t i o n s 

r e v e a l e d . A c c i d e n t a l death from g u n f i r e of h i s young 

w i f e M a r i a ( L u c i a i n M e yer). 

A c t 2: C a s t l e on Burg R i e d b e r g . Pompejus P l a n t a and L u k r e t i a . 

A s s a s s i n a t i o n of Pompejus by J e n a t s c h , a i d e d by Mattha's 

and Lukas*.Confusion. 

A c t 3: V e n i c e , l l e r z o g Rohan and J e n a t s c h . Rohan's d e p a r t u r e 

and L u k r e t i a ' s d e c l a r a t i o n of l o v e f o r J i i r g . 

A c t 4: Burg R i e d b e r g . J e n a t s c h d e c l a r e s t h a t , d e s e r t e d by 

R i c h e l i e u and H o h a n , he w i l l now t u r n to S p a i n . 

L u k r e t i a i s a s t o n i s h e d . 

A c t 5: ( i ) A dark, r o c k y l a i r : the Kettenbund. The K l a g e r c r i e s : 

I c h k l a g e an S a t a n a s und seine Gewalten Hass, Ha.be und 

M a c h t g i e r und s c h e e l a u g i g e n Neid. ...... 

Das Land i s t i n G e f a h r . R e t t e t , r e t t e t Bunden! 

( i i ) R a t h a u s s a a l i n Chur. F e s t i v e g a i e t y ( a long i n s t r u m e n t a l 

p r e l u d e , i n c l u d i n g the q u i c k e s t music of the work) l e a d i n g 

http://Ha.be
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to the death of Lukas and the assassination of Jenatsch, 
by Lukretia, Jpart onlooker, part executioner. 

The action no less than i t s presentation d i f f e r s from the other works 

discussed here i n i t s time-scale, spanning the years from Jiirg's marriage 

and adoption of the Berbenn parish i n 1620 to h i s death i n January, 1639. 
68 

Doubtless t h i s helped to make the hybrid work c r i t i c a l l y unpopular at 
the time on dramatic grounds. Paul Stefan f e l t that the end smacked of 

69 
'crude middle-period Verdi' though he did admire the composer's musical 

'starke Natur .... grosse ... Begabung .... machtiges Konnen'. I t s unusual 

significance was also l i n k e d w i t h Palestrina. w i t h a p o l i t i c a l v i s i o n a r y 
70 

instead of an a r t i s t as protagonist. Something of the moral ambiguity i n 

Meyer's ch a r a c t e r i s a t i o n of Jenatsch i s present i n Kaminski's choral I n t r o i t u s 

wie b i t t e r bussend, 

q u a l v o l l unwissend 

der Mensch - halb Satan, halb Gott 

im Herzen -

zwischen Wollust und Schinerzen 
71 

hintaumelt verblendet .... 

and also i n the Chorus at the end of Act 1: 

Weh! 

der malt, 

gewaltigen Macht 

verworrenen Wahnens! 

immer wieder 
68. Extreme even i n a period of such hybrid works as Oedipus Rex. 

Jean^d'Arc and Christophe Colomb. 
69. Anb., 1929, 226. 
70. Erhard Krieger: l l e i n r i c h Kaminskis Drama Jurg Jenatsch. ZM, 1933, 992f. 
71. For Meyer, as f o r Burckhardt, the p o s s i b i l i t y that power might be e v i l 

lay behind the novel, argued Faesi (op. c i t . , 109), p o i n t i n g to the 
t i t l e of Part 3, *Der gute Herzog'. But the ' B r u d e r l i c h t e i t a l l e r 
Menschen* sought by Kaminski lay f a r from Meyer's f a s c i n a t i o n w i t h 
•Macht' and 'Gewalt'. 
I . Samson, loc . c i t . , 730. 
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i n Nacht 
s t u r z t sie die Menschheit! 

iiuuier wieder 

den nachtlich-dunkeln Gewalten 

ve r s c h a f f t sie den Sieg. 

I n his s e t t i n g s , Kaminski does not attempt to emulate Meyer. I n place of 

the magnificent opening d e s c r i p t i o n of the Swiss v a l l e y i n the novel, the 

composer prefers simply to sketch i n the old Berbenn Pfarrhaus ' a l t , annlich, 

duster i n seiner roman'schen Bauart'. S i m i l a r abbreviations occur i n the 

Burg Riedberg, w i t h i t s inner sunken garden, Lukretia's bower i n Act 4, 

w i t h i t s prayerstool and Madonna p o r t r a i t , the darkness and stone table of 

the *Gericht' scene and the f e s t i v e a i r of the f i n a l scene at Chur. For 

Meyer, the Venice s e t t i n g of Fausch's shop i s an opportunity f o r some r i c h 

d e s c r i p t i o n of the beloved atmosphere, i n c l u d i n g an opening reference to 

the 'rotschimmernden Dome der Maria Gloriosa dei F r a r i ' . Kaminski interestingly 

s u b s t i t u t e s 'Venedig, wie es sich etwa Matthias Grunewald v o r g e s t e l l t haben 

mag', w i t h the Piazza S. Marco, Duomo and palace, and provision f o r the 

crowded scene to include a second 'dark palace' as w e l l as the wine-shop 

i t s e l f . 

1927 saw the celebration of the 150th anniversary of Heinrich v. K l e i s t ' s 

b i r t h . The event stimulated ever greater i n t e r e s t i n the Prussian w r i t e r , 

whose novelle Michael Kohlhaas. dramatised by Arnold Brormen i n 192y, was 

turned into.an opera i n 1932-3 by the Dane Paul von Klenau, born, l i k e 

Kaminski, i n 1886. Unlike Kaminski, Klenau had not only composed operas 

previously (the one-act b i b l i c a l Sulamith (1913) K j a r t a n und Gudrun (1917-18) 

and Die Lasterschule. a f t e r Sheridan (1922)) but had, f o l l o w i n g a sound 

t r a d i t i o n a l tutelage f i r s t w i t h Otto H a i l i n g , then i n Germany wit h Bruch, 

T h u i l l e and S c h i l l i n g s , shown great i n t e r e s t i n the music of Mahler and 
72 

Schoenberg. This led him to attempt the fusion of dodecaphony and t o n a l i t y , 

and Michael Kohlhaas was t e c h n i c a l l y a large-scale experiment towards t h i s . 

As w i t h Jure Jenatsch. i t was a story of hubris and nemesis set t h i s time i n 
72. Tonal - A. Tonal i n Anb., 1924 309-10. 
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the h a r s h p o s t - R e f o r m a t i o n w o r l d of Brandenburg and Saxony i n 1540. 

T h e a t r i c a l l y , the f o u r - a c t work br e a k s new ground i n i t s u s e of a f r o n t a l 

s t a g e (Vorderbtihne) and r e a r s t a g e ( H i n t e r b u h n e ) . 'Auf der Vorderbuhne 

w i r d gesprochen, wahrend d i e Musik w e i t e r g e h t ' , i n s t r u c t s K l e n a u i n h i s 

P r e f a c e to the s c o r e , *auf der H interbuhne w i r d gesungen'. D r a m a t i c t e n s i o n 

i s thus e n s u r e d through the r a p i d , n e a r k a l e i d o s c o p i c s u c c e s s i o n of scene 

upon s c e n e . The main p a r t s a r e sung, but t h e r e i s a l s o a l a r g e c a s t of 

a c t o r s , headed by M a r t i n L u t h e r , whose i m p o r t a n t scene w i t h K o h l h a a s i s , to 

a r e s t r i n e d s t r i n g s , born and trombone accompaniment, conducted e n t i r e l y i n 

spoken d i a l o g u e . 

M i c h a e l K o h l h a a s i s , o f c o u r s e , n o t o n l y K l e i s t ' s c h i e f n on-dramatic 

work, but one of the best-known s h o r t s t o r i e s i n German L i t e r a t u r e . 

A t t e n t i o n has r i g h t l y been drawn to the two i d e a s , forming themes i n most 

of h i s works, between which K l e i s t found h i m s e l f caught - P r o t e s t a n t r e l i a n c e 
73 

on i n d i v i d u a l c o n s c i e n c e and P r u s s i a n o bedience to the s e c u l a r a u t h o r i t y . 

I t has a l s o been p o i n t e d out how the theme of the i n d i v i d u a l p i t t e d a g a i n s t 

a r b i t r a r i l y e x e r c i s e d a r i s t o c r a t i c power had a l r e a d y o c c u r r e d i n E m i l i a 
74 7 5 G a l o t t i and Egmont. Kl e n a u l a t e r r e f e r r e d to the K a n t i a n ' c a t e g o r i c a l 

i m p e r a t i v e ' as the concept which had l a i n b e h i n d h i s d r a m a t i c v i s i o n i n 

t h i s work a s i n h i s two subsequent o p e r a s , Rembrandt van Ri.jn and E l i z a b e t h 

von E n g l a n d . I n t h i s s e n s e , the a c t i o n s o f the young h o r s e - d e a l e r i n 

b u r n i n g and l o o t i n g the c o u n t r y s i d e , h i s v i o l e n t r e s p o n s e to the contemptuous 

l e g a l i n f r i n g e m e n t of J u n k e r Wenzel von Tronka i n c o n f i s c a t i n g h i s h o r s e s , 

a r e seen as h a v i n g o n l y one e v e n t u a l r e s u l t . 'Meine Taten s i n d T a t e n d e r 

V e r g e l t u n g ' he d e c l a r e s j u s t b e f o r e the E l e c t o r of Saxony's amnesty i s 

d e c l a r e d . Even L u t h e r had r e c o g n i s e d the s t r e n g t h of h i s c a s e , w h i l e 

73. M i c h a e l Hamburger: Reason and Energy: S t u d i e s i n German L i t e r a t u r e . 
W e i d e n f e l d and N i c o l s o n , 1970, 107. 

74. W a l t e r S i l z : H e i n r i c h v. K l e i s t : S t u d i e s i n h i s l i f e and L i t e r a r y 
C h a r a c t e r . P e n n s y l v a n i a U.P., 1961, 175. Berg r e a d K l e n a u ' s t e x t , 
and remarked 'Keine s c h l e c h t e I d e e , a b e r raehr e i n e F i l m i d e e ' . B r i e f e 
a . s . F r a u . Langen, M t l l l e r , MUnchen, 1965, 605 (21.1.33). 

75. B e a r b e i t u n g e n i n BS, May, 1940, 1. A l s o Wilhelm Matthes: P a u l von 
K l e n a u . i b i d . , 5 f . 
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d i s a p p r o v i n g of h i s r e t r i b u t i v e a c t i o n s . Y e t , though the law was o r i g i n a l l y 

on h i s s i d e , d e s p i t e the amnesty and even the s u c c e s s of h i s s u i t a g a i n s t 

the J u n k e r i n Dresden, K o h l h a a s i s e x e c u t e d . T h i s i s m a i n l y b e c a u s e the 

E l e c t o r of Brandenburg, though to some e x t e n t i n sympathy w i t h K o h l h a a s , 

76 
must a d m i n i s t e r j u s t i c e f o r the Empire as a whole. The t r a g e d y of K o h l h a a s 

i s more p o i g n a n t i n t h a t h i s a g g r e s s i o n i s renewed a t a c r i t i c a l moment by 

the t r a g i c and g r a t u i t o u s death of h i s w i f e L i s b e t h , wounded by a k n i g h t ' s 

l a n c e ' . By p l a c i n g t h i s e v e n t l a t e i n Act 3 K l e n a u does a l t e r the n a r r a t i v e 

b a l a n c e as K l e i s t c o n c e i v e d i t , though the manner and consequences of 

L i s b e t h ' s death a r e i n no way changed. 

K l e n a u ' s o p e r a i s planned on a grand s c a l e b e f i t t i n g the e p i c s u b j e c t . 

The music i t s e l f r e q u i r e s some comment a t t h i s p o i n t , a s i t must be seen as 

an a t t e m p t , unique a t t h i s p e r i o d , by a l a t e Romantic composer to h a n d l e the 

n o t e row i n a t o n a l manner. K l e n a u c l e a r l y b e l i e v e d i n the p o s s i b i l i t y of 

merging the two p r i n c i p l e s , as i n b a r s 1-5 of the work's main, opening 
77 

theme ( E x . 91). Y e t i n l a y i n g out the s c o r e , he was c a r e f u l to p r o v i d e 

s e v e r a l s e c t i o n s of a t r a d i t i o n a l , v o l k s t u m l i c h k i n d , m a i n l y to r e c r e a t e the 

atmosphere of the p e r i o d . I n A c t 1 a l o n e , f o r i n s t a n c e , he i n t r o d u c e s a simple 

c h o r a l L i n d e n l i e d . L i s b e t h ' s f l o w i n g E f l a t W i e g e n l i e d ( ' E i n Baumlein z a r t 

g e s c h l a c h t e r A r t ' ) and the modal G minor M a i e n l i e d duet. An o r i g i n a l W a l t e r 

von d e r Vogelweide fragment i s i n c o r p o r a t e d i n A c t 3, sung i n a ' p h a n t a s t i s c h e 

M o n d l a n d s c h a f t 1 by a t r a v e l l i n g m i n s t r e l , and t r a d i t i o n a l t o n a l i t y p e r v a d e s 

the s p r i n g - t i m e H i l d e b r a n d l i e d ( A c t 2, S c . 4) and the moving C minor 

E r z a h l u n g und Tod L i s b e t h s ( s e e Ex. 95). I n a d d i t i o n , c h o r a l e m e l o d i e s 

i n t r o d u c e t h e L u t h e r scene ( A c t 2) and the o p e n - a i r e x e c u t i o n scene ('Aus 

t i e f e r Not s c h r e y i c h zu D i r ' ) a t the end of Act 4. I n Act 2, S c . 1, a f t e r 

S c h l o s s Tronkenburg has been s e t on f i r e and the J u n k e r , pursued by K o h l h a a s , 
76. The same e x p i a t o r y i d e a o c c u r s i n R i c h a r d B l l l i n g e r ' s 1Bauerndrama' 

Die Hexe von P a s s a u (1935) t u r n e d i n t o an opera by the E s s e n composer 
Ottmar G e r s t e r i n 1941. There the young V a l e n t i n e I n g o l d i s burned as 
a w i t c h to s a t i s f y the demands of p e a s a n t s and c l e r g y , q u e l l an 
imminent a g r a r i a n u p r i s i n g and e n s u r e the maintenance of O b r i g k e i t . 
11 

77. Uber d i e Musik i n m e iner Oper M i c h a e l K o h l h a a s . DM. 1935. 260-2. 
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has retreated to the Erlabrunn nunnery, an unseen chorus ( a l b e i t 

a n a c h r o n i s t i c a l l y ) sings the Kyrie from Palestrina's Mass Emendemus. as dawn 

r i s e s and nuns f i l e across the f r o n t stage to ascend the s t a i r s . 

At the same time, tonal dedecaphony i s the p r e v a i l i n g technique through

out most of the score. Exx. 92-94 provide three instances of Klenau's 

method. The Elector of Saxony's 'lebhaft und h e i t e r 1 entry i n Ex. 92 i s a 

notable instance of the simple manner, avoiding any harmonic clashes between 

orchestra and voice, adhering to st r a i g h t f o r w a r d f i g u r a t i o n , a repeated 
7 
V i * ^ chord and repeated three-note group i n the second bar. Kohlhaas' grim 

Monolog l a t e r i n Act 1 (Ex. 93) i s b u i l t on the tensely r i s i n g , and again 

repeated scale, i n an ambiguous B minor w i t h an i n t e r p o l a t e d E sharp against 

the major 3rd B-D#, and inconclusive leading-note close. B minor i s Kohlhaas 1 

key, and the Monolog i s a development of the 'Breit und f e i e r l i c h ' main 

theme, Ex. 91. Again, a single chord emerges, t h i s time G#D#F#/A#OfrD#i;!ffr 

s i m i l a r to the chord mentioned i n Ex. 92. The vocal l i n e i s i n parlando 

s t y l e , closely r e l a t e d to the harmonic suggestiveness of the accompaniment, 

as the f i n a l C-A f a l l i n d i c a t e s . Even the rap i d f i g u r a t i o n of the Gerichtssaal 

scene (Act IV, Sc. 1) f a l l s i n t o a set pa t t e r n (Ex. 94) w i t h the F major/ 

D minor/ B minor of the main harmonic structure o v e r r i d i n g the twelve-note 

s c a l i c runs of v i o l a and bassoon, themselves grouped i n a t o n a l l y orientated 

fashion. As Lisbeth's Erzahlung and Tod shows, Klenau used the note row 

even i n passages such as t h i s which are t r a d i t i o n a l l y key-centred. I n t h i s 

case (Ex. 95) Lisbeth's C minor melody comprises part of a twelve-note row 

whose other elements appear i n the accompaniment. The sequence i s : 
Melody 1 2 5 6 8 9 10 11 

Ctf Eb Dl^ G# Alf Blj C# (CI,) 
Accompaniment E F# Glj Bb 

3 4 7 12 
78 

The t e x t i s notable f o r the t r a n s p o s i t i o n of Lisbeth's death{ but also 

f o r the dramatic (tenor) r o l e given to the Elector of Saxony, gradually 

reduced to despair by Kohlhaas' depredations. Sick and exhausted, he v a i n l y 

pursues Kohlhaas i n the hope of wresting from him the o l d gipsy woman's 

78. K l e i s t , Michael Kohlhaas. SW2, 29-30. 



139 

t a l i s r a a n i c amulet. E v e n t s come t o a head i n the remarkable dream sequence 
of A c t IV, S c . 3, when the E l e c t o r f e v e r i s h l y admits h i s g u i l t y p a r t i n 
the s t o r y 

Wer h a t den Mann, von den a l l e i n mein S c h i c k s a l abhangt 

w e g g e t r i e b e n ? Wer h a t d i e Ainnestie gebrochen? I c h s e l b s t , 

d e r K u r f u r s t , i c h hab 1 mein Wort gegeben. I c h b r a c h e s . 

F i i r c h t e r l i c h , nun r a c h t meine Sunde. 

The e f f e c t o f t h i s s t a r t l i n g scene i s h e i g h t e n e d f u r t h e r by the b r i e f spoken 

Z w i s c h e n a k t between G r a f Wrede and the E l e c t o r o f Brandenburg i n which, to 

march music and o f f s t a g e drum, the E l e c t o r c o n f e s s e s i t i s no l o n g e r i n h i s 

power to save K o h l h a a s * l i f e . I n the f o l l o w i n g s cene ( I V , 4) the E l e c t o r 

of Saxony f a i l s p a t h e t i c a l l y , d e s p i t e t h r e a t s , to t a k e the amulet. The now 

c o n v i c t e d K o h l h a a s has a l r e a d y been warned by L i s b e t h ( i n the g u i s e o f the 

Z i g e u n e r i n ) not to s u r r e n d e r i t , even though, s i n c e h i s l i f e i s f o r f e i t , i t 

can no l o n g e r save him. 

No l e s s s t r i k i n g i s t h e h a n d l i n g of the i m p o r t a n t L u t h e r e p i s o d e . I n 
79 80 P e t e r H a f f t i t z ' s M a r c k i s c h e Chronik, K l e i s t ' s main s o u r c e f o r the s t o r y , 

L u t h e r sends Hans K o h l h a a s a p r i v a t e l e t t e r . I n K l e i s t t h i s becomes a P l a k a t . 

a b r o a d s i d e . As G r a f Wrede r e a d s i t to the E l e c t o r o f Saxony ( A c t 2, 

Z w i s c h e n a k t ) L u t h e r 

'droht K o h l h a a s i n h a r t e n Worten rait den ewigen S t r a f e n d e r 

Verdauimnis nennt i l i n e i n e n Rauber, e i n e n R e b e l 1, der im 

Wahnsinn s t o c k b l i n d e r L e i d e n s c h a f t h a n d e l t und f o r d e r t ihm auf, 

das Schwert des Raubes und d e r M o r d l u s t n i e d e r z u l e g e n . ' 

Soon a f t e r t h i s , W i t t e n b e r g i s r e p o r t e d to be i n f l a m e s , and the town i n an 

u p r o a r . I n the calm of L u t h e r ' s study, K o h l h a a s ( r e f e r r i n g to h i m s e l f i n 

79. The M i c h r o c h r o n i c o n of P e t e r H a f f t i t z (1525-1602) was a development 
of the o r i g i n a l Mttrkische C h r o n i k (1391-1425) of W u s t e r w i t z , and 
e n t i t l e d ' K u r t z e und w a h r h a f f t i g e D e s c h r e i b u n g des Zustandes d e r 
Kurmark Brandenburg von 1388 b i s 1595.' 

80. Through C. S c h o t t g e n and G. C. K r e y s i g ' s well-known D i p l o m a t i s c h e 
und c u r i e u s e N a c h l e s e d e r l l i s t o r i e von Ober.-Sachsen, C. t l e s s e l s , 
1730-33. The ' N a c h r i c h t von Hans K o h l h a s e n ' appears i n V o l . 3, 
pp. 528-41, b r i e f and e s s e n t i a l l y u n d r a m a t i s e d . 
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the t h i r d person) i n s i s t s : 

•Kohlhaas w i l l der Welt zeigen, dasser keinen ungerechten 

Handel angefangen i s t . ' 

to which Luther r e p l i e s 

'Das ... muss ic h gelten lassen. So i s t d i r un die 

Gerechtigkeit zu tun! Ich werde mit dem Kurfursten verhandeln.' 

Luther wishes Kohlhaas to leave i n peace, but t h i s he w i l l not do. Faced 

w i t h t h i s , the older man i s unable to o f f e r his blessing, a r e f u s a l which 

causes Kohlhaas much pain. As he places his hands on h i s breast, suddenly 

ris e s and rushes out, Luther f o l d s h i s hands and bows his head. 

The amnesty which follows t h i s i s nevertheless seen by K l e i s t as Luther's 

and precedes the Dresden t r i b u n a l a t which Kohlhaas, w i t h the f o l l o w i n g he 

has by now a t t r a c t e d , appears to be v i n d i c a t e d . But Lisbeth's death i s 

the t u r n i n g - p o i n t , and at the B e r l i n Gerichtssaal (IV, 1) the Judge and crowd 

condemn Kohlhaas, who had w i s t f u l l y been hoping to s a i l from Hamburg wi t h his 

ch i l d r e n to the Levant or East Indies. Despite the pleas of Meister Humboldt 

i n his favour, Kohlhaas' futu r e i s now seen to hang on h i s p o s i t i o n as a 

subject of the Elector of Brandenburg. The r e s t r a i n e d , m a t t e r - o f - f a c t 

d e s c r i p t i o n of Kohlhaas' end i n the novelle presents the Elector of 

Brandenburg as a man d u t i f u l l y p r o t e c t i n g the community, and, a f t e r the 

execution, talcing the horsedealer's two small sons to j o i n h i s Pagenschule 

as knights. Klenau r e t a i n s the e s s e n t i a l events ( i n c l u d i n g Kohlhaas' 

swallowing of the amulet) while i n e v i t a b l y emphasising the sense of communal 

p a r t i c i p a t i o n . Thus the Elector's address on atonement i n K l e i s t reappears 

i n f u l l i n the opera, but the voice from the crowd 'Michael Kohlhaas hat 

sein Schuld gebusst!' the knighting of the boys 'Fur Gott! Fur Ehr! Fur 

Recht!• and the excited c r i e s of 'Heil unser K u f f i r s t ! ' from the crowd are 

Klenau's own dramatic additions. We have to remind ourselves that Kohlhaas's 
82 

tragedy was not that of a lawless c r i m i n a l , but, i n K l e i s t ' s sober words, 

that of a good c i t i z e n , 'Sohn eines Schulmeisters einer der rechtschaffensten 
81. Michael Kohlhaas. I b i d . , 53f. 
82. I b i d . , 9. 
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zugleich und e n t s e t z l i c h s t e n Menschen seiner Z e i t * . 

IV 

Comparisons of Michael Kohlhaas w i t h the better-known Mathis der Maler 

and Karl V are i n e v i t a b l e i n view of t h e i r o r i g i n i n the same p o l i t i c a l l y 

tense period, and the l a t t e r s 1 s i g n i f i c a n c e as expressions of c e n t r i s t or 

l e f t - o f - c e n t r e p o l i t i c a l views which prevented t h e i r performance at that time. 

Though Kohlhaas i s seen to have r i g h t on his side, h i s own l a t e r actions 

cancel t h i s out, and h i s death i s the proper r e t r i b u t i o n of an i n j u r e d and 

vi c t i m i s e d society. The subject thus has a r i t u a l q u a l i t y which might, i n 

other circumstances, have l e n t i t s e l f t o Brechtian Verfreindungseffekt. 

Mathis was, i n f a c t , the i n d i r e c t r e s u l t of Hindemith's f a i l u r e to collaborate 

s a t i s f a c t o r i l y w i t h Brecht, despite the impression created by t h e i r Baden-

Badener Lehrstuck i n 1929. At a time when the l i f e and works of Grunerwald 
go 

were a t t r a c t i n g much a t t e n t i o n from scholars, Hindemith turned to the 

1525 Peasants' Revolt as a focus f o r h i s increasingly strong views on p o l i t i c a l 

disengagement, simultaneously renewing the theme of the a r t i s t i n society 

broached i n C a r d i l l a c . As P f i t z n e r i d e n t i f i e d with P a l e s t r i n a , so d i d 

Hindemith w i t h Mathis N i t h a r t . One again, the b i t t e r c o n f l i c t s of the 

external world are set against the quietness and c e r t a i n t y of i n d i v i d u a l 

v i s i o n and c r e a t i v i t y , and the m o r a l i t y of withdrawal i n t o 'kunstlerischen 
84 

Selbetbewusstsein' made i n t o the c e n t r a l issue. The difference lay i n the 

f a c t t h a t , according to the evidence, the h i s t o r i c a l Mathis d i d become 

involved i n the war, whereas Palestrina played no d i r e c t p o l i t i c a l r o l e . 

I t i s not hard to see p a r a l l e l s between the o r a t o r i o - l i k e V I I . B i l d 

(Temptations of St. Anthony) and Palestrina's dialogue with the Old Masters, 

between the s p i r i t u a l roles of Borromeo and the Archbishop of Mainz, between 

the Isenheim A l t a r and the Marcellus Mass, or between the closing scene i n 
83. Hans H. Neumann: SchAften des Schongauer - N i t h a r t Archiv. E. Diederich, 

Jena, 1930, plus the e a r l i e r studies of Schmid (1907/11) Mayer (1919) 
TIagen (1922) and Rolf (1923). 

84. I l e i n r i c h Strobe 1: Paul Hindemith. Schott, 1948, 78-9. 
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Mathis 1 workroom and Palestrina seated alone at his organ, o b l i v i o u s of the 

cheering outside. The s i g n i f i c a n c e of the s e t t i n g i n Hindemith's Pranconian 
85 

homeland i s c e n t r a l , i n t h a t the imagery of the period, f a r from being 

generalised, becomes sharp, concrete .-and s p e c i f i c to the landscape of the 

countryside between Mainz and Wiirzburg. Hauptmann had dealt w i t h t h i s same 

subject i n F l o r i a n Geyer (1896) a play w i t h which Hinderaith must have been 
86 

f a m i l i a r from i t s r e v i v a l s i n the early Weimar years. But where Geyer's 

deep sympathy w i t h the peasants cause ends i n betr a y a l and death, Mathis 

survives to achieve a d i f f e r e n t kind of triumph. 

Hast du e r f u l l t , was Gott d i r auftrug? 

I s t dass du sc h a f f s t und b i l d e s t , genug? 

demands the peasant leader Schwalb ( 1 . B i l d ) accusing Mathis of having no 

f e e l i n g f r o his f e l l o w men. His conscience, however, i s a l l too strong, as 

we hear i n his cry f o l l o w i n g the r i o t i n Mainz (2. B i l d ) : 

Meiner Bruder Angstschrei 

lahrat mir die Hand, 

bedekken sich die Tafeln. 

Yet the grim episode i n v o l v i n g the burning of Lutheran books by Capito's 

Catholic mercenaries leads to a f u r t h e r cry from Mathis: 

Ich kann n i c h t mehr maien! 

Der Menschen Jammer lahrat mir Arm und Sinn 

Unrecht, Armut, Krankheit, Mart em — 

s o i l i c h daran mitschuldig sein. 

Only i n the o r a t o r i o - l i k e V I . B i l d does the dilemma resolve i t s e l f , as 

Albrecht, i n the guise of St. Paul, addresses Mathis (St. Anthony) 

I n der Hut deiner A r b e i t l e b t e s t du, 

Geborgen worst du. Meisterschaft t r u g dich, der Vater Kenntnis. 

Was du gesucht, g e l i t t e n , 

deinera Wirken gebe es den Segen der U n s t e r b l i c h k e i t . 
85. Cf. Ian Kemp: Hindemith. O.U.P., 1970, 30. Strobel f a i l s to mention 

t h i s . 
86. H. F. Garten: Hauptmann. Bowes and Bowes, Cambridge, 1954, 20-1. 
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I t i s immediately f o l l o w i n g t h i s t h a t the Isenheim A l t a r p i e c e g i v e s way t o 

the b r i g h t n e s s o f dawn and a view o f Mainz o v e r l o o k i n g the Rhine, a reminder 

t h a t e a r l i e r , b e f o r e the r i o t ( I I . B i l d ) the C a r d i n a l ' s v i s i o n had been o f 

Mainz as a n o r t h e r n c e n t r e f o r C a t h o l i c i s m : 

H i e r s o i l versamraelt s e i n 

was an V/erk und Wort Edles 

der Menschengeist h e r v o r b r i n g t 

fein deutsches Rom am Rhein. 

A f t e r the b i t t e r wrangle over the bookburning, and c o n f r o n t a t i o n o f 

R i e d i n g e r and C a p i t o , Luther's l e t t e r t o the C a r d i n a l ( r e a d by R i e d i n g e r ) 

suggested t h a t he take a w i f e and s u r r e n d e r Church lands t o the people. At 

t h i s stage L u t h e r i s p a i n t e d as one ready t o c r i t i c i s e the p r i n c e s f o r 

abuse o f t h e i r power, b u t r e a l l y more i n t e r e s t e d i n the c a r e f u l s e p a r a t i o n 
87 

o f temporal and p a s t o r a l f u n c t i o n s . However, the consequences o f h i s 

i n s t r u c t i o n t o the p r i n c e s t o suppress the peasants by f o r c e are seen c l e a r l y 

enough i n the IV. D i l d . A f t e r the s e i z u r e and e x e c u t i o n o f the Graf v. 

H e l f e n s t e i n i n the wardamaged v i l l a g e o f K'onigshof en, the peasants prepare 

f o r b a t t l e w i t h government t r o o p s . S i g n i f i c a n t l y , Mathis i s s t r u c k down 

when he t r i e s t o rescue the G r a f i n from peasant abuse, and i s saved o n l y by 

Schwalb's a r r i v a l . I n Kohlhaas. L u t h e r i s f i f t e e n y e ars o l d e r , more mellow, 

and sharp enough t o see t h a t the l i t i g i o u s Kohlhaas has l e g a l i t y on h i s s i d e , 

though he cannot endorse the v i o l e n c e . I n p r a c t i c e , as i n Mathis. he ends 

by s u p p o r t i n g the c i v i l a u t h o r i t y a g a i n s t the r e b e l . 

M a t h i s ' d e a l i n g s w i t h U r s u l a R i e d i n g e r are movingly d r a m a t i c and h i s 

r e l a t i o n s h i p w i t h Schwalb's daughter Regina g e n t l e , even s e n t i m e n t a l . I n 

each case, however, e r o t i c i s m i s n o t a b l y absent. I n s t e a d , an e t h i c a l 

s i t u a t i o n i s p r e s e n t e d . 

Doch was s o l i d i r e i n g r e i s e r Mann? 

A l t e r kann m i t Jugend n i c h t zusammengehn i n einem Joch 

i s M a t h i s ' comment when Ursul a f i r s t d e c l a r e s her l o v e ( I I I . B i l d ) . I t i s 

87. A. G. Dickens: Reformation and S o c i e t y i n 16th Century Europe. 
Thames and Hudson"] 1966, 80. 



o f some i n t e r e s t t o see t h i s f e a t u r e r e c u r r i n g i n Krenek's K a r l V. composed 
88 

i n Vienna i n 1931-3 and l i k e M a t h i s , banned i n Germany f o r i t s a l l e g e d l y 

s u b v e r s i v e p o l i t i c a l t e n dencies. Here I s a b e l l a , the Habsburg Emperor's 

d y i n g w i f e appears b r i e f l y a t the end o f the f i r s t p a r t , i n the sequence o f 

h i s l i f e . The o n l y o t h e r female r o l e s are h i s mother Juana and s i s t e r 

Eleonare. 
Beneath T i t i a n ' s Last Judgment, the Voice o f God announces t o Charles 

Tuste in 

i n the monastery at^Estreinadura 

Die Welt, wie s i e des Columbus Tat 

dem menschlichen Bewusstsein v o r g e s t e l l t 

a l s e i n Gauzes 

diese Welt gab i c h d i r .... 

a reminder t h a t Milhaud's C h r i s t o n h e Colotnb. though n o t seen by Krenek i n 
89 

i t s famous 1930 B e r l i n p r o d u c t i o n was known t o him i n score. From the 

o u t s e t , Krenek i n s i s t e d t h a t he was n o t p o l i t i c a l l y a l i g n e d , d e t e s t e d p a r t i e s 

aaid slogans, and had w r i t t e n K a r l V p a r t l y as a means o f p r o m u l g a t i n g h i s 

b e l i e f i n A u s t r i a as 'der l e t z i t e Rest des a l t e n u n i v e r s a l e n i l b e r n a t i o n a l e n 
90 

R e i c h e s 1 , whose p o l i t i c a l s o u l was a t bottom a n t i - n a t i o n a l i s t . The work 
was meant, as Rogge has s a i d , as a study i n power and a m a n i f e s t o f o r 

91 

t o l e r a n c e . One might c e r t a i n l y argue t h a t Krenek wa s simply f o l l o w i n g 

the c u r r e n t f a s h i o n f o r music t h e a t r e w i t h l e f t i s t tendencies (Mahagonny. 

M a s c h i n i s t Hopkins. Die Massnahme) b u t K a r l V emerged as something more. 

I t was a statement o f p o l i t i c a l problems *indem i c h den Universalismus des 

m i t t e l - a l t e r l i c h e n J f a t h o l i s c h e n Reiches p r i e s gegenuber den zersetzenden 
92 

K r a f t e n von N a t i o n a l i s m u s , M a t e r i a l i s m u s und r e l i g i o s e r G l e i c h g u l t i g k e i t ' . 
88. The score was completed on 21 May 1933, b u t the plans f o r i t s 

p r o d u c t i o n i n 193** ( t h e year o f D o l l f u s s ' a s s a s s i n a t i o n ) a t the Wiener 
Staatsoper were f r u s t r a t e d . Krenek gave p u b l i c readings o f the t e x t 
i n Vienna and Graz. 

89. L e t t e r t o the w r i t e r , August 31, 1971. 
90. E r n s t Krenek: S e l b s t d a r s t e l l u n g . A t l a n t i s V e r l a g , Z O r i c l i . 19^8, 36. 
91 . Wolfgang Rogge: Ernst Kreneks Opera MBseler, WOlfenbOttel, 1970, 111, 

118. 
92. S e l b s t d a r s t e l l u n g . 35. 
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I n r e t u r n i n g t o the Renaissance w o r l d , i t ranged w i d e l y over the e a r l y 
s i x t e e n t h - c e n t u r y p o l i t i c a l scene i n a way which o n l y one o f Krenek's broad 
i n t e r n a t i o n a l i s t o u t l o o k c o u l d have achieved. I t was, indeed, the one work 
o f i t s time i n which the temper and problems o f Europe i n the High 
Renaissance were t r e a t e d k a l e i d o s c o p i c a l l y , as i t were, from the v i e w p o i n t 
of one who was s i m u l t a n e o u s l y K i n g o f Spain, German Emperor and head o f the 
house o f ITabsburg. Throughout, emphasis i s l a i d on power as s u f f e r i n g and 
r e s p o n s i b i l i t y . As the Fourth S p i r i t says t o Charles a f t e r the Sack o f Rome: 

. . . i c h b i n von Gottdein H e r r n g e s e t z t 

fiber a l l e s i r d i s c h e Leben 

mein i s t d i e Erdenwelt 

m i r g e h o r t s i e zu: 

denn Tranen und'Leid 

i s t das i n n e r s t e Wesen der Dinge 

w h i l e Charles, seeing h i s w i f e on her deathbed, r e f l e c t s 

I n ewigen Takt zwischen L e i d und Lust 

Schwingt dieses Leben b i n , 

Pendel e i n e r u n s i c h t b a r e n Uhr. 

The t w e l v e - n o t e technique i n which Krenek d e l i b e r a t e l y composed here was a 

s t y l i s t i c metaphor f o r the h i s t o r i c a l s i t u a t i o n o f Charles V, one o f the 
93 

c l a s h between f r e e w i l l and n e c e s s i t y , and al s o as a symbol o f the work's 
94 

seriousness o f i n t e n t . I n i t s o t h e r major t e c h n i c a l aspect, the use o f 

speaking p a r t s and t r a c t s o f spoken d i a l o g u e , K a r l V r e f l e c t s i t s p e r i o d o f 

o r i g i n ; they add c o n s i d e r a b l y t o i t s q u a s i - B r e c h t i a n , documentary f l a v o u r . 

Once again, L u t h e r appears as a s u p p o r t e r o f a u t h o r i t y , though t h i s 

time o f a s t i l l more f i e r c e l y German n a t i o n a l i s t k i n d than i n M a t h i s . He i s 

'der Monch von W i t t e n b e r g ' , whose answer t o the co m p l a i n i n g c l e r i c s a t the 

D i e t o f Worms i s 

P r e i h e i t des Christemnenschen! 

Zwischen uns und Gott s o i l k e i n e r stehn. 
93. Cf. F. Saathen: E r n s t Krenek: eine Essay. Langen, MUnchen, 1959, 27. 
94. S e l b s t d a r s t e l l u n g , 33. Also L. Knes s l : E r n s t Krenek. L a f i t e , Vienna, 

1967, 5 1 . 
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I n the sarae s p i r i t , L u t h e r ' s p o l i t i c a l successor M o r i t z of Saxony i s 

presented as a foe o n l y s l i g h t l y l e s s f o r m i d a b l e than Charles' g r e a t r i v a l , 

the French Renaissance k i n g F r a n c i s I , t o whom Charles had g i v e n h i s s i s t e r 

Eleonore i n d y n a s t i c m a r r i a g e . Also g i v e n due w e i g h t i n the p o r t r a i t of 

the time are Charle s ' problems w i t h the papacy, e s p e c i a l l y Clemens V I I , 

and w i t h the i n f i d e l , the unknown f o r c e s beyond Europe, symbolised i n 

Soleirnan the M a g n i f i c e n t . Krenek i n s i s t e d , however, t h a t these e x t e r n a l 

r e l a t i o n s h i p s were n o t the primary s u b j e c t o f K a r l V. This was, he said, 

r a t h e r the 'im t h e o l o g i s c h e n Sinne beinahe prozessuale Frage nach der 

R e c h t f e r t i g u n g und d i e G e s c h i c h t s p h i l o s o p h i e , ob und w i e w e i t h i s t o r i s c h e 
95 

Fakten a l s B e w e i s m a t e r i a l i n diesen Prozess herangezogen werden konnen....' 
The t e n e t s o f contemporary e x i s t e n t i a l i s m were thus b e i n g a p p l i e d t o a 

96 

l e a d i n g Renaissance p r i n c e . Dy c l a i m i n g t h a t he saw Charles' problem as 

b o t h personal and su p r a - p e r s o n a l , Krenek makes p o s s i b l e a comparison w i t h 

the p a r a l l e l dilemma o f Hindemith's M a t h i s . On the personal l e v e l , b o t h 

had t o come t o terms w i t h themselves f u l l y as i n d i v i d u a l s ; one as a European 

l e a d e r , seeking i n o l d age t o j u s t i f y h i s a c t i o n s , t o achieve ' R e c h t f e r t i g u n g 1 

t h e o t h e r t o s a t i s f y h i s conscience i n the r e l a t i o n s h i p o f Macht and G e i s t . 

o f p o l i t i c a l b ehaviour and the ex p r e s s i o n o f v i s i o n t h r o u g h t e c h n i c a l s k i l l , 

d u t y t o s o c i e t y and a r t i s t i c f u l f i l m e n t . The q u e s t i o n o f the e x t e n t t o 

which Charles was l i m i t e d by the quest f o r p e r s o n a l s a l v a t i o n i s answered: 

'.... m i t der Gegenfrage, w i e w e i t s e i n p o l i t i s c h e s Handeln a l s 

geschichtsgebundene F i g u r s e i n e r u b e r p e r s o n l i c h e n , h i s t o r i s c h e n Aufgabe 
96 

i n n e r h a l b der Geschichte a l s H e i l s g e s c h i c h t e g e r e c h t geworden s e i * . 

V 

Two main c o n c l u s i o n s emerge from c o n s i d e r a t i o n o f these s i x works. One 

i s the a b i d i n g f a s c i n a t i o n o f the Reformation as the e s s e n t i a l n o r t h e r n 

c o u n t e r p a r t o f the I t a l i a n Renaissance, d e s p i t e i n e v i t a b l e l a c k o f agreement 

95. T r a k t a t on K a r l V. qu. i t n e s s l , op. c i t . , 49-50. 
96. Knessl, U9. 
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97 

over t h e i r ' t r u e * r e l a t i o n s h i p . This was combined w i t h an u l t i m a t e l y -

p e s s i m i s t i c view o f i t s r o l e as the g r e a t s p i r i t u a l r e v o l u t i o n , the t u r n i n g -

p o i n t i n German h i s t o r y which n e v e r t h e l e s s ended I t a l i a n humanism n o r t h o f 

the A l p s . The o t h e r i s what has been d e s c r i b e d (though i n a d i f f e r e n t 

c o n t e x t ) as the d e l i b e r a t e n e a r - i d e n t i f i c a t i o n o f myth w i t h h i s t o r y , and 
98 

t h e i r p a r a l l e l c l o s e l i n k s w i t h the p r e s e n t . I n these operas, through 

the i n t e r p l a y o f f a c t u a l and f i c t i o n a l elements, the c o n t r i v e d s u b j e c t i v i t y 

and use o f s u g g e s t i o n r a t h e r than statement, h i s t o r y and myth become 

o v e r l a p p i n g planes o f r e a l i t y . Any d i s t i n c t i o n between the ' r e a l i t y ' and 

the 'myth' o f the Reformation p e r i o d i s never r e a l l y made, o r f e l t t o be 

necessary. I n s t e a d o f ' c r y s t a l l i s i n g ' the a c t i o n from the s o - c a l l e d 'given 
99 

drama' o f ' w i r k l i c h e Geschichte' the s t r i c t o r e x p l i c i t h i s t o r i c a l 

background p r o v i d e s an a r b i t r a r y p a t t e r n o f moral symbolism. For these are 

e s s e n t i a l l y ' m o r a l i s i n g ' , m y t h - c r e a t i n g or r e i n f o r c i n g p o r t r a i t s f a r from 

the ' p e t i t e science de l a contingence' (Braudel's s c o r n f u l phrase) and more 

a k i n t o h i s t o r i c a l r h e t o r i c i n i t s broad sense. The events seem t o r e v o l v e 

round the p r o t a g o n i s t s so as t o r e f r a c t the r e l i g i o u s and p o l i t i c a l 

atmosphere without•submerging the c h a r a c t e r s ' almost t i m e l e s s i d e n t i t i e s . 

The r e l a t i o n s h i p o f the Reformation t o the dramatis personae. w i t h the 

continuous s t r e s s i n each case on the p e r s o n a l , b i o g r a p h i c a l , inward, 

e s c h a t o l o g i c a l element i s o f fundamental importance. What had by 1540 

r e s o l v e d i n t o a ' p e r i o d ' r a t h e r than a 'movement' i n I t a l y * ^ was i n Germany 

a time o f unprecedented s p i r i t u a l i n t e n s i t y , o f c i v i c and p o l i t i c a l awareness, 

i n which consciences were searched, and r e l i g i o u s a t t i t u d e s s u b j e c t e d t o 

f i e r c e e x t e r n a l pressures. As though t o u n d e r l i n e t h i s - which Joachimsen 

described as, t h r o u g h L u t h e r , 'eine Verbindung m i t den i n a t e r i e l l e n Beschwerden 
97. Cf. Ch. 4, nn. 6 and 77; a l s o Ferguson, Ch. 9, esp. 282-3 on 

Joachimsen and Andreas. 
98. T. E a g l e t o n : E x i l e s and Emigres. Chatto, 1970, 176, w.r. t o Yeats 

and I r e l a n d . 
99. SoBrgel, I , 893, w.r. t o A d o l f B a r t e l s ' L u t h e r t r i l o g i e (1903) 

100. P. Burke: T r a d i t i o n and I n n o v a t i o n i n Renaissance I t a l y , Fontana, 
1974, 331. (Orig. pub. 1972). 
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und dera n a t i o n a l e n Entliusiasraus' - these s i x operas are dramas o f 
conscience and the l i m i t a t i o n s p l a c e d upon i n d i v i d u a l c hoice. Rather than 
a s p i r i n g t o be t h e a t r i c a l K u l t u r g e s c h i c h t e . each work i s 'about' one c e n t r a l 
f i g u r e , h i s dilemmas, responses, d e c i s i o n s , and p e r s o n a l eschatology. Each 
c o n s c i o u s l y r e s t r i c t s i t s range, t e n d i n g towards a l l e g o r i c - p h i l o s o p h i c o r 
symbolic p r e s e n t a t i o n , the g r e a t e s t symbol o f a l l a r g u a b l y being the 
Reformation i t s e l f . This i s achieved t h r o u g h m a t e r i a l s u i g e n e r i s legendary 
b u t based on a k e r n e l o f f a c t - the Faust s t o r y - o r m a t e r i a l o f a c o n j e c t u r a l 
or q u a s i - h i s t o r i c a l k i n d , l i k e the l a s t years o f Griinewald, woven i n t o a 
d e t a i l e d n a r r a t i v e even when ( i n t h i s case) i t had l o n g ago been remarked. 

t h a t 'von seinen Thun n u r eine geringe S c h r i f t oder mundliche N a c h r i c h t geben 
* i I 0 2 Konnte.' 

None comes near t o p r e s e n t i n g a f u l l p o r t r a i t o f a. 16th c e n t u r y German 

community such as e x i s t s i n Die M e i s t e r s i n g e r - perhaps because o f t h a t 

work's unique, d e f i n i t i v e n a t u r e . The d r a m a t i c i n t e n t i o n i s i n each 

d i f f e r e n t , w i t h none o f Wagner's serene, p u b l i c optimism. I f the community 

may be s a i d t o r e a c t t o the p r o t a g o n i s t , so he i n t u r n i s a c r e a t u r e o f 

m y s t e r i o u s impulse, h o v e r i n g c l o s e t o s o l i p s i s m . P a l e s t r i n a ' s main o b j e c t i v e 
103 

and 'Grundzug' i s 'mystic ecstasy', Kohlhaas i s 'deep i n i l l u s i o n about 
104 

h i m s e l f and the w o r l d ' y e t perhaps 'achieves what he r e a l l y d e s i r e s ' , 

s p e c t a c u l a r s e l f - a n n i h i l a t i o n . The q u a s i - B i s m a r c k i a n R e a l p o l i t i k e r Jenatsch 

embodied t h a t c l a s h o f 'Recht und Macht, P o l i t i k und S i t t l i c h k e i t ' 
105 

c h a r a c t e r i s t i c , i n Meyer's view, o f the e a r l y 17th c e n t u r y , y e t a l s o , i n 

Krenek's view, o f the e a r l i e r age o f Charles V, the 'Just Emperor' s t r i v i n g , 

however v a i n l y , t o u n i t e a d i v i d e d w o r l d . I n the l i v e s of Faust o f W i t t e n b e r g 

and N i t h a r t o f Mainz, seekers b o t h , t h e v i o l e n t events o f the o u t s i d e w o r l d 
101. Op. c i t . , 282. 
102. J. S a n d r a r t ( e d . A. R. P e l t z e r ) Academie der Bau-Bild-und Mahlery-

KUnste von 1675. G. M i r t h , MUnchen, 1925, 81, on Matthaeus v. 
Aschaffenburg. 

103. Bekker, G. W., I I , 277. 
104. R. 5. Lucas: Problems i n M i c h a e l Kohlhaas. DVjS, 44 (1970) 139, 144. 
105. Meyer t o JIanssel, Sept. 1866, qu. Franz Koch: Idee und W i r k l i c h k e i t . 

L. Ehlermann, DUsseldorf, 1956, 298. 



seem, n o t so much t o impose a framework f o r p o s i t i v e a c t i o n as t o r e p r e s e n t 

a challenge t o the e x e r c i s e o f the w i l l , ending i n d e f e a t and death f o r one, 

and s i l e n t r e t r e a t f o r the o t h e r . 

Combining the s e l e c t i o n o f i n f o r m a t i o n w i t h u n i t y of p r e s e n t a t i o n i s , 

i n Mencke-Gluckert's words, t h e g r e a t e x e r c i s e r e q u i r e d o f the h i s t o r i a n . 

A r e c e n t commentator, d i s c u s s i n g the h i s t o r i c a l n o v e l s of Mundt, Gutzkow 

and t h e i r contemporaries has d e s c r i b e d the problem as the 'Spannungsverhaltnis 
von w i s s e n s c h a f t l i c h g e s i c h t e t e n M a t e r i a l und k i i n s t l e r i s c h e r G e s t a l t u n g von 

S t o f f und Form', and the h i s t o r i c a l n o v e l as a combination o f ' b i l d h a f t 
~ 107 k t i n s t l e r i s c h e r Phantasie, e i n f u h l e n d e r I n t u i t i o n , a s t h e t i s c h e r Bildgebung.* 

Here, the Hegelian ' E n t w i c k l u n g s b e g r i f f 1 p o i n t e d t o l i v i n g 'Geschichte' 

r e l e v a n t t o the p r e s e n t , and d i s t i n g u i s h e d from i r r e t r i e v a b l y dead (and 
v f '108 

thus unusable) T l i s t o r i e . These l a t e r ' v i c t i m s ' o f the h i s t o r i c a l process 

are n o t heroes so much as men ca s t by circumstances i n t o an h e r o i c , o r r a t h e r 

q u a s i - h e r o i c mould, though, w i t h one e x c e p t i o n ( P a l e s t r i n a , who a l s o 

experiences anguish) made t o s u f f e r f o r t h e i r a s p i r a t i o n s . 

I t was no a c c i d e n t t h a t the pessimism n o t o n l y o f Schopenhauer, b u t o f 

Paolo S a r p i ' s C o u n c i l o f T r e n t h i s t o r y - t h a t 'helplessness o f man as a 
109 

moral b e i n g ' n o t e d by Bouwsma - should have i n f l u e n c e d P f i t z n e r ' s 

c o n c e p t i o n o f P a l e s t r i n a ( n o t a b l y Act 2) so p r o f o u n d l y . H i s d o c t r i n e o f 

• o p p o r t u n i t y ' , o f ' c o - o p e r a t i n g w i t h the opportune moment f o r a c t i o n 1 i s , 

c u r i o u s l y , p r e s e n t a l s o i n Jen a t s c l i and i n M a t h i s . One might even argue 

t h a t the S a r p i a t t i t u d e , h i s r e f u s a l t o p r e d i c t the f u t u r e , h i s awareness 

of the p e r p e t u a l p r o b a b i l i t y o f the unexpected, i s borne out i n the slow, 

time-obsessed, weighed-down Weltanschauung o f K a r l V. Moreover, S a r p i ' s 

s t r e s s on the value o f i n d i v i d u a l over c o l l e c t i v e judgment (he meant, o f 

course, i n e c c l e s i a s t i c a l m a t t e r s ) has an odd b e a r i n g on the p u r e l y c i v i l , 

though l a t e r a l s o s p i r i t u a l problems i n Kohlhaas. Here, however, the horse-
106. Die Geschichtsschreibung der Reformation und Gegenreformation. A. W. 

Z i c k f e l d t , O s t e r w i e c k / l l a r z , 1912, AO. 
107. Helmut Kind: Das Z e i t a l t e r der Reformation im h i s t o r i s c h e n Roman der 

Jungdeutschen. Vandenhoeck u. Ruprecht, GOttingen, 1969, ^7-8. 
108. I b i d . , 18. 
109. I n 'Venice, Spain and the Papacy' (1962), r e p r . i n Cochrane, E. (ed.) 

•The l u t e T t a l i a n Renaissance. Macmillan, I y 7 0 , > 9 . 
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d e a l e r ' s a c t i o n s prove S a r p i ' s p o i n t about the f u t i l i t y and e v e n t u a l 

d e s t r u c t i v e n e s s , d e s p i t e s h o r t - t e r m g a i n , o f s t r u g g l e a g a i n s t s u p e r i o r 

powers i n the p o l i t i c a l arena. The e x t e n t o f c o n t r o l over events, i n 

r e l a t i o n t o moral r e s p o n s i b i l i t y and a u t h o r i t y take on, i n Kohlhaas and K a r l 

V a l i k e , a m e t a p h y s i c a l i n t e n s i t y , w h i l e i n Jeriatsch. M a t h i s . and p o s s i b l y 

P a l e s t r i n a . i t has a m i l l e n i a l , c h i l i a s t i c q u a l i t y . 

As suggested e a r l i e r , L u t h e r ' s background r o l e i n these works has a 

s i n g u l a r h i s t o r i o g r a p h i c i n t e r e s t , and n o t o n l y because o f h i s obsession 

w i t h the d e v i l , and the mention o f Faust i n the T i s c h r e d e n . * * 0 May 26, 1910, 

when P f i t z n e r was p l a n n i n g the t e x t o f P a l e s t r i n a was, a p p r o p r i a t e l y , the 

300th a n n i v e r s a r y o f Carlo Borroraeo's canonisation.*'''^' I t was a l s o the 

p e r i o d of G r i s a r ' s monumental a n t i - L u t h e r t r a c t , o f Rudolf Frank's Faust-
112 113 legend source study and o f Eugen W o l f f ' s f u l l - l e n g t h monograph. This 

a 114 f o l l o w e d Riesew^tter' s major study and Eugen Schmidt's essay which had 

r e l a t e d whole t r a c t s o f L u t h e r ' s works ( i n c l u d i n g the T i s c h r e d e n ) t o the Spiess 
115 

H i s t o r i a and the l a t e r e l a b o r a t i o n s o f Widmann and P f i t z e r . W o l f f 
presented the Spiess Faustbook as the work o f a C a t h o l i c s t r i v i n g t o 

h i s t o r i c a l Georg (Johann) Faust. Even i f t h i s seems f a r f e t c h e d (though 

W o l f f a t t r i b u t e s the Faustbook t o t h e a n t i l u t h e r a n p o l e m i c i s t and s a t i n i s t 

Johann Nas (1534-90)) the n o t i o n o f Faust as a 'parody o f L u t h e r ' - as 

drunkard, magician, s a t a n i s t and manichean ( w i t h a chapt e r on Simon Magus 

and Helena as p r o t o t y p e s f o r L u t h e r and Kathe) - has a s p e c i a l f a s c i n a t i o n , 

110. Cf. Preserved Smith: L i f e and L e t t e r s o f M a r t i n L u t h e r . Murray, 
London 1911, 339-40. 

111. J i r i P e l i k a n (ed.) I n t e r p r e t e r s o f L u t h e r . F o r t r e s s Pr., P h i l a d e l p h i a , 
196a, 261. 

112. Wie der Faust e n t s t a n d : tfrkunde. Sage und Dichtung. W. BorngrHber, 
B e r l i n , 1911. 

113. Faust und L u t h e r : e i n B e i t r a g zur Entstehung der Faust-Dichtung. 
Max Niemeyer, H a l l e , 1912. 

114. Faust i n der Geschichte u. T r a d i t i o n . L e i p z i g . 1893. 
115. Faust und L u t h e r . B e r i c h t e der Preussischen Adademie, 

1896, 567-91. 
tted J should read— 'striving to incorporate as much oF Luther as ine orni 

possible into the adventures of the historical Georg(Johann)Faust.' j 
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e s p e c i a l l y i f , as w i t h Wolfgang Menzel i n 1 8 5 9 * ^ the Faust legend i s seen 

as an a l l e g o r y o f the Reformation. 

On the o t h e r hand, since a l l t h a t L u t h e r u l t i m a t e l y r e p r e s e n t e d - b e l i e f 

i n e t e r n a l l i f e , the s c r i p t u r e s and wedlock, f e a r l e s s c o n f l i c t w i t h the d e v i l 

m i s t r u s t o f 'reason', d i s l i k e o f a s t r o l o g y - found i t s o p p o s i t e i n Faust -

such p a r a l l e l s may l e a d one dangerously a s t r a y . L u t h e r , the g r e a t r e v o l u t i o n 

ary c o n s e r v a t i v e (never more so than i n h i s r e l a t i o n s h i p w i t h Kohlhaas, o r 

i n h i s background r o l e i n M a t h i s ) r e s o l v e s h i s l i f e ' s agonies i n t o a 

p e a c e f u l end. Nietzsche's ' r e a c t i o n a r y medieval monk' may have remained 

the W i t t e n b e r g preacher and teacher, b u t he e x a l t e d ' s t o l z e Bewnsstsein' i n 
117 

the sure knowledge t h a t , whatever he d i d 'Welt Welt b l e i b t ' . Faust, 

however, f u l l o f d e s p a i r , a s p i r e d t o t o t a l c o n t r o l , mocked the Prayerbook, 

r e p l a c e d r i t u a l by magic r i t e s , f e a r e d damnation, y e t made 'blasphemous 
118 

s u b s t i t u t e s f o r r i t u a l ' the spur and o b j e c t o f a c t i o n . This i s how he 

i s p resented by Spiess, by Marlowe, and, subsequently, by Busoni. 

F i n a l l y , i t may be s a i d again t h a t the optimism f e l t i n some r e c e n t 

i n t e r p r e t a t i o n s o f the p e r i o d does n o t f e a t u r e n o t a b l y i n i t s dramatic 

p r e s e n t a t i o n b e f o r e 1933, e i t h e r i n these operas, o r i n the many p l a y s , 

i n c l u d i n g those d e a l i n g w i t h Munzer as w e l l as L u t h e r . F r i t z Hartung, f o r 

example, sees the whole Counter-Reformation p e r i o d ( t a k i n g i n the careers 

o f P a l e s t r i n a and Jenatsch) n o t merely as 'die Negation des P r o t e s t a n t i s m u s ' 
bu t 'eine p o s i t i v e N eugestaltung der i n Katholismus vorhandenen r e l i g i b s e n 

- 119 
K r a f t e ' . I n c o n t r a s t to S a r p i ' s sombre p i c t u r e , the C o u n c i l o f T r e n t 
becomes ' e i n Sieg des romanischen Geistes tiber den Germanischen, wie e r i n 

120 
Luth e r s Werk zum Durchbructa gekommen war.* Yet f o r Paul Joachimsen as 
116. qu. W o l f f , 13. The p a t r i c i a n humanist W i l l i b a l d P i r c k h e i m e r o f 

Nuremberg (1470-1530) appears t o have had much i n common w i t h Faust. 
Cf. L. S p i t z : The R e l i g i o u s Renaissance o f the German Humanists. 
Harvard, 1963, Ch. V I I I , esp. 159 and 162-4. 

117. Joachimsen, Op. c i t . , 282-3. 
118. C. L. Barber: 'The form o f Faustus* f o r t u n e s , good o r bad', TDR, 

Summer 1964, 98. 
119. Deutsche Geschichte von 1519 b i s 1648. de G r u y t e r , 1971, 56. 
120. I b i d . , 59, 
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f o r h i s contemporaries P f i t z n e r and Busoni, and l a t e r a l s o f o r Klenau, 
Kaininski, Hindemith and Krenek, a l l w o r l d l y a c t i o n must be judged a g a i n s t 
1 I n n e r l i c h k e i t 1 and the s t i l l n e s s o f a man's t o t a l l i f e view. M o r i t z 
o f Saxony, f o r example, i s a simple German s o l d i e r , a Kraftmensch o f a 

121 
l e s s e r k i n d , f o r whom p o l i t i c s and r e l i g i o n were t w i n ' i n s t r u m e n t a r e g n i ' . 
The p e r i o d f o l l o w i n g the D i e t o f Worms was ' e i n aufgewtlhltes Meer, durchwogt 

122 
von Sttlrme der t i e f s t e n L e i d e n s c h a f t e n ' y e t the lon g - t e r m i n f l u e n c e o f 

123 
L u t h e r was 'Mehr zugelassen a l s g e s c h a f f e n ' . Charles V was, i n 
Joachimsen's moving p o r t r a i t a t r u e uouio u n i v e r s a l e i n h i s i n t e l l i g e n c e and 

124 
range o f i n t e r e s t s , y e t brooded h e l p l e s s l y a t St. Juste on the tlabsburg 

125 
dynasty's power and the p r e s e r v a t i o n o f h i s t e r r i t o r i e s . L i k ewise , 
i n Krenek's f o r m u l a t i o n , Charles t r i e s , i n r e v i e w i n g h i s l i f e , a c t u a l l y t o 

1 *̂  6 

j u s t i f y a b d i c a t i o n , and the removal o f h i s 'powers o f a c t i o n ' . ~ 'Wo nur 

f t l r Kampf und B l u t P l a t z i s t ' , warned Hindemith's A l b r e c h t o f Mainz, 

•gedeiht n i c h t d i e Kunst'. He might have concluded f u r t h e r t h a t where 

w o r l d l y a c t i o n overreaches i t s e l f , a c h i e v i n g more than moral p e r c e p t i o n 

r a t i f i e s , the moment o f bewilderment, the q u e s t i o n o f i d e n t i t y , and the 

p o s s i b i l i t y o f pa i n and even d e s t r u c t i o n , must f o l l o w . 

121. Op. c i t . , 263. 
122. I b i d . , 128. 
123. I b i d . , 281. 
124. I b i d . , 279. 
125. I b i d . , 278. 
126. PNM, 1972, 103. 



PART THREE 

THE INFLUENCE OF THE FOLKTALE 

R e a l i t y i s l i t t l e more t h a n the f i e r y 

amoke from which v i s i o n s i s s ue f o r t h ; f o r a l l 

t h a t , the v i s i o n s are o f f s p r i n g of the smoke. 

Hofiaannsthal: JDichter und Leben 

(1897) 

(Prosa, I , 334) 



CHAPTER SIX 

NARRATIVE AND M&RCHEN ELEMENTS IN 

AUSTRIAN OPERA. 1920-33 

I P r e l i m i n a r i e s 

I I B r a u n f e l s , S t r a u s s , Busoni and F r a n c k e n s t e i n 

I I I G i r n a r a and Die h e i l i g e Ente 

IV Zemlinsky and Der K r e i d e k r e i s 

V The one-act opera: B r a u n f e l s , Schoeck and Krenek 

I 

The b r o a d l y ' h i s t o r i c a l ' m a t e r i a l i n the operas discussed i n Chapter 

f i v e , w h i l e f r e q u e n t l y l e a n i n g towards a l l e g o r y o r m o r a l i t y i n p r e s e n t a t i o n , 

was, however l o o s e l y , based on the l i v e s and a c t i o n s o f people known t o have 

e x i s t e d i n a c t u a l i t y . I n t h i s i m p o r t a n t r e s p e c t , i t was s i g n i f i c a n t l y c l o s e 

t o the Sage o r h i s t o r i c a l f o l k t a l e about whose p r o p e r t i e s t h e r e had always 

been a consensus o f agreement among t h e o r i s t s . The problem arose when the 

Sage had t o be f i r m l y s et a p a r t from the Marchen. and each p l a c e d i n some 

understandable r e l a t i o n s h i p w i t h the concept o f myth. C o m p l i c a t i o n s arose 

i n the debatable area o f the Marchen as myth through the r i s e o f the 

Kunstmarchen i n Germany as an i m p o r t a n t f e a t u r e o f the Romantic movement. 

Dur i n g the p e r i o d o f f o l k l o r i s m ' s g r a d u a l growth d u r i n g the 18th c e n t u r y 

many commentators took f o r g r a n t e d t h a t 'myth' r e f e r r e d t o Greek and Roman 

(and l a t e r Germanic and Scandinavian) mythology. A q u e s t i o n o f ' s t a t u s ' , 

even more than d e f i n i t i o n , seemed t o be i n v o l v e d here, and the term 

'Gottermythus' was consequently w i d e l y used and accepted. 

Those d i f f e r e n c e s i n t e r m i n o l o g y b r i e f l y o u t l i n e d i n Chapter Two p o i n t 

t o a s i t u a t i o n i n which t h e r e f i n e m e n t i n the V o l k s k u n d l e r ' s techniques and 

methods o f comparison have n o t by any means e l i m i n a t e d l a r g e areas o f b a s i c 

disagreement as t o the n a t u r e and f u n c t i o n o f the v a r i o u s types o f f o l k t a l e . 

When C. W. von Sydow devised h i s s i x f o l d scheme i n the 1930s, i t was a 
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symptomatic attempt t o r e c l a s s i f y a l l the m a t e r i a l under new headings o f 

h i s own, which crossed the h i t h e r t o accepted bounds o f Sage and Marchen. 

Thus v e r y simple anecdotes o f e i t h e r category he c a l l e d Fabel o r F i k t f a n t a s y 

t a l e s became Chimerat (Marchen) Fabulat (Sage) w h i l e t a l e s based on f a c t were 

t o be c a l l e d , a c c o r d i n g t o s t y l e , N o v e l l a t (Marchen) o r Memorat (Sage).''' 

Such i n g e n u i t i e s were undreamed o f by the f o l k l o r i s t s who f o l l o w e d i n the 
2 

Grimms' f o o t s t e p s ; the b r o t h e r s ' c a t e g o r i s a t i o n was i n v a r i a b l y accepted 

and confirmed by them. Thus Ludwig B e c h s t e i n , i n h i s admirable and, u n t i l 

l a t e l y , u n d e r r a t e d Deutsches Marchenbuch o f 1845, used the o l d e r , loose 

g e n e r i c term 'Mare* as a synonym f o r 'Erzahlung, Fabel, Abenteuer', beside 

which 'Marchen* means 'der ruhe - und h e i m a t l o s schwebende Par a d i e s v o g e l 

k i n d l i c h e r T r a d i t i o n ' w h i l e the 'Sage' must i n v a r i a b l y be l i n k e d i n c h a r a c t e r 

t o a s p e c i f i c l o c a l e . I f a Marchen (such as Der Schmied von J u t e r b o g k i n h i s 

c o l l e c t i o n ) has t h i s g e o g r a p h i c a l exactness, t h e n i t takes on the q u a l i t i e s 

o f a Sage. The Marchen i n Germany (as d i s t i n c t , i n Bechstein's o p i n i o n , from 

the o r i e n t a l Marchen) had many l i n k s w i t h the w o r l d o f myth, seen as 'das 
3 

grosse b r e i t e Reich der G e i s t e r w e l t ' , w h i l s t r e m a i n i n g d i s t i n c t from i t . 

Some e i g h t y years a f t e r B e c h s t e i n , the Saxon c l a s s i c a l s c h o l a r J. A. 

E r i c h Bethe i n s i s t e d t h a t t h e c a t e g o r i e s should n o t be confused, and t h a t 

one should n o t see b u r i e d myths i n Sagen and Marchen. Myth was seen more 

a b s t r a c t l y as ' p r i m i t i v e P h i l o s o p h i e , e i n f a c h s t e anschauliche Denkform, eine 

Reihe von Versuchen, d i e Welt zu v e r s t e h e n , Leben und Tod, S c h i c k s a l und 

N a t u r , G o t t e r und X u l t e zu e r k l a r e n * . Compared w i t h t h i s , the Sage was s i m p l y 
4 

a n a i v e l y composed ' p r i m i t i v e Geschichte' and the Marchen ' n i c h t s a l s Poesie, 
d i e Quintessenz a l l e r P h a n t a s i e a r b e i t e r der Menschheit', a p r o d u c t a r i s i n g 

5 
s o l e l y from the demand f o r e n t e r t a i n m e n t . About t h i s t i m e , no l e s s an 

1. K a t e g o r i e n der Prosa V o l k s d i c h t u n g . i n S e l . Papers on F o l k l o r e , 
Rosenkilde and Bagger, Copenhagen, 1948, 60-86. 

2. Ch. 2, n. 49. 
3. Deutsches Marchenbuch. George Wigand, L e i p z i g , 1845/6, Vorwort. 
4. Though O t t o Bockel gave the Sage a c l a r i f i c a t o r y f u n c t i o n as 'eine 

Erzahlung, d i e eine bestimmte, g e h e i m n i s v o l l e Tatsache e r k l a r t . ' 
Die deutsche Volkssage. B. G. Teubner, L e i p z i g , 1908, 1. 

5. Marchen. Sage. Mythus. Quelle and Meyer, L e i p z i g , n.d. (1923?), 117. 
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a u t h o r i t y than Johannes B o l t e defined, the Marchen si m p l y as a 'bunte 

Geschichte, d i e i n e i n e r p h a n t a s t i s c h e n Welt s p i e l t , i n welcher der gewohnte 

Kausal-und Naturzusammenhang aufgehoben i s t ' . The t h r e e most i n f l u e n t i a l 

r e c e n t Marchen s p e c i a l i s t s , f o l l o w i n g i n t h e wake o f such d i s t i n g u i s h e d 

i n v e s t i g a t o r s as van der Leyen, Aarne and Wesselski, have i n common the 

g r e a t and m i n u t e l y d e t a i l e d seriousness w i t h which they take the Marchen 

form. As e a r l i e r p o i n t e d o u t , by f o l l o w i n g Jungian a r c h e t y p a l t h e o r i e s and 

a l l y i n g h e r s e l f w i t h the C a s s i r e r s c h o o l , Hedwig von B e i t has i n e v i t a b l y 

separated h e r s e l f from more s c e p t i c a l s c h o l a r s , but one cannot i g n o r e her 

work, summed up i n her remark t h a t 'die S c h r i f t g e h o r t i n ihrem e r s t e n 
.. 7 

H e r v o r t r e t e n und i n ihrem p r i m a r e n Gestaltungen der magischen Sphare an. 1 

By c o n t r a s t , Max L i i t t i i has r e p e a t e d l y s t r e s s e d t h a t 'weder das Numinose, 

Magische, Mythische noch das E r o t i s c h e , Lebendige, W i r k l i c h e e r s c h e i n t iin 
Marchen i n s e i n e r e i g e r i t l i c h e n G e s t a l t . A l l e s s u b l i m i e r t s i c h zu schwerelosen 

g 
Bil d e r n ' ' . S t i l l more r e c e n t l y , L utz Rohrich has emphasised the closeness o f 
the t r a d i t i o n a l Vblksmarchen t o r e a l i t y , i n t h a t the sense o f wonder i s n o t 

9 

exhausted by u n b r i d l e d e x c u r s i o n s i n t o s u b j e c t i v e f a n t a s y . D i s c u s s i n g 'die 

i n n e r e W i r k l i c h k e i t des Marcheris', Rohrich argues t h a t the ' u n r e a l i t y ' o f 

Marchen c o n t e n t i s i t s e l f i l l u s o r y . I t i s , he suggests, r e l a t e d t o u n i v e r s a l 

q u e s t i o n s about human l i f e , and the f o r m u l a 'es war e inmal', f a r from 

p r o j e c t i n g the s t o r y i n t o a remote p a s t , a c t u a l l y b r i n g s the n a r r a t i v e as 

c l o s e as p o s s i b l e t o the p r e s e n t . I n a d d i t i o n , the Marchen form covers the 

whole range o f human f a m i l y and s o c i a l r e l a t i o n s h i p s . * ^ Thus the Marchen, 

w i t h o u t l o s i n g i t s 'symbolic' q u a l i t i e s , o r i t s s p e c i a l atmosphere and 

momentum, i s here a s s o c i a t e d w i t h t h a t l i t e r a r y t r a d i t i o n o f mimetic r e a l i s m , 

o f ' r e p r e s e n t a t i o n a l p l a u s i b i l i t y ' * ' ' ' from which i t had t r a d i t i o n a l l y been s e t 

a p a r t . 
6. Name und Merkmale des Marchens. FFC 36 (1920) 38. 
7. Das Marchen. l o c . c i t . , 105. 
8. Volksmarchen und Volkssage. l o c . c i t . , 16. 
9. Marchen und W i r k l i c h k e i t . Franz S t e i n e r , Wiesbaden, 1964, 3. 

10. I b i d . 240-1. 
11. Graham Hough: An Essay on C r i t i c i s m . Duckworth, 1966, 150-1. 
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P a r t o f the p e c u l i a r f a s c i n a t i o n o f any dramatic r e p r e s e n t a t i o n l i e s 

i n i t s assumption o f c o n v e n t i o n s , b o t h f o r m a l and t h e m a t i c . Though o v e r t l y 

mimetic i n c h a r a c t e r and i n c i d e n t , the p l a y - and s t i l l more the opera, 

n e c e s s a r i l y removed i n manner from mimesis - may c r e a t e i t s own i n t e r n a l 

p a t t e r n which can a r g u a b l y be r e l a t e d t o u n d e r l y i n g , perhaps even unconscious 

'mythic p a t t e r n s ' . I n Frye's now well-known argument, the work seen w i l l 
12 

amount t o a ' d i s p l a c e d myth'. I f acceptance o f t h i s i d e a c a l l s i n t o 

q u e s t i o n the whole concept o f ' f i c t i o n ' , i t makes even more p r o b l e m a t i c a l 

t h e drawing of sharp d i s t i n c t i o n s between myth and f o l k t a l e . J u s t as 

psychoanalysis and a n t h r o p o l o g y have plundered f o l k l o r e and a n c i e n t myth 

s i m u l t a n e o u s l y as m a t e r i a l f o r t h e i r own ends, so i n much drama and almost 

a l l opera (forms where r e a l i s m and i t s o p p o s i t e have been f r e e l y mixed, o r 

where 'mimesis' has been swamped by f a n t a s y ) the two c a t e g o r i e s have 

f r e q u e n t l y been b l u r r e d . To admit t h i s , one needs n e i t h e r t o d e f i n e 'myth 1 

13 
w i t h the sweeping vagueness o f Pannwitz n o r t o s t a t e d e f e n s i v e l y t h a t 
o v e r l a p i s i n e v i t a b l e because t h e r e are o n l y so many b a s i c human s i t u a t i o n s 

14 

which must i n e v i t a b l y r e c u r when used i m a g i n a t i v e l y . That t h e r e are 

d i f f e r e n c e s i n the use t o which the s t o c k o f images and p l o t s i n myth and 

f o l k t a l e have been p u t i s e v i d e n t i n t h e i r s t y l i s t i c d i f f e r e n c e s , as w e l l as 
15 

d i f f e r e n c e s o f a s p i r a t i o n , o f attempted scope and range. However, i t does 

n o t h e l p much t o minimise the s u p e r n a t u r a l elements i n t r a d i t i o n a l f o l k t a l e s 

i n o r d e r t o pursue the d i f f e r e n c e : ^ the Aarne-Thompson catalogue l i s t s 500 
12. N o r t h r o p Frye: Anatomy o f C r i t i c i s m . P r i n c e t o n , 1957. Frye i n c l u d e d 

a l l l i t e r a t u r e i n h i s t h e o r y o f 'displacement'. 
13. 'Wanderung und Verwandlung der Psyche - Geistes und der Seele - i n den 

Kosmos'. qu. Soe r g e l , I I , 293-4. 
14. G. S. K i r k : The Nature o f Greek Myths. Penguin, 1974, 215. Cf. 

Chapter 2, nn. 61-3. 
15. Cf. S. Langer: Phil o s o p h y i n a New Key. Camb. Mass., 1942, 177, and 

Feder, l o c . c i t . , 25. 
16. G. S. K i r k : Myth: i t s meaning and f u n c t i o n s . CUP, 1970, 36-7. Cf. 

a l s o The Nature o f Greek myths. 34, where r e a l i s m and ' i m p e r s o n a l i t y ' 
are seen as f o l k t a l e c h a r a c t e r i s t i c s , and where s u p e r n a t u r a l elements 
are acknowledged, but f o r t h e i r ' e n t e r t a i n m e n t ' v a l u e o n l y , r a t h e r t h a n 
as i n d i c a t o r s o f an a e t i o l o g i c a l c o n t e n t which might upgrade the Marchen 
i n t o a 'serious'myth. I n g e n e r a l , d e s p i t e doubts, P r o f . K i r k i s 
impressed by the u n w i l l i n g n e s s o f the p i o n e e r American e t h n o l o g i s t 
Frank Boas (Tsimshian Mythology. 1916) t o draw a r e a l boundary between 
the two groups. 
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magic o r s u p e r n a t u r a l types i n i t s t o t a l o f 900 o r d i n a r y o r human f o l k t a l e s . 

E q u a l l y , i t i s d o u b t f u l t h a t f o l k t a l e i n v a r i a b l y v alues pure n a r r a t i v e more 

h i g h l y than a n c i e n t myth, since so many Greek myths - n o t t o mention those 

o f o t h e r c u l t u r e s - can demonstrate n a r r a t i v e sequences o f u n p a r a l l e l e d 

d r i v e and i n t e n s i t y . 

Thus the c o n t i n u e d i n t e r e s t i n the f a n t a s t i c opera a f t e r 1900 o c c u r r e d 

i n an atmosphere which, f o r reasons g i v e n i n Chapter One made i t d i f f i c u l t 

f o r composers to produce c o n v i n c i n g Marchenopera i n the o l d e r manner. Where 

the o l d Marchen s t y l e d i d s u r v i v e , i t was almost p a r o d i s t i c a l l y a r t i f i c i a l 

(even when a r t i s t i c a l l y q u i t e s u c c e s s f u l ) as i n B r a u n f e l s ' A r i stophanes 

a d a p t a t i o n Die Vogel - Greek comedy seen th r o u g h E i c h e n d o r f f i a n s p e c t a c l e s -

o r l o s t i n a remote r u r a l v a l l e y , as i n the e s s e n t i a l l y p r o v i n c i a l works o f 

J u l i u s B i t t n e r . At the o t h e r extreme, the i m p l i c i t conventions and much o f 

the t r a d i t i o n a l imagery were, as i n W e i l l ' s Die B u r g s c h a f t and Der S i l b e r s e e . 
17 

used f o r the purpose o f e x p l i c i t l y i r o n i c and sharp-edged s o c i a l c r i t i c i s m . 

For a t i m e , i t appeared t h a t one l i b e r a t i n g f o r c e p o s s i b l y o f f e r i n g the genre 

a new lease o f l i f e m ight be E. T. A. Hoffmann. S h o r t l i v e d though t h i s hope 

proved, i t d i d i l l u s t r a t e t h a t the new d i r e c t i o n was l i k e l y t o be more s e l f 

c o n s c i o u s l y l i t e r a r y than h i t h e r t o . What a c t u a l l y t o o k place was a r e v i v a l 

i n v a r i o u s guises o f t h a t p e r s i s t e n t s t r a i n o f o r i e n t a l i s m r u n n i n g t h r o u g h 

German l i t e r a t u r e from the m i d - l 8 t h c e n t u r y . 

I I 

The d i v e r s e approaches o f the Romantic Kunstmarchen p r a c t i t i o n e r s makes 

i t d i f f i c u l t t o approach the s u b j e c t s t r a i g h t f o r w a r d l y . A wide g u l f separated 

the f i v e main f i g u r e s , r a n g i n g from the B a s i l e - d e r i v e d s t o r y t e l l i n g t echnique 

o f Brentano's I t a l i e n i s c h e Marchen. th r o u g h the more s p e c u l a t i v e , even m y s t i c a l 

Wackenroder and the 'Traurabild' o r ' m u s i k a l i s c h e Phantasie' o f N o v a l i s , the 

' g e s e l l s c h a f t l i c h und m o r a l i s c h ' Tieck and the w i d e - r a n g i n g , m a n y - l e v e l l e d 

17. K a i s e r ' s p l a y was i n f a c t s u b t i t l e d : ' e i n Wintermarchen', d o u b t l e s s w i t h 
Heine's p o l i t i c a l s a t i r e Deutschland, i n mind. 
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i r o n y and g r o t e s n u e r i e o f Hoffmann. I n the Nachwort to Hoffmann's 

Nussknacker und hlaus e k o n i g we f i n d the well-known d e f i n i t i o n o f the Marchen 

as * e i n gewagtes Unternehmen, das durchaus Phan t a s t i s c h e i n s gewohnliche 

Leben h i n e i n z u s p i e l e n und e r n s t h a f t e n Leuten, Obergewichtsraten, A r c h i v a r e n 
18 

und Studenten t o l l e Zauberknappen Uberzuwerfen ' Of these w r i t e r s , 

Hoffmann i s the most s i g n i f i c a n t f o r the 20th c e n t u r y , and f o r musicians i n 

p a r t i c u l a r . The m u s i c a l background o f Hoffmann's own l i f e c e r t a i n l y had 

much t o do w i t h t h i s . I n a d d i t i o n , Offenbach's Contes d'Hoffmann (Hoffmanns 

Erzahlungen) had been f o r German composers an o b j e c t both o f f a s c i n a t i o n and 

i n h i b i t i o n . But, t h i r d l y , t h e r e was a f a s t - g r o w i n g g e n e r a l i n t e r e s t i n 

Hoffmann as a l i t e r a r y f i g u r e which c u l m i n a t e d i n Hans von M u l l e r ' s c r i t i c a l 

e d i t i o n o f the S e r a p i o n s b r i i d e r - Marchen (19 0 6 ) , C. G. von Maassen's complete 

e d i t i o n ( 1 9 0 8 f f . ) Erwin K r o l l ' s study o f Hoffman's m u s i c a l o u t l o o k (1909) 

and P. Margis's o f h i s psychology ( 1 9 1 1 ) . A f t e r the war came a crop of 
19 

p u b l i c a t i o n s a s s o c i a t e d w i t h the centenary o f h i s death i n 1922. Busoni's 

p r e d i l e c t i o n f o r Hoffmann drew him t o the ' b e r l i n i s c h e Geschichte' Die 

Brautwahl. where the d e t a i l e d d e s c r i p t i o n s o f the g o l d s m i t h Leonhard, 

c h a n c e l l e r y s e c r e t a r y Thusmann and the o l d Jew Manasse are taken from Hoffmann 

and appear i n the score. I t i s no a c c i d e n t t h a t h i s Turandot ( a f t e r Gozzi) 

should be c l o s e l y r e l a t e d t o the Gozzi-Abbate C h i a r i theme i n P r i n z e s s i n 

B r a m b i l l a , one o f the most complex o f a l l the Marchen. and d e s c r i b e d by 

Hoffmann as 'ebensowenig, wie K l e i n Zaches .... e i n Buch f U r Leute d i e a l l e s 
20 

gern e r n s t und w i c h t i g nehraen'. 

Even b e f o r e Die Brautwahl - and c e r t a i n l y l ong b e f o r e H i n d e i n i t h t u r n e d 

t o 'the f i r s t d e t e c t i v e - s t o r y 1 Das F r a u l e i n von Scuderi f o r the t e x t o f 

C a r d i l l a c - B r a m b i l l a had a t t r a c t e d the a t t e n t i o n o f W a l t e r B r a u n f e l s , a 

d i s t i n g u i s h e d T h u i l l e p u p i l . A f t e r an e a r l y f a i r y opera Falada and an 
18. P.W., 5, 300-1. Wieiand had e a r l i e r s a i d t h a t Marchen should n o t be 

merely ' S p i e l e ' , b u t should be a v a l u a b l e k i n d o f 'gewissene Wahrheiten. 1 

A.A., X V I I I , 7. Cf. a l s o Hoffmann, P.W., 7, 100-102. 
19. These i n c l u d e d c r i t i c a l works by Mausolf and J o s t and b i o g r a p h i e s by 

R. von Schaukal (1923) and Hans von Wolzogen (1924). 
20. P.W., 10, 7 ( V o r w o r t ) . 



160 

u n f i n i s h e d attempt t o t u r n Per goldene Topf i n t o an opera, B r a u n f e l s t u r n e d 

t o the ' C a p r i c c i o nach C a l l o t s Manier*. His two-act ' h e i t e r e Oner 1 was 

p u b l i s h e d i n Munich by H e i n r i c h Levy i n 1908, and performed a t S t u t t g a r t i n 
21 

March 1909. P o s s i b l y B r a u n f e l s c o n s i d e r e d the c a r n i v a l s e t t i n g of Hoffmann's 

s t o r y the c l e a r e s t i n d i c a t i o n o f i t s o p e r a t i c p o t e n t i a l ( t h e s e t t i n g i s l a t e 

18th c e n t u r y Rome) and p r o v i d e d a l a r g e c a s t o f 'Volk, Masken, Gassenbuben, 

Zecfaer, Sanger 1 t o s u s t a i n the f e s t i v e atmosphere. I t c o u l d be, however, t h a t 

he was f a s c i n a t e d , as many c r i t i c s were a t t h i s p e r i o d , by the v i r t u o s o 

h a n d l i n g o f i l l u s i o n and the ambiguous i d e n t i t y o f the p r o t a g o n i s t s , P i s t o j a , 

the a c t o r G i g l i o (renamed C l a u d i o ) and the young a c t r e s s G i a z i n t a . For, as 

A d o l f Caspary put i t i n the centenary year: * i n der Tat d i l r f t e d i e 

Z w i e s p a l t i g k e i t des Bewusstseins, d i e D o p p e l b o d i g k e i t , d i e das Geschehen i n 

Hoffmanns N o v e l l e n e r m t i g l i c h t , z u m ' t i e f s t e n Geheimnis der Natur i h r e Bez,iehung 
22 

haben. Denn der Traum g i b t n i c h t weniger zu denken a l s das Wachen*. Both 

elements are i m p o r t a n t t o P r i n z e s s i n B r a m b i l l a , whose c e n t r a l s u b j e c t , the 

u n c e r t a i n t y o f G i a z i n t a and the b o a s t f u l a m b i t i o n o f Claudio are suggested 

i n the v e r y f i r s t ( c a r n i v a l ) scene, as P i s t o j a , g a z i n g a t Claudio i n t o n e s 

'0 Liebe!/0 L i e b e ! / G l l l c l c s h e u c h l e r i n , / U n l i e i l s p e n d e r i n ! / E i n P r i n z , e i n j u n g e r 

Prinz/ward g e l i e b t von der P r i n z e s s i n ! / C o r n e l i o P r i n z von Assyrien/gewann d i e 

Liebe von B r a m b i l l a 1 . 

Always s e n s i t i v e t o l i t e r a r y nuance, the m u s i c i a n B r a u n f e l s sought 

t o n a l u n i t y i n the score by opening i n C sharp major ( l e b h a f t ) then c a s t i n g 

the second a c t i n i t s enharmonic e q u i v a l e n t , D f l a t . D f l a t major, i d e n t i c a l 

i n 'sound* b u t n o t 'appearance' i s thus a m u s i c a l means o f i l l u s t r a t i n g the 

' Z w i e s p a l t i g k e i t * and'Doppelbodigkeit' o f the s t o r y , so t h a t the b r i g h t 

i l l u s i o n o f the work's opening, and the l o n g s e r e n e l y d e a u t i f u l D f l a t 

V o r s p i e l t o Act 2 are rounded o f f by the f i n a l Chorus, a l s o i n t h a t key: 

Aus Wahnes Grauen 

zu Sonnenauen 

ziehe nun der Liehe Band 

s t r a h l e n d euch h i n a n . 

21. UE l a t e r took over the work: the Hannover r e v i v a l o f 15 September 1931 was under UE auspices. 2d. Hoffmanns Traiuntechnik. DF, i92H, Z'iM. 
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There i s thus no doubt t h a t B r a u n f e l s p e r c e i v e d the p o i n t o f the s t o r y , the 

coexi s t e n c e o f s i n c e r e l o v e ( C l a u d i o and G i a z i n t a ) w i t h hopeless and i l l u s o r y 

a s p i r a t i o n ( C o r n e l i o and B r a m k i l l a ) which i n the end t u r n s out n o t t o be 

i l l u s i o n a t a l l , b u t a r e a l i s a t i o n o f t h e i r h i g h e r s e l v e s , a l l s e t a g a i n s t 

a Commedia d e l l ' a r t e background which i t s e l f s t r e s s e s the omnipresence o f 

f a n t a s y . S k i l f u l though h i s opera i s , however, i t cannot approach the 

s p e c i f i c l i t e r a r y q u a l i t i e s , and above a l l the i r o n i c tone o f the o r i g i n a l . 

By e l i m i n a t i n g F t t r s t B a s t i a n e l l o d i P i s t o j a ' s a l t e r ego as the mountebank 

C e l i o n a t i , f o r i n s t a n c e , a v i t a l dimension o f h i s r o l e as me d i a t o r i s l o s t . 
1 Im Cameval g e s c h i e h t o f t Wunderbares' he d e c l a r e s t o G i a z i n t a i n a l o n g 

e x p l i c a t o r y d i a l o g u e ( A c t 2) which recognises the c o n f u s i o n and a m b i g u i t y , 

b u t cannot p r e s e n t i t i n s a t i s f a c t o r i l y d ramatic terms. Hoffmann's Marchen. 

i n r e a l i t y a p o i n t e d Doppelgftnger-fantasy^ i s o v e r s i m p l i f i e d i n t o a t a l e o f 

lo v e l o s t and r e g a i n e d , w i t h the disadvantage o f c h a r a c t e r s whose v e r y 
23 

essence i s t h e i r u n c e r t a i n i d e n t i t y . 

The most s i g n i f i c a n t t h r e a d i n German l i t e r a t u r e a f f e c t i n g Marchenoper 

development a f t e r 1910 was n o t Hoffmannesque f a n t a s y , however, b u t the 

i n t e r e s t i n o r i e n t a l i s m and e a s t e r n c o l o u r i n g . This i m p o r t a n t aspect o f 

Austro-German t a s t e , o f s p e c i a l importance d u r i n g t h i s p e r i o d , has r e c e i v e d 

o n l y sporadic a t t e n t i o n . I t i s a l a r g e s u b j e c t , c h i e f l y bound up w i t h the 

h i s t o r y o f the v i s u a l a r t s , n o t a b l y p o r c e l a i n and f u r n i t u r e , d u r i n g the 17th 

and 1 8th c e n t u r i e s , w i t h the i n f l u e n c e o f H o l l a n d and France d u r i n g and a f t e r 

t h e Grand S i e c l e overwhelmingly dominant. The many German Schlosser which 

a c q u i r e d o r i e n t a l rooms o r even separate palaces d i d so v e r y much under the 

i n f l u e n c e o f French models. Examples are Bamberg, Ludwigsburg, Munich 

(Nymphenburg), Vienna (Schonbrunn) the I n d i a n house a t P i l l n i t z (1720-32) and 

the tea-house a t Potsdam (1754-7). By t h e m i d - l 8 t h c e n t u r y , the f a s h i o n had 

spread throughout Europe and developed a g r e a t e r degree o f s o p h i s t i c a t i o n 
23. The Marchen i s r e a l l y another t r a c t on Hoffmann's f a v o u r i t e theme o f 

a r t versus p h i l i s t i n i s n i . As Ludwig Marcuse l a t e r observed, among the 
many t h i n g s s e t t l i n g them a p a r t was the r e l i a n c e o f the p h i l i s t i n e on 
'photographierbare W i r k l i c h k e i t 1 compared w i t h which 'Der Blaublllmchen-
Romantiker e r k e n n t a l l e i n d i e s u b j e k t i v e Stimmung a l s R e a l i t a t an'. 
DF, 1922, 198. Cf. a l s o Kobert C u r r i e : Genius; an i d e o l o g y i n l i t e r a t u r e 
C hatto, 1974, 72. 
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than tne g e n e r a l i s e d n o t i o n o f an ' i n f i n i t e l y remote and i n f i n i t e l y b i z a r r e ' 

O r i e n t o f the main baroque p e r i o d . French t a s t e again dominated Europe i n 

the 19th c e n t u r y , but more from a l i t e r a r y angle, l e d i n i t i a l l y by G a u t i e r 

and h i s daughter J u d i t h and subsequently by the Goncourts. T h e i r i n t e r e s t 

i n Japanese a r t l e d t o a p e r i o d (1885-1905) d u r i n g which c e r t a i n French 

w r i t e r s , n o t a b l y L o t i , C laudel and F a r r e r e used t h e i r s o j e u r n i n the Far 
25 

East as a l i t e r a r y s t i m u l u s . 

The German l i t e r a r y experience was r a t h e r d i f f e r e n t , and can be seen 

under t h r e e headings. F i r s t l y , t h e r e were the t r a n s l a t i o n s o f o r i e n t a l 

p o e t r y , p r i n c i p a l l y o f the T'ang poet L i - t a i - p e , and headed most famously 

by Bethge's Chinesische F l t t t e (1907) and Japanischer F r U h l i n g (1911). Dehmel, 
Hans Heilmann and Klabund a l s o t r a n s l a t e d L i - t a i - p e ( w i t h whom R i l k e i n 1917 

26 

compared T r a k l , ) who thus achieved c e l e b r i t y as a k i n d o f e a s t e r n V i l l o n . 

Secondly, the o r i e n t a l w o r l d a t t r a c t e d p r o s e - w r i t e r s and p l a y w r i g h t s i n 

search o f f o r m a l i s e d e x o t i c m a t e r i a l , which would p r o v i d e i m a g i n a t i v e 

s t i m u l u s t h r o u g h emphasis on non-western c u l t u r a l p a t t e r n s . T h i r d l y , i n c r e a s 

i n g i n t e r e s t i n e a s t e r n r e l i g i o n s and the o c c u l t was r e f l e c t e d i n a number 

of i n f l u e n t i a l works a t t h i s t i m e . Some were the p r o d u c t s of s c h o l a r s h i p , 

such as the t r a n s l a t i o n s o f Buddhist s c r i p t u r e s by the I n d o l o g i s t K a r l E. 

Neumann (1865-1915). Others, l i k e the Reisetagebuch eines Philosophen (1919) 

of Hermann, Graf von K e y s e r i i n g (1880-19^6) were more d i s c u r s i v e and p o p u l a r 

i n f o r m a t ; K e y s e r i i n g ' s Darmstadt Schule der W e i s h e i t was a p u b l i c m a n i f e s t 

a t i o n o f the i n t e r e s t i n Chinese and I n d i a n thought-processes. 

O r i e n t a l i s m o f v a r i o u s i n s p i r a t i o n a l k i n d s appears f r e q u e n t l y i n German 

l i t e r a t u r e from Wieland onwards, and became an imiportant aspect o f German 

Romanticism. The main i n f l u e n c e s were Herder's 1792 l e t t e r s on the Hindu 
it 

drama Sakuntala and F r i e d r i c h S c h l egel's Uber d i e Sprache und W e i s h e i t der 

I n d i e r o f 1808, and from a d i f f e r e n t angle, Goethe's WestOstliche Divan. 
2k. Hugh Honour: C h i n o i s e r i e : the v i s i o n o f Cathay. Murray, 1961, 85. 
25. W. L. Schwartz: The I m a g i n a t i v e I n t e r p r e t a t i o n o f the Far East i n 

French L i t e r a t u r e a f t e r 1800. H. Champion, P a r i s , 1927, 121 f f . 
26. qu. Hamburger, l o c . c i t . , 298. 
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Ruckert's two volumes o f o r i e n t a l v e r se were f o l l o w e d by s i m i l a r e f f o r t s by 
Bodenstedt (1851) and von Schack (187^) though the f i g u r e who most over
whelmingly embodied the o r i e n t a l w o r l d - v i e w i n h i s work was not a poet a t 
a l l , b u t Schopenhauer. L a t e r the i n f l u e n c e o f French symbolism c h i e f l y 
m a n i f e s t e d i t s e l f i n t h i s area i n George's e a r l y p o e t r y , such as A l g a b a l 
(1892) and, s t i l l more Das Buch der hangenden Garten, where n e i t h e r time nor 
place are s p e c i f i c . ' L 'Orient q u ' i l evoque e s t t o u t l e g e n d a i r e e t 

f a n t a s t i q u e ' wrote E n i d D u t h i e , 'c'est 1'Orient des M i l l e e t une N u i t s . une 
/ * •> 27 f e e r i e t o u t a u t a n t qu'une r e a l i t e ' . From the same decade date the 

t r a n s l a t i o n s o f L a f c a d i o I l e a r n , deeply admired by Hofmannsthal. I n t e r e s t i n 

s i n o l o g y grew markedly from the mid-l890s, r e a c h i n g a peak d u r i n g and 

f o l l o w i n g the war y e a r s . Many would have echoed the g e n e r a l sentiment -

more an a e s t h e t i c g e s t u r e than a c r i t i c a l comment - o f one contemporary study 

t h a t 'Nur wenn d i e K u l t u r des Westens sum O r i e n t Komnit, w i r d s i e f r e u d i g und 

b e g e i s t e r t empfangen werden'. Worringer p o r t r a y e d e a s t e r n 'Transzendenz' 

as t h a t o f the Jenseitsmensch, as a g a i n s t the 'Immanenz' o f the western 
29 

'Diesseitsmensch! P a r t o f the f a s c i n a t i o n l a y i n the i n t a n g i b i l i t i e s o f 

e a s t e r n c u l t u r e - p a t t e r n s , the c h a l l e n g e o f what one r e c e n t c r i t i c has c a l l e d 

the hidden l i m i t s o f comprehension which have tended t o make western 
30 

t r a n s l a t i o n s of I n d i a n , Chinese and P e r s i a n l i t e r a t u r e sound r a t h e r s i m i l a r . 

Another aspect was the vastness o f the e a s t e r n w o r l d as a whole, i n c l u d i n g 

t h a t o f the Near East, l e a d i n g Thomas Mann l a t e r t o d e s c r i b e Jacob's 

wanderings t h r o u g h 'den ganzen K u l t u r r a u m des v o r d e r e n O r i e n t s , der von 
31 

Euphrat b i s zum N i l reichenden K u l t u r r a u m der a l t e n V o l k e r . ' 

Heam's t r a n s l a t i o n s a p a r t , Hofmannsthal's p e r s o n a l l i b r a r y , f o r example, 

i n c l u d e d a c o n s i d e r a b l e o r i e n t a l s e c t i o n , e s p e c i a l l y o f Far Eastern m a t e r i a l . 
27. D u t h i e , 336. 
28. F r e d e r i k W. van Eeden (1860-1932). Welt-Eroberung durch H e l d e n l i e b e . 

Schuster and L o e f f l e r , B i n . , 1911, 60, echoing F. Schlegel's v i s i o n o f 
an east-west 'grosses Ganzes 1 o f I808. 

29. Worringer, l o c . c i t . , 26 and US. 
30. K u r t Weigand; WW (1968), 186. 
31. H. Stresau: Thomas Mann v. s e i n Werk. F i s c h e r , B i n , 1963, 157. 
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The v a r i o u s p o e t r y t r a n s l a t i o n s , Neumann's v e r s i o n s o f the P a t i canons, 

Deussen's o f the Upanishad (1897) and Wilhelm's o f Lao Tsu's Tao t e Ching 

were s i d e by s i d e w i t h Claudel's Connaissance de l ' E s t (1907) Oldenberg's 

Buddha: s e i n Leben. seine Lehre. seine Gemeinde. Kassner's Per i n d i s c h e 
32 

Gedanke and v a r i o u s s t u d i e s o f o r i e n t a l a r t . As Dorothy Prohaska has shown, 

a. g e n e r a l i s e d awareness o f the O r i e n t r e l a t e d t o the c i t y ' s topography was 

p a r t o f Viennese t h e a t r e d u r i n g Raimund's l i f e t i m e . E a r l i e r , Hoffmann had 
33 

mocked t h i s phenomenon o f t a s t e i n Per Go1dene Topf as ' o r i e n t a l bombast 1 , 
shrewdly o b s e r v i n g t h a t the apparent A r a b i a n N i g h t s f l a v o u r o f t h i s Marchen 

was u n i n t e n t i o n a l , these famous t a l e s * e x o t i c i s m b e i n g a western view o f 
34 

them. 

A d i r e c t r e s u l t o f the l i t e r a r y i n t e r e s t i n Hofmannsthal's case was h i s 

ballet-pantomime Die grime F l o t e o f 1923 s e t i n 'Marchenlande e i n e r i d e a l e n 
35 

Landschaft' w i t h s t y l i s e d b l a c k and g o l d costumes. I n 1922 he had 

i n t r o d u c e d a s t o r y by F u r s t i n Marie v. Thurn u. T a x i s as ' e i n getraumtes 

k l e i n e s P r u n k f e s t , eine k l e i n e F e e r i e , e i n k l e i n e Z a u b e r s p i e g e l e i ..... eine 

k l e i n e Kavalkade von Traumen uber eine w i n z i g e Brucke aus P o r z e l l a n ' . 

These words might apply a l s o t o h i s own b a l l e t - t e x t , and t o much o f the 

minor quasi-Marchen l i t e r a t u r e o f the t i m e , such as Max Dauthenday's Die 

acht Gesichte von Biwasee o f 1911, s t o r i e s based on e i g h t views near the o l d 
37 

i m p e r i a l c i t y o f Kyoto. 
This k i n d o f perhaps o v e r r e f i n e d , even p r e c i o u s a e s t h e t i c i s m i s o n l y one 

32. E.g. Die g e f e s s e l t e Phantasie, 1828. Cf. Raimund and Vienna. CUP, 1964, 
26. 

33. P.W., 1, 22B. 
34. I b i d . Cf. Hofmannsthal*s view o f them as a p o e t i c w o r l d o f ' d i e 

ungeheuerste S i n n l i c h k e i t 1 , l i k e l i g h t i n Rembrandt and c o l o u r i n 
T i t i a n . I n t r o , t o I n s e l v e r l a g edn. o f Tausendundeine Nacht (1908) 
Prosa. I I , 312-13. 

35. Pramen, I I , 245-50. 
36. Vom K a i s e r Huang-Li; e i n Marchen; ( B e r l i n , 1922) G e l e i t w o r t . Prosa. 

IV, 87. 
37. G. W., 3. (1930) 99-215. 'Pie Seele der Landschaften s i n d m i r 

h e r z l i c h e B r l l d e r geworden, - Dauthendey,. I n t r o , c f . Hofmannsthal' s 
d i s c u s s i o n o f o l d I m p e r i a l A u s t r i a (1925) and the remark 'die 
g e s c h i c h t l i c h e G e s t a l t , so wie d i e mythische, l e b t i n der l a n d s c h a f t 
f o r t ' . Prosa. IV, 295. 
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aspect of l i t e r a r y o r i e n t a l i s m , and a r g u a b l y a s u p e r f i c i a l one. More 

i m p o r t a n t and i n t e r e s t i n g i s the e c l e c t i c f u s i o n o f e a s t e r n and western ideas 

i n n o v e l s , s t o r i e s , p l a y s and o p e r a - t e x t s d u r i n g the p e r i o d . D u b l i n ' s 

n o v e l Die d r e i Sprunge des Wang-Lun (1912-13), based on the a c t u a l d e s t r u c t i o n 

o f a breakaway T a o i s t sect i n 18th c e n t u r y n o r t h e r n China, unashamedly 

s t r e s s e s f a n t a s y and e l a b o r a t e d e s c r i p t i o n a t the expense o f s t r i c t l y 

h i s t o r i c a l background. A l i k e l y source o f D u b l i n ' s i n s p i r a t i o n was Wilhelm's 

i n f l u e n t i a l t r a n s l a t i o n of the Tao t e Ching (1911), though the work has a l s o 

been r e l a t e d t o the end of the Manchu dynasty i n 1912. Another p e r s o n a l i s e d 

o r i e n t a l Bildungsroman. Hesse's S i d d h a r t h a (1919-22) d e p i c t s the arduous 

course o f a young Brahman r u n n i n g the gamut o f worldly experience i n h i s search 

f o r N i r v a n a , seeking f o r 'Frommigkeit Oder W e i s h e i t ' . Here, however, the hero 

has been accused o f mere s o l i p s i s m , and the work i t s e l f c r i t i c i s e d as an 

u n s u c c e s s f u l a t t e m p t tojavoid t h e consequences o f an o c c i d e n t a l w o r l d - v i e w by 
39 

t u r n i n g t o the e a s t . Such a c r i t i c i s m c o u l d a l s o be made o f a l e s s e r 
w r i t e r l i k e Hasenciever, whose f i r s t d r amatic e f f o r t (1908-9) was the p l a y 

40 

Nirwana. He l a t e r read Neumann and was deeply i n f l u e n c e d by the a c t o r 

Paul Wegener, who played the f a t h e r i n Der Sohn. and owned a major c o l l e c t i o n 

o f Buddha s t a t u e s i n B e r l i n . E a r l y i n the 1920s, they worked on t h e f i l m 

Lebent<fes Buddhas. i n which Wegener played the i n c a r n a t i o n o f Buddha as a T i b e t a n 

p r i e s t . A l so around t h i s t i m e , though perhaps i n a more c r i t i c a l s p i r i t , 

Brecht's c o l l a b o r a t o r E l i s a b e t h Hauptmann had begun t o take an i n t e r e s t i n 
41 

the Japanese Noh-play. More w i l l be s a i d o f t h i s l a t e r i n c o n n e c t i o n w i t h 

Der K r e i d e k r e i s . 

S t r a u s s ' and Tlofmannsthal's Die Frau ohne Schatten. many times d e s c r i b e d 

elsewhere, i s by f a r the l a r g e s t and most imposing o f the operas i n d e b t e d t o 
38. Also t o M a r i n e t t i ' s Mafarka l e F u t u r i s t e : Romain A f r i c a i n . Cf. I n g r i d 

Schuster: A l f r e d DBblins C h i n e s i s c h e r noman. WW 1970, 339-46. 
3y. C o l i n B u t l e r i n MfdU, L X I I I , 2, 1971, 117-24. But c f . A d r i a n Hsia: 

Hermann Hesse und China (Suhrkamp, 1975) f o r an extended d i s c u s s i o n o f 
the o p p o s i t e view, t h a t Hesse's o r i e n t a l w o r l d - v i e w was a n y t h i n g b u t 
s u p e r f i c i a l . 

40. His l i f e l o n g f r i e n d K u r t P i n t h u s a l s o s t r e s s e d Hasenclever's Sweden-
b o r g i a n l e a n i n g s . Cf. Hasenciever: Auswahl ; Rowohlt, 1963, 26f. 

4 1 . Cf. a l s o B l e i ' s t r a n s l a t i o n o f Sumidafluss i n Das K u r i o s i t a t e n k a b i n e t t 
der l i t e r a t u r . P. Steegmann, Hannover, 1924, 178-185. 
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the o r i e n t a l Marchen. I t i s a l s o u n u s u a l l y w e l l documented, from i t s o r i g i n s 

e a r l y i n 1911 as a V o I k s s t u c k w i t h upper and lower w o r l d , the ' A r l e k i n and 

Smeraldine 1 t o be based on the 1 F l i c k s c h n e i d e r und s e i n e r u n z u f r i e d e n e F r a u 1 

42 
o f the p o p u l a r Viennese t h e a t r e , w h i l e the K a i s e r and K a i s e r i n o f the 
upper w o r l d , t o g e t h e r w i t h the f a l c o n and the symbolic f i s h ( s p i r i t s o f 

v 43 unborn c h i l d r e n ) o r i g i n a t e i n Hofmannsthal*s much l o v e d 1001 N i g h t s . Those 

concepts of E x i s t e n z . ambivalent Zwischenzustand and P r a e x i s t e n g . s e l f -

conquest and s e l f - r e l e a s e , u n i t y and d u a l i t y which l a y behind Hofmannsthal*s 

thought permeate t h i s opera, and h e l p t o account f o r the s c e p t i c i s m w i t h 
44 

which i t s i n f l a t i o n o f Marchen m a t e r i a l has f r e q u e n t l y been r e c e i v e d . 

J u l i u s Korngold accused him o f t u r n i n g away from the n a i v e s e l f - s u f f i c i e n c y 

o f the Marchen. and observed t h a t Schikaneder had managed m a t t e r s b e t t e r i n 
45 

Die Zauberfl'dte. the much-discussed e a r l i e r model f o r t h i s work. P a r t o f 

the problem may l i e i n the mental c l i m a t e o f , i n p a r t i c u l a r , the 'upper w o r l d 1 

i t s p o s i t i o n as 'Dainmerung' i n the t r i p a r t i t e scheme d e s c r i b e d as the c r i s i s 

o f the m y t h i c a l consciousness i n r e l a t i o n t o the c h i l d h o o d P r a e x i s t e n z and 
46 

the a d u l t E x i s t e n z . I t i s l i t t l e wonder t h a t the poet was soon drawn t o 
e l a b o r a t e the t e x t i n t o an Erzahlung. o r t h a t i n the o t h e r Erzahlung. Andreas, 
Oder d i e V e r e i n i g t e n . he should d e a l w i t h t h i s l o f t y theme ( ' a l l e s Leben i s t 

" 47 
e i n Ubergang' ) i n another form. The s p i r i t u a l c o n c e p t i o n o f t h i s , 'den 

48 

schonsten meiner dramatischen S t o f f e ' was undoubtedly i n Wellesz's mind 

when he wrote Die P r i n z e s s i n G i r n a r a . 

I n a work f a r removed from the l e n g t h and range o f Die Frau ohne Schatten 

Busoni had presented Gozzi's 'chinesische Fabei' Turandot - i t s e l f an A r a b i a n 
42. Zur Entstchungsgeschichte der Frau ohne Schatten (1919) i n Prosa. I l l , 

451-2. 
43. E s p e c i a l l y the s t o r y o f The Fisherman and the D.jinee. Hofmannsthal 

d i d n o t mention t h i s i n h i s 1919 account. 
44. E.g. Bekker. G. S., 1 esp. 125-8. 
45. Op. c i t . , 189. 
46. Cf. R o l f T a r o t : HvH; Daseinsformen und d i c h t e r i . s c h e S t r u k t u r ; Niemeyer, 

Tubingen, 1970. 
47. Erzahlungen. 247. 
4«. HvH: L e t t e r t o Bodenhausen. B r i e f e der Freundschaft, 1953, 148. 
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N i g h t s d e r i v a t i v e - as a two-act S i n g s p i e l . Set i n a legendary Far East, 

and o r i g i n a t i n g i n i n c i d e n t a l music o f 1906, i t was g i v e n i n c o n j u n c t i o n w i t h 

A r l e c c h i n o i n 1917. His approach was c l o s e r t o the commedia d e l l ' a r t e s p i r i t 

o f t h a t work than t o t h a t o f P u c c i n i ' s l a s t opera, and indeed has none o f 

the t r a g i c grandeur o f the l a t e r work. I t i s u n f r u i t f u l t o compare the two; 

Busoni's t i m e - s c a l e and b u f f o s t y l e are f a r removed from h i s c o m p a t r i o t ' s 

m a s t e r p i e c e . As f a r as s t y l e and f u n c t i o n go, Turandot h e r s e l f has more i n 

common w i t h A l b e r t i n e i n Die Brautwahl and the Duchess i n Doktor Faust than 

w i t h Adami and Simoni's fearsome p r i n c e s s . I n a d d i t i o n , the r o l e o f the 

slave g i r l Liu i n P u c c i n i i s n o t i n Gozzi. She i s a c o n f l a t i o n o f Adelma, 

Turandot's l a d y - i n - w a i t i n g , and Barak, K a l a f ' s henchman, b o t h o f whom f i g u r e 

i n Busoni's work. K a l a f h i m s e l f i s a harlequinesque f i g u r e , and t h e r e i s 

much s t r e s s on comic business, w i t h the e i g h t d o c t o r s , the m i n i s t e r s 

Pantalone and T a r t a g l i a and the head o f the eunuchs, T r u f f a l d i n o g i v e n a 

s p e c i a l s i g n i f i c a n c e . Even the emperor A l t o urn i s a c u r i o u s m i x t u r e o f pomp 

and b u r l e s q u e . He s e l f - c o n s c i o u s l y p r e s e n t s h i m s e l f , v e r b a l l y , i n words 

from Goethe's Festzug as ' e i n Monarch der Buhne• whom Gozzi's f a b l e has p l a c e d 

on the throne 'mit manehemPrunk und H e r r l i c h k e i t begabt', though he i s 

c o n f e s s e d l y outshone by h i s daughter's beauty. Though one can t r a c e Busoni's 

t a s t e f o r o r i e n t a l f o l k t a l e a t l e a s t as f a r back as the appearance o f 

Oehlenschlager's A l a d d i n i n t h e 1903 Piano Concerto, t h e r e i s l i t t l e i n 

Turandot which a n t i c i p a t e s the mood and a s p i r a t i o n o f Doktor Faust. The 

g u l f between 'popular t h e a t r e ' and e s o t e r i c M e i s t e r w e r k c o u l d h a r d l y be greater. 

Outside Germany, the o r i e n t a l Marchen had ( i n Andersen's v e r s i o n ) 

s t i m u l a t e d Le R o s s i g n o l . as w e l l as H a g i t h and Padmavati d u r i n g the immediate 
49 

prewar y e a r s . I n another form, the F l e c k e r - D e l i u s Hassan and H o i s t ' s 

S a v i t r i were two minor, h i g h l y i d i o s y n c r a t i c E n g l i s h examples o f the e a s t e r n 

i n f l u e n c e . L i - t a i - p e ' s c e l e b r i t y i n Germany a t t h i s p e r i o d drew Rudolf 

L o t h a r t o p r o v i d e an opera t e x t , s e t i n 8 t h c e n t u r y China and c e n t r i n g on the 

poet, f o r Baron Clemens von F r a n c k e n s t e i n . W r i t t e n i n 1919-20, L i - t a i - p e 
49. K i e n z l , composer o f Der Evangelimann, a l s o wrote an opera Hassan. 

der Schwanaer i n 1925. 
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was c h a r a c t e r i s t i c o f i t s t i m e , c o n s e r v a t i v e i n m u s i c a l manner, b u t showing 

i n the n a r r a t i v e a good f e e l i n g f o r s i t u a t i o n and atmosphere, and some 

acquaintance w i t h c l a s s i c a l Chinese drama, e s p e c i a l l y o f the Yuan dynasty 

(1206-1368). The absence o f r e a l t r a g e d y , the fondness f o r the theme o f 

c o u r t c o r r u p t i o n , and tfte o b t r u s i v e l y moral ending are a l l p r e s e n t . 

L o t h a r ' s n a r r a t i v e i s f i c t i t i o u s , b u t i t s p r o t a g o n i s t s had an h i s t o r i c a l 

e x i s t e n c e . Here, K a i s e r Hlian-Tsung wishes t o marry the Korean p r i n c e s s 

Fei-Yen, w h i l e the poet L i - t a i - p e meets and loves Yang-Gui-Fe, d e s c r i b e d as 

a peasant g i r l . She was i n f a c t the Emperor's daughter-in-Law and concubine, 
50 

through whose i n f l u e n c e he founded a dramatic c o l l e g e i n a pear garden. 

L i - t a i - p e i s addressed by the Emperor as 'Bruder meiner Seele, du P f o r t n e r 

an der Schwelle meines Herzens' whose s k i l l has enabled him alone t o f i n d a 

poem o f f i t t i n g q u a l i t y t o d e s c r i b e a p o r t r a i t o f the ' a l l e r s c h o n s t e Prinzess 

Act 1 i s devoted m a i n l y t o Li-Tai-Pe's meeting w i t h Yang Gui Fe, Act 2 t o 

the p o e t r y c o m p e t i t i o n , and Act 3 t o a m i n i s t e r i a l i n t r i g u e whereby the 

expected P r i n c e s s Fei-yen, whom the poet has gone t o f e t c h , i s delayed. Yang 

Gui Fe's s k i l l overcomes the t h r e a t t o L i - T a i - p e 1 s l i f e , and i n the opera's 

f i n a l scene, the ceremonial a r r i v a l o f Fei-yen's boat and the Emperor's 

g r e e t i n g are a p p r o p r i a t e l y f o l l o w e d by the d e p a r t u r e by boat o f L i - t a i - p e 

and Yang-Gui-Fe, thus b r i n g i n g t h i s charming and u n p r e t e n t i o u s work t o a c l o s e . 

The main p a r t o f t h i s d i s c u s s i o n c e n t r e s on t h r e e works, a l l by Vienna-

born composers. Die P r i n z e s s i n G i r n a r a . Die h e i l i g e Ente and Der K r e i d e k r e i s 

each have a sense o f t h e sacred, each made use o f the Verwandlung m o t i f so 

i m p o r t a n t i n German Romantic opera, and each i s , i n e f f e c t i f n o t name, an 

e a s t e r n - i n s p i r e d Marchenoper. They c o u l d o n l y have been w r i t t e n by men whose 

f o r m a t i v e years had embraced J u g e n d s t i l Vienna, w h i l e i n s t i l l i n g an awareness 

50. W i l l i a m S t a n t o n : The Chinese Drama. K e l l y and Walsh, Hong Kong, 1899, 
1-2, and H. A. G i l e s : H i s t o r y o f Chinese L i t e r a t u r e . A p p l e t o n , 1923, 
168. The r e a l Yang-Gui-Fe's l i f e , as t n a t o f the r e a l Htlan-Tsung 
(Ming Huang, 685-762) were c e l e b r a t e d by one o f the s e v e r a l c e l e b r a t e d 
Tang Dynasty p o e t s , Po Chu-i. Cf. Wilhelm's Chinesische Marchen. no. 
90 ( p . 265). 

51. The poet q u i t e p r o p e r l y combined t h i s q u a l i t y w i t h an a d d i c t i o n t o 
heavy d r i n k i n g and tne r o l e o f wandering g a l l a n t . 'Cf. A r t h u r Cooper, 
( t r . ) L i Po and Tu Fu. Penguin, 1973, I n t r o . , 25-7, and G i l e s , op. c i t . , 
151 f f . 
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o f p o p u l a r l o c a l Z a u b e r t h e a t e r (Raimund, f o r example), the symbolism o f 
Die Z a u b e r f l o t e and, f u r t h e r back, the Baroque-Catholic t r a d i t i o n which had 
by t h i s time come t o dominate the o u t l o o k o f t h e i r f e l l o w - V i e n n e s e 
Hofmannsthal. G i r n a r a i s a p e r s o n a l deeply e c l e c t i c f u s i o n o f western and 
e a s t e r n r e l i g i o u s i d e a s , a Legende i n the s t r i c t sense, emerging d i r e c t l y 
from Wassermalin 1 s l i t e r a r y p r e o c c u p a t i o n s . Die h e i l i g e Ente. as a r t i f i c i a l 
i n i t s way as L i - t a i - p e . i s e s s e n t i a l l y a comic s u b j e c t i n the same sense as 
A Midsummer N i g n t ' s Dream, t o which i t s Verwandlung bears some resemblance. 
Another marked i n f l u e n c e on the s t o r y ' s format are the A r a b i a n N i g h t s , 
e s p e c i a l l y the t a l e s o f Ma'aruf the Cobbler and K h a l i f a h the Fisherman. 
F i n a l l y , Der K r e i d e k r e i s f o l l o w s Salome and E l e k t r a i n having been a 
s u c c e s s f u l s t r a i g h t p l a y b e f o r e i t became an opera, though i t i s t o t a l l y 
u n l i k e e i t h e r . I t i s a Marchen i n shape and s t y l e , b u t w i t h marked, elements 
o f c r u e l t y and b i t t e r n e s s , and a c e r t a i n up-to-date r e a l i s m which e x p l a i n s 
why B e r l i n audiences l i k e d i t i n 1925 - and why many years l a t e r Brecht used 
the p l a y ' s e s s e n t i a l s f o r h i s own purposes. 

I l l 

C h r i s t i a n Wahnschaffe was the n o v e l which, w i t h Caspar Hauser (1906-7) 

d i d most t o e s t a b l i s h Jakob Wassermann's c o n s i d e r a b l e r e p u t a t i o n i n Germany. 

He began i t i n 1915 and l a t e r claimed t o have f i n i s h e d i t e a r l y i n 1 9 1 9 , ^ 
53 

though Marta K a r l w e i s * memoirs g i v e the p r e c i s e date 30 May 1918. E i t h e r 

way, Wassermann i d e n t i f i e d i t as a 'Zeitroman' t u r n e d i n t o an ' h i s t o r i c a l ' 

n o v e l and as ' n i c h t denkbar ohne den K r i e g 1 . The n o v e l covers a v a s t s o c i a l 

canvas, c e n t r e d c h i e f l y on B e r l i n , b u t i n c l u d i n g echoes o f the r e v o l u t i o n 

i n Russia. I t s main theme i s the fundamental h u m a n i t a r i a n one o f s o c i a l 

i n j u s t i c e , the s p i r i t u a l consequences of the extremes between g r e a t w e a l t h 

and a b j e c t p o v e r t y , i d l e n e s s and c r i m i n a l d e g r a d a t i o n . C h r i s t i a n Wahnschaffe, 

h e i r t o a f a m i l y f o r t u n e , s a c r i f i c e s i t a l l t o e n t e r the l i v e s and minds o f 
52. Vorwort t o ( s h o r t e n e d ) 2nd ed., F i s c h e r , 1932. 
53. Jakob tfassermann: B i l d , Kainpf und Werk. Querido, Amsterdam, 1935, 

293->. ~~~ 
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the p o o r e s t , most d e p r i v e d (and depraved) cl a s s e s i n B e r l i n . Here, as 

elsewhere i n h i s work, t h e r e i s i m p l i c i t a l o n g i n g , as Soergel put i t , f o r 
54 

a new v i s i o n o f man, based on t r a n s f o r m a t i o n and readiness f o r t o t a l 

s a c r i f i c e . A t the time o f w r i t i n g the n o v e l , Wassermann had been r e a d i n g 

Neumann's Reden Gotamo Buddhas. as w e l l as Van Gogh's l e t t e r s t o h i s b r o t h e r . 

The n o t i o n of s u f f e r i n g , and o f the extreme s i m p l i c i t y o f a b s o l u t e 

goodness must have e n t e r e d h i s mind th r o u g h these works, and emerged i n the 

c l e a r , though u n s t a t e d c o n t r a s t between Maya and Dharma ( t h i s w o r l d and the 

i d e a l w o r l d ) i n the n o v e l , which became the s u b j e c t o f P r i n z e s s i n G i r n a r a . 

Wahnschaffe*s i d e n t i f i c a t i o n w i t h the l i v e s o f the p r o s t i t u t e Karen 

E n g e l s c h a l l and her murderous b r o t h e r N i e l s i s the extreme i n s t a n c e o f t h a t 

t o t a l r e j e c t i o n o f S e l f which had been the c e n t r a l aim o f the Old Wisdom. 

Some elements of T a n t r i c Buddhist mythology entered Wassermann 1s c o n c e p t i o n , 

i n which, i n s t e a d o f N i r v a n a as the o p p o s i t e o f t h i s w o r l d , the w o r l d i s 

i d e n t i f i e d w i t h the Dharmabody o f Buddha. The f i v e Tathagotos o r J i n a s 

(Conquerors) i n the T a n t r i c t e x t s i n c l u d e the Amoghasiddhi, the ' u n f a i l i n g 

success 1 which i n Wasserraann's f o r m u l a t i o n became the ' S i e g r e i c h V o l l e n d e t e ' . 

Moreover, the l a t e r Mahayama (Great V e h i c l e o r B o d d h i s a t t v a - c a r e e r ) mythology 

e l a b o r a t e d the e a r l i e r Gautama Buddha r e v e l a t i o n i n t o a system o f contin u o u s 

r e v e l a t o r y a s s i s t a n c e . Wassermann was a l s o i n t e r e s t e d i n the analogy between 
56 

Buddha and C h r i s t , i n v e s t i g a t e d by Neumann i n 1891. Indeed, the Tathagato 
57 

had e a r l i e r been d e s c r i b e d as analogous t o the 'Son o f Man'. 

I t i s from the Legende a t the no v e l ' s c l o s e t h a t the t e x t o f G i r n a r a 

sprang, though the marchenhaft element i s f i c t i o n merged w i t h Buddhist 

mythology. U n s u r p r i s i n g l y , E l s a Luders 1 s e l e c t i o n o f B u d d h i s t i s c h e Marchen -^ 
54. Soergel, I I , 53. 

55. K a r l w e i s , 315 t c o n f i r m e d by Frau Emmy Wellesz. 
56. Die i n n e r e Verwandtschaft b u d d h i s t i s c h e r und c h r i s t l i c h e r Lehren: zwei 

b u d d h i s t i s c h e S u t t a s und e i n T r a k t a t M e i s t e r Eckhardts. Max Spohr, 
L e i p z i g . There may be some resemblance t o Hauptmann's Emmanuel Quint 
(1910) and even t o the hero i n Hofinannsthal 1 s e a r l y Das Marchen der 672 
Nacht. (1894) . 

57. D i c t i o n a r y o f the P a t i Language. Trubner and Co. 1875. 

58. D i e d e r i c h , Jena, 1921. 
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c o n t a i n s n o t h i n g resembling the s t o r y o f the u g l y p r i n c e s s t r a n s f o r m e d by 

Buddha, though Buddha's v i s i t a t i o n does f i g u r e i n some o f R i c h a r d Wilhelm's 
59 

Chinesische Marchen t r a n s l a t i o n s . The p i l g r i m who i s a l s o Buddha was p a r t l y 

a c r e a t u r e o f Wassermann's i m a g i n a t i o n , and appears i n another form t o the 

a u t h o r Momer i n the s t o r y Der unbekannte Gast ( A p r i l 1920). The misshapen 

aspect o f the 1 f l e i s c h l o s e n T o t e n k o p f and 'gesprenkelten H a u t ' ^ which 

G i r n a r a p r e s e n t s was a l s o a p r e o c c u p a t i o n o f V/assermann, connected n o t o n l y 

w i t h Karen E n g e l s h a l l , but w i t h the f i g u r e o f P h i l i p p i n a Schiraraelweis i n 

Gansemannchen. She happens a l s o t o be a s p i r i t u a l c r i p p l e , and, u n l i k e 

G i r n a r a , i s consumed w i t h h a t r e d . 

As a Marchen m o t i f , the n e a r e s t approaches are the 'heroine o f 

unpromising appearance' ( I c e l a n d i c o r I n d i a n ) and the Chinese s t o r y o f the 

choice of the u g l i e s t g i r l as b r i d e , t o g e t h e r w i t h the ' l o a t h l y l a d y ' m o t i f 

i n Chaucer's Wife o f Bath's T a l e . ^ Another i m p o r t a n t r e l a t e d m o t i f i s the 

c o n f e r r i n g o f beauty by a magic o b j e c t o r substance, such as the K a f f i r 
62 

s t o r y of the u g l y g i r l b e a u t i f i e d by c o n t a c t w i t h m i l k . I n the s t o r y of 

Loving L a i l i , who grows o l d and u g l y i n search o f P r i n c e Majdun, L a i l i on 

f i n d i n g him says 'Pray t o Khuda t o make us both young a g a i n . . . . ' and i s 

h e r s e l f t r a n s f o r m e d when her c l o t h e s c a t c h f i r e . There are a l s o o t h e r s t o r i e s 
64 

concerning a p r i n c e s s concealed f o r v a r i o u s reasons, of which the most 

i n t e r e s t i n g i s the s t o r y of the k i n g ' s daughter Naran who, on escaping from 
59. I b i d . , n.d., E.g. nos 18, 92 and 100. The Dhainmapada Commentary, 

however, (E.W. Burlingame's t r a n s l . , 1921, i , 319) c o n t a i n s the s t o r y 
of the monk T i s s a o f S a v a t t h i , spurned by a l l because o f h i s s k i n 
disease, b u t rescued and bathed p e r s o n a l l y by Buddha. T i s s a d i e d 
l a t e r , h aving a t t a i n e d N i r v a n a . Cf. E. J. Thomas, The L i f e o f Buddha. 
Kegan P a u l , 1927, 121. 

60. Textbuch, 32. 
61. TMI: L I 1 2 , L213/2 and D732. 
62. TMI: D1337.3. 
63. I n d i a n F a i r y Tales, s e l . and ed. Joseph Jacobs, D. N u t t , London, 1892, 9. 

G i r n a r a belongs a l s o w i t h o t h e r beleaguered, s t r o n g - w i l l e d daughters, 
l i k e S a t t v a c i l a , Madanasena and Unmadini, who appear i n von der Leyen's 
I n d i s c h e Marchen (Somadeva B h a t t a ) , 0. Hendel, H a l l e , 1898. 

64. C 756.2, R41 and M372. Also Andrew Lang The Hidden P r i n c e s s i n 
V i o l e t F a i r y Book, Longmans 1901, 3 l 6 f . Cf. a l s o The J a t a k a Tales 
( B u d d h i s t B i r t h S t o r i e s ) ed. V. F a u s b t f l l , Trubner, 1880 , where the 
s t o r y o f 'Beauty' and 'Brownie' i s analogous t o AT711. 
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65 her room, can communicate o n l y i n s i g n s . Wassermann may a l s o have been 

u n c o n s c i o u s l y i n f l u e n c e d by the appearance and t r a n s f o r m a t i o n o f Schikaneder 1s 

Papagena^. The name G i r n a r a i s a l s o s e m i - f i c t i t i o u s , and may have come from 

the Gaina S u t r a s . These r e f e r t o mount G i r n a r i n Kathiawatd, one of the 

Gainas 1 most sacred p l a c e s , covered w i t h temples, and sacred t o the Hindus 

because o f i t s connection w i t h K r i s h n a . ^ 

E r n s t L e r t , I n t e n d a n t o f the F r a n k f u r t Opera i n 1921 drew a n a l o g i e s 

between t h i s ' o r a t o r i o - l i k e ' work and the medieval C h r i s t i a n m o r a l i t y , though 

he took the legend's a u t h e n t i c i t y f o r g r a n t e d . G i r n a r a was t h u s , he argued, 

more s u s c e p t i b l e o f l y r i c a l t h a n dramatic r e a l i s a t i o n ; the e s s e n t i a l element 
6 7 

o f the work was 'das IVunderbare•. ' W e l t s p i e l ' (a banquet i n the c a s t l e 

F e s t s a a l ) and 'Legende' ( i n a v a u l t e d room above) are the t i t l e s o f the two 

a c t s . The f i r s t opens i n darkness, which g r a d u a l l y l i f t s i n t o b r i l l i a n t l i g h t . 

T his symbolises r e s p e c t i v e l y the s p i r i t u a l endurance o f P r i n c e Siho i n over

coming, w i t h the P i l g r i m ' s h e l p , the w i l e s and blandishments o f the Magier 

and guests, and c o n c e a l i n g the t r u t h about G i r n a r a , and the p h y s i c a l -

s p i r i t u a l t r a n s f o r m a t i o n o f G i r n a r a t h r o u g h Buddha's ( i . e . the P i l g r i m ' s ) 

v i s i t a t i o n , b e f o r e guests a r r i v e t o have t h e i r s c e p t i c i s m confounded. Thus 

the upward curve i n Die Frau ohne Schatten reappears here, and i t i s d i f f i c u l t 

n o t t o see c e r t a i n p a r a l l e l s between Siho and the K a i s e r , G i r n a r a and the 

K a i s e r i n , even Buddha and Keikobad. 

Wellesz had f i r s t met Hofmannsthal i n the summer o f 1918 and had viewed 

Die Frau ohne Schatten i n 1919 i n the c o n t e x t o f the poet's t o t a l oeuvre. as 
w e l l as i n the l i g h t o f Viennese t h e a t r i c a l h i s t o r y as a whole. I n h i s 

68 
i m p o r t a n t r e v i e w he s y m p a t h e t i c a l l y d e s c r i b e s the poet as l e s s a 

65. I n d i s c h e Marchen. l o c . c i t , 126-7. Ebertnard's Type 206 concerns the 
two u g l y people whose marriage i s arranged w i t h t h e i r appearance 
concealed. Disappointment sets i n a t the wedding. FFC 120 (Typen 
c h i n e s i s c h e r Volksmarchen). 259. 

66. Sacred Books o f the East, V o l . 45, ed. M. M O l l e r , t r . H. J a c o b i , 
115n. and V o l . 22, 277/9. 

67. Zur I n s z e n i e r u n g von V/ellesz' ' P r i n z e s s i n G i r n a r a ' . Anb. 1921, 199. 
Paul A P i s k made the same comparison i n Die Btlhnenwerke von Egon 
Wellesz. Anb. 1923, 53. 

68. Anb., 1920, 10-15. 
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'psychologierender D r a m a t i k e r 1 i n h i s t e x t than a ' g e s t a l t e n d e r T h e a t r a l i k e r ' . 

About the same t i m e , Hofmannsthal commented t h a t Die Frau ohne Schatten 

presents 'not an h i s t o r i c a l anecdote, b u t an e t e r n a l o r t i m e l e s s symbolic 
69 

s u b j e c t ( r e q u i r i n g ) i d e a l i s e d costume and an i d e a l i s e d s e t t i n g ' . T his 

might apply e q u a l l y t o G i r n a r a . though the incomparably l a r g e r s c a l e and 

range o f Strauss's opera, i t s e s s e n t i a l l y post-Wagnerian f l a v o u r , make f u r t h e r 

comparisons m i s l e a d i n g . The human, earthbound element i n Strauss, so 

i n t e g r a l t o the work i s l a r g e l y m i s s i n g i n G i r n a r a . o r r e p r e s e n t e d i n 

g e n e r a l i t y o n l y by the c a s t l e guests and the p r i n c e s s ' s s e r v a n t s . However, 

the i n t e n s e l y ' p u b l i c ' presence they denote i s e s s e n t i a l t o the work's 

con c e p t i o n , since i t i s o n l y a g a i n s t t h i s detached, i d l y c u r i o u s ' s p e c t a t o r ' 

m e n t a l i t y t h a t the p r i v a t e , m y s t i c a l a c t i o n can be d r a m a t i c a l l y p o r t r a y e d . 

The D minor 'Kernthema' (Ex. 96) r e l a t e d t o Buddha both i n h i s r o l e as 

the S i e g r e i c h - V o l l e n d e t e r and as the anonymous P i l g r i m , managing a l s o t o 
7/ 

suggest i n i t s pounding A rhythm the f e s t a l b r i l l i a n c e o f the banqueting 

h a l l . As the augmented t r i a d s of i t s c o n t i n u a t i o n (Ex. 97) show, the 

harmonic w o r l d o f t h i s opera l i e s much c l o s e r t o l a t e Romantic t o n a l i t y t h a n 

c e r t a i n y w e l l e s z ' s e a r l i e r , i n s t r u m e n t a l works. Indeed, the d e l i b e r a t e use 

o f key s i g n a t u r e s i n t h i s opera has an a i r o f c a u t i o u s r e g r e s s i o n . Yet the 

keys themselves take on a s i g n i f i c a n c e r e l a t e d t o c e r t a i n concepts i n the 

a c t i o n . There i s no mis t a l c i n g , f o r i n s t a n c e , the broad s o l e m n i t y o f E major 

when (Ex. 98) the Wu'rdeiitrager invokes the wisdom o f the k i n g who has ( i n 

the H o f l i n g ' s words) kept G i r n a r a since b i r t h i n the c a s t l e o f the seven 

towers, on the shore o f the Geiersee. T o n a l l y , t h i s p r o v i d e s a d i r e c t l i n k 

w i t h B major, the key r e f e r r i n g e x p l i c i t l y t o sensual beauty. 'Hat s i e d i e 

Sonne j e e r b l i c k t ? ! asks one o f the c o u r t b e a u t i e s , 'hat s i e Blumen 

g e p f l l i c k t iru Garten?' i n a s e r e n e l y c u r v i n g melody counter-pointed by a s o l o 

v i o l i n . The l u x u r i a n t c h a r a c t e r o f t h i s (Ex. 99) i s i n c l e a r c o n t r a s t w i t h 

the sombre, bro o d i n g atmosphere o f the score as a whole. 

An i n s t a n c e o f t h i s l a s t i s Ex. 100, i n t r o d u c i n g the r h y t h m i c m o t i f 

J ^ a t the p o i n t where, d o u b t i n g t h a t the P r i n c e s s w i l l appear a t Siho's 
69. Corr. 323-4. (12.2.1919). 
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side f o r t h i s ceremonial g a t h e r i n g , one o f the c o u r t i e r s observes 
Er geht t r a u r i g umher 

70 

Und meidet d i e B l i c k e der Menschen. 

The key i s D f l a t , m o d i f i e d by the augmented t r i a d ; D f l a t l a t e r emerges 

i n o p u l e n t d i a t o n i c i s m as the ' m y s t i c 1 key, the key o f Buddha's r e v e l a t i o n 

t o G i r n a r a . Yet the r h y t h m i c m o t i f here i s e s p e c i a l l y a s s o c i a t e d w i t h the 

emptiness o f w o r l d l y p r e t e n s i o n s and gnawing unease, as i n Ex. 101, on 

the Magier's f i r s t , dramatic appearance. Here the d i a l o g u e suggests the 

c u r i o s i t y and s u s p i c i o n o f the c o u r t i e r s , Siho's d e t e r m i n a t i o n t o keep s i l e n c e , 

and the M a g i e r 1 s s e l f - a p p o i n t e d r o l e as r e v e a l e r o f t h e s e c r e t . 'Im 

schlimmen K r e i s e s t e h t i h r 1 , he announces d e m o n i c a l l y a t Ex. 101, •im Bogen 

des U n h e i l s ' , p r e s e n t l y d e c l a r i n g 

Einen Spruch w i l l i c h sprechen 

Von zwingender Macht, 

Der den Wein entflammt 

Und d i e Seele v e r r a t . ^ 

B major c e r t a i n l y symbolises beauty; i t a l s o i n d i c a t e s n a t u r a l n e s s . 

When the work c l o s e s w i t h the Kernthema i n t h i s key, t h e r e i s a d i r e c t 

i m p l i c a t i o n t h a t Girnara's new-won beauty, f a r from b e i n g a mere magician's 

t r i c k (compare the Magier's t e r r e s t r i a l s o r c e r y i n A c t 1) i s Buddha's work i n 

e x t e r n a l i s i n g her i n n e r , n a t u r a l beauty o f c h a r a c t e r . The extreme d i f f i c u l t y 

of d i s t i n g u i s h i n g between these two forms o f Verwandlung t h e a t r i c a l l y suggests 

a reason f o r d o u b t i n g G i r n a r a ' s c o m m u n i c a b i l i t y on the l e v e l Wassermann se t 

h i m s e l f . P a r t o f the problem l i e s i n the v e r y e f f e c t i v e n e s s o f the scene i n 

which the Magier s u c c e s s f u l l y h y p n o t i s e s Slho, watched i n darkness by 

expectant c o u r t i e r s , and a l s o by the unseen P i l g r i m . Hypnotism (ex. 102 i s 

the t r i a d i c m o t i f a s s o c i a t e d w i t h i t ) appears t o guarantee t h a t Siho w i l l 

d i v u l g e the t r u t h . Though he s u r r e n d e r s the key o f G i r n a r a ' s room t o the 

Magier. and d e s c r i b e s h i s a r r i v a l i n the c o u n t r y , no r e a l h i n t o f G i r n a r a ' s 
70. Textbuch, 9. I t i s p o s s i b l e t h a t Wasserraann d e r i v e d the name o f p r i n c e 

Siho from the god o f n i g h t (and a l s o of death, r e i n c a r n a t i o n and 
monogamy) Siv a . Cf. S. B h a t t a c h a r j i : The I n d i a n Theogony. CUP, 1970, 
15-16, where the c o n t r a s t w i t h the s o l a r god Visnu i s drawn. 

7 1 . Textbuch, 16. 
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p h y s i c a l aspect emerges. Hence the Magier's rage (Ex. 103) and the 
e x p l a n a t i o n f o r events i n the exchange: 

Siho ( e r s c h U t t e r t ) : Wo i s t meine Schuld ? 

Magier: Schuld i s t B l u t q u a l geworden 

Siho; Wozu der Traum? 

Ivlagier: Traura i s t L a s t e r und Luge 

Siho: Stimiue ohne Erbarmen. 

P i l g e r : F a h r ' e i n zur i n n e r e n M e e r e s s t i l l e 
72 

Neubeseelte. 
The P i l g r i m , n o t the Magician, i s c o n t r o l l i n g e v e nts. As the ' W e l t s p i e l ' 

c l o s e s i n a b l a z e o f l i g h t , the sudden unaccountable d e s p a i r which has 

o v e r t a k e n the company i s t u r n e d by the P i l g r i m i n t o a sudden awareness o f 

h i g h e r s p i r i t u a l f o r c e s , t h r o u g h a d i s t a n t ( o f f s t a g e ) c h o i r : 

Die Erde erbebt im Hauch des Erhabenen 
ti 

Ubergewaltigen! 

H e i l d i r , S i e g r e i c h - V o l l e n d e t e r ! 

H e i l d i r ! 

With t h i s v i s i o n , u n i t i n g i n B major the sacred w i t h the f l o w e r i n g o f human 

beauty, Liho moves q u i c k l y i n the d i r e c t i o n o f G i r n a r a ' s room. 

I n the Legende. the fclarchen q u a l i t y o f t h i s d i p t y c h i s , i f a n y t h i n g , 

i n t e n s i f i e d . The a c t i o n f a l l s i n t o t h r e e c l e a r s e c t i o n s - G i r n a r a ' s i s o l a t i o n 

and m i s e r y , the comments of her s e r v a n t r e t i n u e and the mockery of the demons; 

Buddha's appearance as the S i e g r e i c h - V o l l e n d e t e ; and the a r r i v a l o f Siho and 

the guests to d i s c o v e r G i r n a r a i n her s t a t e o f t r a n s f o r m e d beauty. As i n the 

W e l t s p i e l the D minor t o B major t o n a l s t r u c t u r e i n d i c a t e s a s p i r i t u a l p r ogress 

from darkness t o l i g h t , d e s p a i r to f u l f i l m e n t , w h i l e the d r a m a t i c impetus, as 

e a r l i e r , i s based on the sense o f e x p e c t a t i o n and the t h r e a t o f unknown 

f o r c e s . At t h i s p o i n t , reminders o f the 1 u n t e r i r c h i s c h e GewBlbe 1 o f Die 

Frau ohne Schatten's Act 3, w i t h i t s s i m i l a r mood o f d e s p a i r , are unmistakeable 

The s e t t i n g ('das obere GewBlbe. Eine e i n z i g e F a c k e l . K o l o s s a l e s 

Gemauer. A l l e s l i e g t i n einem schweren Dunkel ....') generated music 
72. I b i d . , 27-8. 
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of s t a r k l i n e a r i t y (Ex. 10k) i n keeping w i t h the s i t u a t i o n o f the u n e a s i l y 

s l e e p i n g G i r n a r a . From the s e r v a n t s ' c o n v e r s a t i o n we l e a r n t h a t t e n thousand 

c h i l d r e n were s l a u g h t e r e d i n a f o r e s t o f oaks by the k i n g when Queen S i r d a r 

gave b i r t h t o the deformed G i r n a r a . S h o r t l y a f t e r t h i s , however, the P i l g r i m 

unseen presence i s f e l t ( r e t u r n o f Ex. 96 i n C minor and E f l a t m i n or) b e f o r e 

G i r n a r a w o n d e r i n g l y remarks on the ' t r o s t l i c h e Stimme 1 and the younger 

s e r v i n g - g i r l , t o r i c h B major harmonies, d e c l a r e s t h a t 

Die V/alder r i e f e n m i r zu, 

Die T i e r e des Waldes 

Schmeichelten m i r im Trauin. 

Awareness o f the P i l g r i m i s d r a m a t i c a l l y i m p o r t a n t here, i n t h a t the sudden 

appearance o f the t h r e e demons from flames i n the w a l l t h r e a t e n the end o f 

hope and the t r i u m p h o f e v i l . 

The Dog-Demon (Damon a l s Hund) w i i i c h m a n i f e s t s i t s e l f f i r s t (Ex. 105) 

s e t s the tone o f the s i n i s t e r d i a l o g u e w i t h G i r n a r a . Obscenely, i t c l a i m s 

t o have consumed the eyes of the murdered c h i l d r e n , whose bodies t h e i r p a r e n t 

are s t i l l h o p e l e s s l y seeking. The mirror-Demon (Damon m i t dem S p i e g e l ) and 

Bat-Demon (Damon a l s Fledermaus) appear t o mock and torment G i r n a r a , the 
73 

f i r s t w i t h a t e r r i b l e curse (Ex. 106) ' T i e f e r h i n e i n den S t a c h e l 1 , the 

second w i t h i t s no l e s s hideous i n v o c a t i o n o f endless punishment and p a i n by 

f i r e (Ex. 107). Through the reappearance o f Ex. 102, the demons' magic i s 

here d i r e c t l y r e l a t e d t o t h a t o f the Magier i n Act 1; t h e i r s i n i s t e r presence 

d r i v e s out the t h r e e t e r r i f i e d s e r v a n t s . 'Gibt es e i n Feuer* c r i e s G i r n a r a 

as the t a u n t s c o n t i n u e , 'auszuloschen d i e Brust/vora Wissen der V/elt? 1 The 

P i l g r i m now d e l i v e r s the message which amounts t o reassurance, h i s music 

moving i n t o symbolic B major: 

Leidbegnadete! 

Die Stunde b r i c h t an^ 

wo das I-lerz s i c h delint 

B i s zur Grenze des Leibes 

73. Wassermann o r i g i n a l l y wrote ' T i e f e r i n s Mark des schwtJrenden Lebens' a t 
t h i s p o i n t (Textbuch, 3 6 ) . Wellesz set the words ' t i e f e r i n D i k k i c h t 
und Nacht.• 
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Und u b e r s c h w i l l t 

Und d i e Mauern des Kerkers s p r e n g t ! 

'So w i l l i c h meine:. Leiden l i e b e n ' , d e c l a r e s G i r n a r a , 'und den S i e g r e i c h -

V o l l e n d e t e n suchen' - the f i r s t time she mentions the r e l i g i o u s f o u n d a t i o n 

of her l i f e . Her d e t e r m i n a t i o n t o r e s i s t p a i n and s u f f e r i n g , ' n i c h t w i l l e n d , 
74 

n i c h t f r a g e n d , n i c h t harrend* and her s t e a d i l y mounting m y s t i c ecstasy 

r e v e a l s . V/assermann's h e a v i l y J u d a e o - C h r i s t i a n view of Buddhism a t i t s 

c l e a r e s t . 

As the v a u l t begins t o f i l l w i t h l i g h t , and s p i r i t v o i c e s advise G i r n a r a 
75 

Ruhe i n g o t t l i c h e r lluhe ; 

M i t a l l deinen Sinnen b e r e i t . 

the w a l l s shaKe, and the demons r u n about i n t e r r o r . The w a l l suddenly 

breaks open (Ex. 108) m a j e s t i c a l l y r e v e a l i n g Buddha, the Amoghasiddhi or 
1 S i e g r e i c h - V o l l e n d e t e 1 . S t i l l i n her s t a t e of t r a n c e , G i r n a r a g r e e t s him 

s o f t l y (Ex. 109) c o n c e n t r a t i n g on h i s p h y s i c a l appearance (0 l a s u r f a r b e n e s 

I l a u p t ' ) . Buddha's m o n u m e n t a l - l y r i c a l r e p l y (Ex. 110) f u l f i l s the e a r l i e r 

promises o f D f l a t as the key o f the m y s t i c Verwandlung, c a r r i e d o u t , i t 

must be s a i d , i n language n e a m t o the New Testament than the P a t i Canons. 

"What has been reached here i s a t r a n s c e n d e n t a l s t a t e c l o s e t o t h a t analogous 

scene i n Die Frau ohne Schatten's t h i r d act >when the p e t r i f i e d K a i s e r i s 

r e s t o r e d t o l i f e . I n b o t h cases, the drama's t e n s i o n i s e f f e c t i v e l y ended 

by the t r a n s f o r m a t i o n . Siho's r e j o i c i n g , the crowd's amazement, and tne 

g r e a t emotion of the K i n g f i l l t he opera's c e l e b r a t o r y f i n a l scene. 
1 I n n e r l i c h k e i t ' and s t r e n g t h have triumphed, and the Marchen has reached i t s 

proper c o n c l u s i o n . 'Du' w a r s t e i n Schrecken/und F l u c h b i l d s t e r b l i c h e n Augen 1, 

says her f a t h e r t o G i r n a r a , 'wie b i s t du so schon geworden? 1 t o which she 

r e p l i e s s i m p l y 'Der S i e g r e i c h - V o l l e n d e t e / h a t s i c h m i r g e z e i g t ' . At t h i s 

f i n a l p o i n t , B major reappears t o conclude the opera, the P i l g r i m becomes 
74. I b i d . , 43. 
75. ' g l a u b i g e r ' i n the score. I b i d , 43. 
76. Textbuch, 53. I n the o r i g i n a l Legende these words were spoken t o Siho. 

The i n i t i a l l y s c e p t i c a l k i n g was so overwhelmed by the marvel t h a t he 
went t o Buddha's s h r i n e and worshipped him ( C h r i s t i a n Wahnschaffe.) 
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v i s i b l e , and dominates the h a l l , so t h a t the K i n g h i m s e l f i n v o l u n t a r i l y 

r a i s e s h i s hands as though i n p r a y e r . 

The predominant c h a r a c t e r i s t i c o f G i r n a r a i s i t s e s o t e r i c i s m , a 

d e l i b e r a t e f u s i o n of e r o t i c i s m and m y s t i c i s m . References t o the w o r l d o f 

n a t u r a l beauty are charged w i t h p e c u l i a r l y sensual s i g n i f i c a n c e , r e l a t e d t o 

the sense of c l a u s t r o p h o b i a i n the F e s t s a a l and G i r n a r a 1 s room. *0f what 

s i n can I be g u i l t y 1 , asks G i r n a r a , ' t h a t my husband despises me and l e t s 
77 

me d w e l l w o e f u l l y i n t h i s p l a c e , where I see n e i t h e r the sun nor the moon? 1 

The language i s c l o s e t o t h a t discussed by Jung i n Wandlungen und Symbolen 

der L i b i d o (Vienna 1912) when he argues t h a t t h e r e p r e s e n t a t i o n complex (God) 

i s g i v e n i t s c h a r a c t e r and r e a l i t y by the s t r e n g t h o f f e e l i n g . 'The 

a t t r i b u t e s and symbols o f the d i v i n i t y must belong i n a c o n s i s t e n t manner t o 

the f e e l i n g ( l o n g i n g , l o v e , l i b i d o ) . I f one honours God, the sun o r the f i r e , 
78 

then one honours one's own v i t a l f o r c e , the l i b i d o * . The language o f the 
medieval m y s t i c s (Jung quotes M e c h t h i l d v. Magdeburg (1212-77) and H i l d e g a r d 

79 

v. Bingen (1100-78) i s p a r t i c u l a r l y c l o s e t o t h i s J ungian i n t e r p r e t a t i o n , 

and m i r r o r s b o t h the thoughts and s i t u a t i o n o f G i r n a r a . 

I t i s p o s s i b l e t h a t Wassermann knew o f the Scandinavian m o t i f o f the 

' b e a u t i f u l * and the ' u g l y ' t w i n (AT7H) b u t much more l i k e l y t h a t the I n d i a n 

Marchen m o t i f o f the animal b r i d e ( c a t , f r o g , mouse, b u t most f r e q u e n t l y 

monkey) was known t o him; i n t h i s , t r a n s f o r m a t i o n from animal i n t o b e a u t i f u l 
77. C h r i s t i a n Wahnschaffe. i n Lewis Lewisohn's t r a n s l a t i o n , (The World's 

I l l u s i o n . Harrap, N.Y., 1929,) hOh. 
78. C. G. Jung: Psychology o f the Unconscious, t r . B. M. H i n k l e , M o f f a t 

Yard and Co., N.Y., 1921, 52. As F. J. Hoffmann p o i n t e d o u t , l i b i d o 
here means n o t s i m p l y sexual energy but 'psychic i n s t i n c t i v e energy 
i n g e n e r a l ' . Preudianism and the l i t e r a r y mind. Baton Rouge, 1957, 16. 
Cf. a l s o Paul Bekker: 'Der Eros, an den i c h h i e r denke i s t n i c h t 
der der Sexualtrieber., es i s t der grosse Gott des Sinnenlebens 
Oberhaupt, dessen Macht s i c h auf Gebiete e r s t r e c k t , wo prdde 
NUchternheit i n n n i e vermuten wllrde'. 
G.S., I I , 340. 

79. '0 Lord love rae e x c e s s i v e l y the o f t e n e r you l o v e me, the p u r e r 
I become; the more e x c e s s i v e l y you love me, the more b e a u t i f u l I 
become' Jung, Op. c i t . , oh. Also 'the l i g h t I see i s n o t l o c a l , b u t 
f a r o f f when I see i t a l l weariness i s l i f t e d f rom me .... (and) 
.... I f e e l l i k e a simple g i r l and n o t l i k e an o l d woman'. 
I b i d . , 55. 
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80 human shape i s achieved t h r o u g h a s e r i e s o f c o n t e s t s . The Greek s t o r y o f 
the P r i n c e s s and the Ogress (AT 871) has the m o t i f s o f the p r i n c e s s i n a 
f o r b i d d e n chamber (C 611) and o f t r a n s f o r m a t i o n by s u n l i g h t (D 567) but 
the sheer c o m p l e x i t y o f t h i s Marchen i s f a r from G i r n a r a ' s s t r a i g h t f o r w a r d 
n a r r a t i v e . A s i m i l a r problem o f m o t i f - i d e n t i f i c a t i o n a r i s e s , w i t h Die 
h e i l i g e Ente. the ' S p i e l m i t G o t t e r n und Menschen w r i t t e n by Levetzow ( w i t h 
some e a r l y a s s i s t a n c e from Leo Peld) f o r Hans Ga.1. Two m o t i f s from the b a s i s 
o f the a c t i o n . One, the escaped 'sacred' duck brought by the ' c o o l i e ' Yang 
f o r the mandarin's banquet and a p p a r e n t l y s t o l e n by him, a f f o r d s a l i n k 
between the t h r e e pagoda gods and the human w o r l d . The mandarin duck 
symbolised c o n j u g a l f i d e l i t y , as i n Po Chu-i's The E v e r l a s t i n g Wrong, on t h e 
r i s e , d e c l i n e and murder o f the concubine Yang-Gui-Fe: 

Cold s e t t l e s upon the duck-and-dralee t i l e s 

and t h i c k h o a r - f r o s t 

The k i n g f i s h e r c o v e r l e t i s c h i l l 
81 

w i t h none t o share i t s warmth. 

By e x t e n s i o n , the t h e f t o f the duck symbolises the p o s s i b l e t h e f t o f L i by 

Yang, a l t h o u g h , i n Gal's words, the duck was i n t e n d e d t o be 'a t r a v e s t y o f 
82 

s u p e r s t i t i o u s b e l i e f s i n d i v i n e guidance'. A t the work's c l o s e , a f t e r the 

duck's escape from t h e temple, the Mandarin's words t o the d e p a r t i n g Yang 

seem t o s t r e s s i t s symbolic s i g n i f i c a n c e : 'Yang h i i t e diese Ente, von h e u t ' / 

das Tempels hochstes l l e i l i g t u m ! / N i c h t K u l i mehr, du s e l b s t / n e i n , Entenbonze 

e r s t e n Rangs! 1 

The second m o t i f i s the Verwandlung whereby the Mandarin and Yang, as 

w e l l as the c o u r t j u g g l e r (Gaukler) and c h i e f d i g n i t a r y (Bonze) have t h e i r 

i d e n t i t i e s exchanged by the amused gods, p a r t l y as a game, p a r t l y t o b r i n g a 
80. Thompson and Pioberts: Types o f I n d i e O r a l Tales. PFC 180, 402 and 402A, 

a l s o AT 402. The ' t r u e ' and ' f a l s e ' b r i d e (AT 403 and 437) i s a 
p e r s i s t e n t m o t i f , and f i g u r e s e x t e n s i v e l y i n Cosquin's Contes I n d i e n s . 

8 1 . t r . G i l e s , op. c i t . , 172. 
82. L e t t e r o f 18.11.74. The duck was u s u a l l y i n a n i m a t e , but Heinz T i e t j e n 

used a l i v e one a t t a c h e d by a s t r i n g a t B r e s l a u (1923) and B e r l i n ( 1 9 2 5 ) , 
on the f i r s t o ccasion d i s a s t r o u s l y . 
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kind o f j u s t i c e t o a p r o b l e m a t i c s i t u a t i o n . I t seems l i k e l y t h a t the back
ground and s e t t i n g were uppermost i n the l i b r e t t i s t s ' mind when they s e t t o 
work, since the atmosphere o f the p a l a c e , pagoda and garden, and the 
mystique o f the Mandarin's person - 'der Solin der Sterne' - are the f o u n d a t i o n 
o f the n a r r a t i v e . What they ( o r , r a t h e r , Levetzow) produced here was another 
Kunstuiarchen. w i t h a l l the momentum and b i z z a r r e r i e o f the genre. There are 
indeed c e r t a i n r e c o g n i s a b l e m o t i f s l i n k i n g i t w i t h the t r a d i t i o n a l f o l k t a l e . 
The menial d i s g u i s e o f the l o v e r i n AT 314 (The Magic F l i g h t ) and 900 (Konig 
D r o s s e l b a r t ) i s vaguely suggested i n Act l ' s encounter of Yang and the 

On 

unhappy queen L i and i n the l a t e r r e j e c t i o n by L i o f the Mandarin dressed 

as Yang. AT 1525 - the e n d l e s s l y v a r i o u s ' t h i e f m o t i f - i s i n d i c a t e d by 

Yang's a c c i d e n t a l l o s s o f the duck, i t s a c t u a l t h e f t by the J u g g l e r and i t s 
84 

concealment i n the pagoda. T h i r d l y , t h e Magic Sleep m o t i f p l a y s a 

prominent p a r t i n the a c t i o n . F i n a l l y the more p r o s a i c exchange o f i d e n t i t i e s 

between Solomon's son and the Smith's son (AT 920) and the King and the 
85 

Peasants son (AT 921) f i n d an echo i n the Verwandlung. 

The l i t e r a r y sources o f the t e x t are e c l e c t i c a l l y d i v e r s e . One o f 

Levetzow's l i t e r a r y s o p h i s t i c a t i o n must have known the Thousand and One N i g h t s 

w e l l . C e r t a i n l y , the Baghdad t a l e o f K h a l i f a h the Fisherman a t the c o u r t o f 

Haroun a l Raschid, and the e q u i v o c a l r o l e o f the s l a v e - g i r l K u t - a l - K u l u b , 

bears a resemblance to the H e i l i g e Ente n a r r a t i v e . The f a n t a s y o f w e a l t h i n 

Ma'aruf the c o b b l e r , a l a t e r E g y p t i a n t a l e , i s more complex, b u t c o n t a i n s 

the same t h r e a d o f the humble workman e l e v a t e d by a c c i d e n t f i r s t t o s p u r i o u s 

sheikdom and subsequently t o the p o s i t i o n s o f V i z i e r , h e i r and K i n g . 
83. TMI: K 1816. There i s a l s o a h i n t o f L 161 ( t h e l o w l y hero m a r r i e s 

a p r i n c e s s ) and L 175 ( t h e humbling o f the k i n g i n h i s own palace 
by a l o w l y hero. I t i s p o s s i b l e t h a t Levetzow knew o f the Emperor 
Kao T i (202-195 B.C.) a simple peasant ( L i u Pang) who founded the 
Han dynasty by o v e r t h r o w i n g the Ch'in t y r a n n y . 

84. TMI: D 1960. 
85. TMI: K 1921. Cf a l s o D 40 ( t r a n s f o r m a t i o n t o l i k e n e s s o f another 

person) the exchange o f forms (D 45) and a N o r t h American I n d i a n 
m o t i f D 658.2 - t r a n s f o r m a t i o n t o husband's form t o seduce woman. 
Thomas Mann's 1940 n o v e l l e Die v e r t a u s c h t e n KBpfe ( d e d i c a t e d t o the 
I n d o l o g i s t I l e i n r i c h Zimmer) a l s o uses t h i s strange theme, o s t e n s i b l y 
based on Hindu mythology. Cf. S r e g f r i e d S c h u l z , CL, 14, 1962, 
129-142. 
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Shakespeare, t o o , can be seen t o have p r o v i d e d another main element, l e s s 

t h r o u g h A Comedy o f E r r o r s than t h r o u g h A Midsummer N i g h t ' s Dream. The 

f o r e s t i s t h e garden, the pagoda gods the e q u i v a l e n t o f Oberon, and the 

g r o t e s q u e r i e p r o v i d e d by the J u g g l e r , the Dancer and the s t o c k Viennese 

Haushofmeister. However, t h i s Verwandlung i s the gods* d e l i b e r a t e a c t i o n , 

and n o t , as i n Shakespeare, the r e s u l t o f a m i s t a k e . The e f f e c t on the 

p a r t i c i p a n t s i s , n e v e r t h e l e s s , s i m i l a r b a f f l e m e n t , and i t s consequence o f 

g r e a t e r self-knowledge f o r the Mandarin, L i and Yang i s the same as f o r 

Shakespeare's l o v e r s . 

The power o f the gods t o i n t e r v e n e a t w i l l i n human f o r t u n e ( t o g e t h e r 

w i t h l a y acknowledgment o f d i v i n e i n t e r v e n t i o n ) i s a f e a t u r e o f c l a s s i c a l 

drama fundamental t o l i b r e t t i s t s from R i n u c c i n i onwards. Throughout Gal's 

opera i t i s f e l t t o be the c h i e f m o t i f o f the s t o r y . As the V o r s p i e l opens, 

the stage i s solemnly f i l l e d w i t h clouds o f incense. At the opera's c l o s e , 

the Bonzen s i n g a chorus s t r e s s i n g man's awed subservience t o superhuman 

powers: 

Ewig gedenkend des h e r r l i c h e n Wunders 

p r e i s s t , o Menschen, d i e g o t t l i c h e Tat! 

I t i s safe t o say, however t h a t the t h r e e gods i n Die h e i l i g e Ente are 

d e r i v e d , n o t from Greek models, b u t from the guardians o f a u t h e n t i c Chinese 

domestic mythology, u n i v e r s a l l y worshipped a t New Year. Tsao She*n, o r God 

of the Hearth, becomes the 'Gott i i b e r dem Wasserbecken, the Guardians o f the 

p o r t a l s (Men Shen) are here a l s o the 'Gott an der Tiire •, w h i l e the God o f 

the a i r s h a f t (Chung-Lin) a t the c e n t r e o f the house i s the 'Gott i i b e r denn 
86 

erhohten S i t z . ' The t e x t i s based f i r m l y on the reverence i n which these 

domestic d e i t i e s were h e l d , and the sacred duck, as a l r e a d y shown, i s d e r i v e d 

from a n c i e n t China's u n i v e r s a l n a t u r e w o r s h i p . P o s s i b l y , t o o , Levetzow knew 

t h Yuan dynasty drama c e l e b r a t i n g the b i r t h d a y o f I-Isi Wang Mu. Ap a r t from 

the s t r e s s on atmosphere ( s t r a n g e f l o w e r s , r a r e b i r d s , a peach o r c h a r d , 

p e r f o r m i n g animals, musicians i n p a v i l i o n s and bowers, f r a g r a n t a i r ) the 

e i g h t Immortal guests ( a c t u a l l y o f f i c e r s o f s t a t e ) who presented a s i l k s c r o l l 
86. John C. Ferguson: Mythology of a l l the Races. V I I I , I l a r r a p , i y 2 8 , 77-8. 
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of c h a r a c t e r s by Lao Tzu were w a i t e d on by Wang Mu's f i v e daughters, and 
87 

departed i n t o x i c a t e d . 

I f Die h e i l i g e Ente was o r i g i n a l l y i n t e n d e d t o be a s a t i r e on the 

conventions o f s u p e r s t i t i o n , a d e l i b e r a t e l y wry p r e s e n t a t i o n o f d i v i n e 

i n t e r v e n t i o n , the t o t a l e f f e c t i s c l o s e r t o the Marchenoper t r a d i t i o n than 

t h a t o f the b u f f a opera. From t h i s angle i t i s u s e f u l t o observe the 

cumulative e f f e c t o f the t h r e e main ideas i n the V o r s p i e l . which s e t the 

c o n t e x t o f the whole work. Gal's uncomplicated t o n a l i d i o m i n t r o d u c e s a 

simple c h o r d a l C minor theme, harmonised i n f i f t h s and f o u r t h s (Ex. I l l ) -

the opera's o v e r a l l t o n a l i t y i s C - f o l l o w e d by a hidden chorus o f Bonzen 

h i e r a t i c a l l y i n t o n i n g , i n E f l a t minor (Ex. 112) the power o f the m y t h i c 

d i v i n i t i e s . A p p r o p r i a t e l y , the theme o f the t h r e e household gods soon a f t e r 

t h i s i s s i m i l a r i n s t y l e and tempo (Ex. 113) though s t r e s s i n g i t s removal 

from the earthbound w o r l d by i t s key (E m a j o r ) . I n G i r n a r a . t h i s key i n d i c a t e s 

the k i n g ' s l o f t y , b u t m o r t a l wisdom; here i t s f u n c t i o n i s t o s t r e s s the 

separateness o f the a l l c o n t r o l l i n g d e i t i e s , t h e i r a b i l i t y t o manoeuvre 

human d e s t i n y a t w i l l , o f t e n (as here) f o r t h e i r own amusement. 

S i t z t der Gott auf gold'nem Sessel 

schaut h i n u n t e r i n den K e s s e l , 

l a s s t s i e durcheinander b r o d e l n 

aus V e r w i r r u n g S c h i c k s a l modeln. 

These l i n e s c o n t a i n the k e r n e l o f the a c t i o n , u n d e r l i n i n g b o t h the c o n t r a s t 

between the gods' golden throne and the c o n f u s i o n below, and t h e i r a b i l i t y 

t o f a s h i o n a f i t t i n g f a t e from what might seem an a r b i t r a r i l y confused 

sequence o f events. 

S i m i l a r c o n c e n t r a t i o n on the v i s u a l image occurs i n A c t 2, a t the p o i n t 

where the gods have c a r r i e d out t h e i r p l a n , and the t r a n s f e r o f i d e n t i t i e s 

i s under way. Here, a scene d e s c r i b e d as a 'sehr buntes p i t t o r e s k e s B i l d ' 

precedes the d e p a r t u r e of the main c h a r a c t e r s t o the gnomic music o f Ex. 114. 

Six negroes appear, dressed i n v i o l e t , w i t h opium p i p e s , f o l l o w e d by s i x 

m u l a t t o g i r l s i n w h i t e c a r r y i n g v e s s e l s from which flames a r i s e . S i x c h i l d r e n 

87. I b i d . , 128-y. 
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i n Chinese smocks then present needles on which the g i r l s impale the opium 

and drop i t i n t o the p i p e s . As b e f o r e , (Ex. 113) Gal's score c r e a t e s an 

o r i e n t a l image by use o f the melodic semitone, b u t does n o t v u l g a r i s e t h e 

procedure by s t r i v i n g f o r extended pseudo-eastern e f f e c t s i n the music. 

About t h i s t i m e , Y/ellesz, w r i t i n g o f music as 'Sprache der S e e l e 1 , s t r e s s e d 

t h a t 'Trotz der v e r t i e f t e n Kenntnisse von S i t t e und K u l t u r , d i e Psyche des 

O r i e n t s im w e s e n t l i c h e n fremd und unfassbar g e b l i e b e n i s t und iramer b l e i b e n 

w i r d , so i s t auch d i e o r i e n t a l i s c h e Musik, besonders d i e des f e r n e n Ostens 
88 

i n i h r e n Voraussetzungen p s y c h i s c h fremd * I n t h e i r d i f f e r e n t ways, 

b o t h G i r n a r a and Die h e i l i g e Ente a v o i d the awkward s t y l i s t i c t r a p i n t o which 

they might have f a l l e n , and, eschewing a l i e n i d i o m a t i c e f f e c t s , belong 

i n c o n t r o v e r t i b l y t o the body o f post-Romantic German operas. 

Though the presence o f the d i v i n e i n human a f f a i r s i s a common c e n t r a l 

element i n these two works, the r e a l i s a t i o n o f human love i s a t l e a s t as 

i m p o r t a n t . I n b o t h cases i t i s c l o s e l y bound up w i t h p h y s i c a l r a p t u r e and 

excitement, w i t h the n o t i o n o f hope, progress and s e l f - r e n e w a l . Gal's duet 

between L i and Yang, w i t h i t s f l o a t i n g o r c h e s t r a l melody i n B major (Ex. 115) 

i s n o t f a r removed from the ecstasy o f the Schone Dame i n G i r n a r a (Ex. 99) i n 

the same key. E q u a l l y , one might compare the h y p n o t i s e d s t a t e o f Siho i n 

the Magier's g r i p w i t h the Mandarin's p e r p l e x i t y i n Act 3 o f Die h e i l i g e Ente 

Ex. 116, p r e c e d i n g the B f l a t minor chorus and q u i n t e t 'Herr, d i e G o t t e r , 

f r a g e d i e G o t t e r ' , demonstrates the d e s p e r a t i o n w i t h which the Mandarin 

appeals t o the 'Gott an der T i i r e ' t o c l a r i f y the b a f f l i n g mystery. The 

o r c h e s t r a l t e x t u r e and dramatic r e c i t a t i v e o f t h i s whole passage owe n o t h i n g 

t o the ' e x o t i c * s e t t i n g , e v e r y t h i n g t o the human predicament. Yet, whereas 

the dream o f l i g h t i s by design o u t s i d e the c l a u s t r o p h o b i c s e t t i n g o f G i r n a r a 

i n Die h e i l i g e Ente. the b r i l l i a n t l y i l l u m i n a t e d palace and i t s garden are 

e s s e n t i a l t o the a c t i o n . Even as Yang i s l e d away as a c a p t i v e a t the end 

of Act 1, f o l l o w i n g the e n t r y i n t o the palace o f L i and the Mandarin, the 

88. E. Wellesz: Anfgaben und Probleme auf dem Gebiete der b y z a n t i n i s c h e n 
und o r i e n t a l i s c h e n Kirchenmusik. A s c h e n d o r f f , Mtlnster/W., 1923, 2. 
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chorus o f nuns c e l e b r a t e s the moment i n an e x p l i c i t l y f l o r a l i d i o m : 'Blumen 

der R e i n h e i t / t r a g e t zum F e s t e / d u f t i g e r L i b i e n / w e i s s e s E r b l i i h n . / O p f e r t den 

Hiramlischen/rosige L o t o s , / s e l i g s t e r S e e l e n / h e i l i g E r g l u h ' n 1 . 

I V 

Zeinlinsky's operas, from Sarema t o the u n p u b l i s h e d and unperformed 

Konig Kandaules ( B l e i ' s t r a n s l a t i o n o f Gide) r e v e a l a composer f a s c i n a t e d by 

the stage, and one temperamentally d r i v e n t o p r e e x i s t i n g l i t e r a r y sources 

as m a t e r i a l f o r h i s t e x t s . They a l s o r e v e a l a c o n s i s t e n t t h r e a d o f i n t e r e s t 

i n n a r r a t i v e themes combining anecdotal and d r a m a t i c e f f e c t i v e n e s s w i t h a 

h i g h l y c o l o u r e d or unabashedly e x o t i c s e t t i n g on the one hand, and on the 

o t h e r a t r e a t m e n t maximising wherever p o s s i b l e the Marchen s t y l e and i t s l i n k s 

w i t h the n i n e t e e n t h c e n t u r y Volksoper. I n t h i s r e s p e c t , h i s approach t o 

opera i s r e l a t e d t o the o l d e r Wagner epigone Iluraperdinck, and t o the h e a v i l y 

Wagner-influenced S c h i l l i n g s and I ' f i t z n e r , b o t h l i t t l e o l d e r than h i m s e l f . 

This i s t h e more remarkable i n h i s case because o f h i s e a r l y s t y l i s t i c 

adherence t o Brahms, and c o m p a r a t i v e l y l a t e espousal o f Wagnerian ch r o m a t i c i s m , 
89 

d i r e c t l y connected w i t h h i s acquaintance w i t h Mahler around 1900. For a 
composer c h i e f l y remembered f o r h i s i m p o r t a n t and l i f e l o n g f r i e n d s h i p w i t h 

90 

Schoenberg, i t i s e s p e c i a l l y i n t e r e s t i n g t o observe ( d e s p i t e t h i n n e s s o f 

documentation) the i n t e r r e l a t i o n s h i p o f t h e i r e a r l i e r works, up t o the p e r i o d 

of Schoenberg's G u r r e l i e d e r . a l r e a d y f a r beyond any o f h i s t e a c h e r ' s 

compositions i n c o m p l e x i t y . Zemlinsky's c a r e e r as a conductor, w h i l e never 

p r e v e n t i n g him from composing, was s u f f i c i e n t l y a b s o r b i n g f o r h i s c o m p o s i t i o n a l 

a c t i v i t y t o remain c o m p a r a t i v e l y secondary. His oeuvre thus remains s m a l l , 

and h i s works are c h a r a c t e r i s e d by f a s t i d i o u s c r a f t s m a n s h i p and by an 

u n w i l l i n g n e s s t o attempt the g r a n d i o s e , the h e r o i c o r extremer forms o f the 

m y s t i c a l . Der K r e i d e k r e i s . one o f the v e r y l a s t o f h i s works t o be performed 
89. I I . Weber, l o c . c i t . , 85. 
90. 'Er war mein Lehrer, i c h wurde s e i n Freund, s p a t e r s e i n Schwager'. 

A. Schoenberg, u n p u b l i s h e d a r t i c l e on Zeralinsky, 1.7.1921. Rufer, C171. 
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b e f o r e he l e f t Europe i n 1938, i s the f i n a l p u b l i s h e d p r o d u c t o f an i n v o l v e 

ment i n opera which had begun n e a r l y f o r t y years e a r l i e r . Before p a s s i n g t o 

t h i s , 'one o f the most f a s c i n a t i n g and d i r e c t (works) o f the l a s t decade' 
91 

Paul P i s k c a l l e d i t i n 1933, some remarks on the e a r l i e r works w i l l help 

t o p l a c e i t i n p e r s p e c t i v e . 
92 

Sarema. f o r which Schoenberg prepared the v o c a l score i n 1897 - he 
93 

was almost c e r t a i n l y n o t the a u t h o r o f the t e x t - i s drawn from Rudolf v. 

G o t t s c h a l l * s p l a y Die Rose vom Kaukasus. This concerns the r e l a t i o n s h i p 

between a Russian count, D s c h e r i k o f f and the 'wilde T s c h e r k e s s i n ' Sarema, 

whom he saves from the Cossacks. J u s t why Zemlinsky should have chosen t h i s 

r a t h e r confused melodrama as m a t e r i a l f o r h i s f i r s t o p e r a t i c e f f o r t i s u n c l e a r . 

Most of G o t t s c h a l l ' s numerous and now f o r g o t t e n p l a y s are h i s t o r i c a l dramas; 
t h i s one, o r i g i n a l l y a one-act p l a y o f 1852, was l a t e r expanded i n t o two 

94 

a c t s . I t i s e s s e n t i a l l y a romantic s t o r y based on the t e n s i o n between 

C z a r i s t Russia and the remote Caucasus, symbolised i n Sarema, her f a t h e r Amul 

Beg and the young, d e f i a n t Caucasian l e a d e r Asslan, h i m s e l f i n l o v e w i t h 

Sarema. The c o l o u r f u l second a c t , w i t h the w i l d , m o o n l i t mountain scene 

f i l l e d w i t h emotional and w a r l i k e Caucasians, among whom Sarema h e r s e l f 

appears d r a m a t i c a l l y , does g i v e a c l u e t o the p l a y ' s a t t r a c t i v e n e s s as a 

p o t e n t i a l opera. Sarema f a l l s i n t o p l a c e as a minor and, f o r i t s d a t e , 

c o n s e r v a t i v e l y w r i t t e n f o r e i g n by-product of the school which produced The 

Maid of Pskov and P r i n c e I g o r . 

The s i g n i f i c a n c e o f Sarema here l i e s c h i e f l y i n i t s longrange r e l a t i o n 

s h i p w i t h Der K r e i d e k r e i s . . c l o s e r i n s u b j e c t - m a t t e r than any o f the l a t e r 

operas, though h a r m o n i c a l l y v e r y much the work o f a young composer o f the 

1890s pr e d o m i n a n t l y i n f l u e n c e d by Brahms. D s c h e r i k o f f ' s h e a r t f e l t a d m i r a t i o n 
9 1 . Anb., 1933, 146. 
92. Wellesz: A r n o l d Schoenberg (1921) G a l l i a r d , N.Y., 1971, 12. Weber, 

l o c . c i t . , 83, suggests a date b e f o r e 1895. 
93. As suggested by Rufer, Cat., 97. 
94. Reclam, L e i p z i g 1871, 2nd Ed. 1880. I t was n o t i n f l u d e d i n Brockhaus' 

3 volume e d i t i o n o f G o t t s c h a l l ' s p l a y s (1865 f f . ) . 
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of Sareraa f i n d s e x p r e s s i o n i n the r i s i n g phrase opening Ex. 117, r e s o l v i n g 

on t o the E f l a t pedal and c l a r i n e t - c e l l o duologue of bars 3 and 4. The 

fondness f o r the ornamental t u r n i s a l s o p r e s e n t i n Sarema's F sharp lament 

soon a f t e r w a r d s (Ex. 118) where the chromatic f a l l o f the melody does n o t 

conceal the c e n t r a l t o n a l i t y , even though r e s o l u t i o n t o the dominant i s 

delayed f o r s i x b a r s . I t i s p e r t i n e n t t o compare the opening phrase 'Lass 

mich d i c h anschau'n' w i t h t h a t of Ex. 139, Haitang's 'Tranen der Freude 1 i n 

Der K r e i d e k r e i s . The same co n t o u r i s i n evidence, though the l a y o u t avoids 

the t r i p l e - t i m e r i g i d i t y o f the e a r l y work, and the harmonic spareness achieves 

a q u i t e d i f f e r e n t , p o s s i b l y more p o i g n a n t e f f e c t . I n b o t h works one may 

observe Zemlinslty the i n s t i n c t i v e l y homophonic composer (as a g a i n s t Schoenberg 

the p o l y p h o n i s t ) i n evidence, as w e l l as a composer who, on the whole, 
95 

avoided l a r g e S t r a u s s i a n g e s t u r e s , seeking h i s e f f e c t s i n s m a l l e r - s c a l e ways. 

Alth o u g h Haitang's f i n a l r o m a n t i c apotheosis i s a t some d i s t a n c e from the 

Caucasian g i r l ' s s p e c t a c u l a r s u i c i d e , she i s , i n one sense a ' t r a g i c ' h e r o i n e 

l i k e Sarema. C e r t a i n l y none o f the female r o l e s i n between resemble these 

two i n dramatic scope. 

I t may be t h a t d u r i n g h i s f i n a l years i n Vienna, Zemlinsky became 

conscious o f a need t o prove h i s i d e n t i t y as an opera composer i n a more 

thoroughgoing way. The p e r i o d o f Sarema had a l s o been t h a t o f songs, s e v e r a l 

chamber pieces and two f u l l - l e n g t h symphonies, b o t h performed i n Vienna. 

A f t e r Sarema came t h r e e t h e a t r e scores which were never p u b l i s h e d , though 

Es war einmal (based on a comedy by I I . Drachmann) was performed under Mahler 
96 

a t the Hofoper, f o l l o w i n g f u r t h e r work on the t e x t by the two composers. 

K l e i d e r machen Le.ute. i n i t s o r i g i n a l v e r s i o n of Prologue and t h r e e a c t s , was 

p u b l i s h e d by Bote and Bock and performed i n 1910, the year b e f o r e Zemlinsky 
95. Adorno, Quasi una f a n t a s i a . 166. Schoenberg made the p o i n t t h a t , 

d i f f i c u l t though i t was f o r a m u s i c i a n t o open the ears of someone who 
•nur Augen h a t ' , Zemlinsky, as a t r u e 'Theatermensch• ( u n l i k e h i m s e l f ) 
always took account o f a l l aspects. I t i s not c l e a r whether he meant 
Zemlinsky the conductor here as w e l l as the composer. Rufer C171. 

96. The o t h e r two were the b a l l e t Das g l a s e r n e Herz (1901-4) and Der 
TraumgOrge ( b e f o r e 1906; t e x t by F e l d ) . An o r c h e s t r a l 'Grosse Fantesie' 
on themes from Es war einmal by K a r l Komzak appeared from Forberg o f 
L e i p z i g ( n . d . ) . The Meiningen 'Butzenscheibenpoet' Rudolf Baumbach 
iss u e d a volume o f Marchen under t h i s t i t l e i n 1890. 
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l e f t Prague. L i k e the now l o s t o r c h e s t r a l f a n t a s y Die See.jungfrau (1905) 
based on Andersen's s t o r y , i t r e v e a l s Zemlinsky's p r e d i l e c t i o n f o r the Marchen, 
though the m a t e r i a l i n t h i s case was K e l l e r ' s s t o r y , a minor l i t e r a r y c l a s s i c 
i n i t s own t i m e . As w i t h Der Traugg'orge. Feld prepared the t e x t . I n i t s 
r e v i s e d , a b b r e v i a t e d v e r s i o n , K l e i d e r machen Leute was the o n l y opera o f h i s 
Vienna years which Zemlinsky attempted t o r e v i v e a t Prague. 

By t h i s t i m e , a f t e r immersion i n M a e t e r l i n c k ( t h e s i x Gesange. Op 13), 

he had t u r n e d t o Wilde f o r h i s two one-act operas, Eine f l o r e n t i n i s c h e 

Tragodie ( q . v . Ch. 4) and Der Zwerg. which helped t o spread h i s name i n 

Germany. 1922 was indeed an i m p o r t a n t year. I t was the f i r s t performance 

of Der Zwerg a t Cologne under Klemperer (28.5.22) a month a f t e r K l e i d e r 

machen Leute had reappeared as a r e v i s e d 'musikalische Komodie' a t Prague 

(20.4.22). I n t h i s year, t o o , he began work on the L y r i s c h e Symphonie. Op 18, 

s e t t i n g s f o r soprano and b a r i t o n e of seven poems taken from Rabindranath 

Tagore's l o n g p o e t i c c y c l e The Gardener. While the work i n e v i t a b l y l o o k s 

back l o v i n g l y t o Mahler's L i e d von der Erde. i t i s a l s o a s i g n a l t r i b u t e t o 

the poet, whose r e p u t a t i o n , f o l l o w i n g h i s 1913 Nobel P r i z e , was s t i l l h i g h i n 

Europe. 

The sequence o f works ending w i t h the L y r i s c h e Symphonie i s s i g n i f i c a n t 

f o r the c o m p o s i t i o n o f Der K r e i d e k r e i s i n t h a t a p a r t from the Symphonische 

Gesange. Op 20 (based on Negro poems from A f r i k a s i n g t ; once a g a i n a non-
97 

European t e x t u a l source) Zemlinsky's composing c a r e e r t a i l e d o f f markedly 

a f t e r 1923-4. H i s l i f e i n Europe ended as i t had begun, w i t h a m i s c e l l a n e o u s 

group o f u n p u b l i s h e d works, some performed from manuscript, some n o t . The 

' s o n g - s t y l e ' o f Der K r e i d e k r e i s has been l i n k e d w i t h t h a t developed by W e i l l , 

n e a r l y t h i r t y years Zemlinsky's j u n i o r , though i t i s o n l y c o n j e c t u r e t o 

suggest t h a t Zemlinsky, i n t a c k l i n g a contemporary stage-success, wished t o 
98 

emulate the younger man's dry c o n c i s i o n o f s t y l e and t r e a t m e n t . I t i s 

c e r t a i n l y t r u e t h a t Brecht and W e i l l , l i k e Zemlinsky, experienced t h e appeal 

of non-European l i t e r a r y m a t e r i a l , b u t i n t h e i r case i t was the Japanese 
97. Dated 1929 by Weber ( l o c . c i t . , 93.) P u b l i s h e d 1933. 
98. Adorno, l o c . c i t . , 177. 
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99 Noh-play, f a m i l i a r i s e d by A r t h u r Waley's book o f 1921 which had the 

g r e a t e s t e f f e c t . This was shown by the a d a p t a t i o n o f Taniko ( i n E l i s a b e t h 

Hauptuiaun's t r a n s l a t i o n ) i n t o Der Jasager. a work i n which W e i l l ' s acceptance 

o f the ' s i c k e n i n g t o t a l i t a r i a n i m p l i c a t i o n s ' i n Brecht's t e x t have m y s t i f i e d 

some.^^ Der K r e i d e k r e i s . however, i n the form used by Brecht i n h i s 19^3-5 

a d a p t a t i o n was f a r from being a Noh-play, b u t a Yuan-dynasty (1259-1368) 

Chinese 'Sittendrama' taken by Klabund from the w e l l known French t r a n s l a t i o n 

o f S t a n i s l a s J u l i e n , L ' h i s t o i r e du cercle de c r a i e . ^ H o e i - l a n - k e , by the 

o t h e r w i s e anonymous L i - H s i n g - t a o had a l r e a d y been t r a n s l a t e d i n t o German by 

Wollheim da Fonseca (Reclam, L e i p z i g , 1876). The key t o Zemlinsky's opera 

can be found i n Klabund*s own words: 'Es ga£>r, Charaktere zu s c h a f f e n , d i e 

Handlung neu zu knupfen es g a i t , e i n c h i n e s i s c h e s Marchenspiel zu 
102 

e r s i n n e n Es s o l l t e s e i n , wie wenn jemand von China t r a u m t 1 . 

A l f r e d Henschke ( l a t e r Klabund) was born a t Crossen a.d. Oder i n 1890, 

the same year as W e r f e i . lie saw the Munich 'Japan und Ostasien i n der Kunst' 

e x h i b i t i o n of 1909 and i n 1919 p u b l i s h e d a volume o f poems Die Geisha O-Sen 

on an 18th c e n t u r y Japanese c o u r t e s a n 1 , w r i t t e n i n 1908-13. The i n t e r e s t of 

t h e 'Fernost R i l k e ' as he was l a t e r d e s c r i b e d , was thus a l r e a d y aroused when 

i n 1915 he read Bethge's L i - t a i - p e t r a n s l a t i o n s , and t h r o u g h them became 

acq u a i n t e d w i t h Laotse and w i t h a wide range o f o r i e n t a l l i t e r a t u r e i n 

t r a n s l a t i o n . S i g n i f i c a n t l y , he d i d n o t wish to i m i t a t e Bethge b u t t o r e a l i s e 

what he c a l l e d the 'sehr u n r u h i g , o f t s k u r r i l 1 echoes and a s s o c i a t i o n s o f 

the o r i g i n a l , whose apparent s i m p l i c i t y arose, he s a i d , from the f a c t t h a t 

Chinese 'nur e i n s i l b i g e V/orte k e n n t , und i h r g l e i c h e s Nebeneinander scheint.*'''^ 

Klabund's own volumes o f Chinese t r a n s l a t i o n s began w i t h Dumpfe Trommel und 

berauschtes Gong (1915) and L i - t a i - p e ( 1 9 1 5 ) ; Das B l u m e n s c h i f f . Das Buch der 

99. The Noh-plays o f Japan. A l l e n and Unwin, 1921. 
100. See P. l l e y w o r t h , The Observer, 27 November, 1966. 
101. John Murray, London, 1832. Hoei-lan-ke was one of f o u r Yuan dynasty 

dramas ( o u t o f over one hundred) t o reach Europe i n French v e r s i o n s 
i n the e a r l y 19th c e n t u r y . James Laver's E n g l i s h t r a n s l a t i o n o f 
Klabund's t e x t was p u b l i s h e d by Heinemann i n 1929. 

102. qu. Guido K a u l l a : Brennendes Herz Klabund: Legende und V / i r k l i c h k e i t . 
W. Claassen, Z u r i c h , 1971, 58. 

103. L e t t e r t o I n s e l v e r l a g , May, 1915, qu. K a u l l a , 7o. 
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i r d i s c h e n Miihe and Laotse's Spruche. a l l w r i t t e n i n 1919 and p u b l i s h e d i n 1921. 

Thus when i n 1923 the S c h a u s p i e l t h e a t e r l e d by A. Granach, H e i n r i c h George 

and E l i s a b e t h Bergner gave Klabund the commission which r e s u l t e d i n Der 

K r e i d e k r e i s . he was a l r e a d y famous as a t r a n s l a t o r . The p l a y was f i r s t 

performed a t Meissen S t a d t t h e a t e r on 1 January 1925, and two days l a t e r 

s i m u l t a n e o u s l y a t Hannover and F r a n k f u r t . 'Die T r a u r i g k e i t .... i s t der 

ausserste Feind der T r a g i k ' , sneered J h e r i n g , who saw i t a t Hannover, and 

' b e g i i n s t i g t jedes Saatkorn g l e i c h m a s s i g 1 , o b s e r v i n g t h a t the work's p u b l i c 

success ' l i e g t i n der bourgeoisen Gefuhlsuberschweinmung und i n der e x o t i s c h e n 
104 

Formgebung 1. N e v e r t h e l e s s , the p l a y reached the Deutsches Theater B e r l i n 

on 20 October, 1925, where i t r a n f o r more than a hundred performances. 

I t i s u n l i k e l y t h a t Zemlinsky ever met the consumptive b u t p r o l i f i c 

p o et, who d i e d i n 1928, two years b e f o r e the composer moved from Prague t o 

B e r l i n . The opera Der K r e i d e k r e i s was completed by the end of 1932 and 

p u b l i s h e d i n f u l l score by LIE the f o l l o w i n g y e a r . Despite echoes o f the 
S i n g s p i e l new t o Zeralinsky - Stuckenschmidt c a l l e d i t ' h a l f opera, h a l f 

105 

p l a y ' - the work's r e s t r a i n e d ' d i s t i l l e d * c h a r a c t e r cannot be f u l l y 

understood w i t h o u t r e f e r e n c e t o p r e c e d i n g o u t p u t , n o t l e a s t i n the p e r s o n a l 

m a t t e r of key. The o v e r a l l t o n a l i t y o f D (minor and m a j o r ) had appeared i n 

h i s work as f a r back as the f i r s t symphony and f i r s t q u a r t e t of 1892-3. 

Though Sareina begins i n B minor and ends i n F, the two 1896 chamber works 

are i n D, w h i l e i t i s the p r e v a i l i n g key o f Es war einmal. the f i r s t a c t o f 

K l e i d e r machen Leute and, l a t e r , o f Der Zwerg and the L y r i s c h e Symphonie. 

I t i s i n s t r u c t i v e t o compare c e r t a i n passages, e s p e c i a l l y i n the two l a s t -

named works w i t h the e a r l i e r v o l k s t u m l i c h i d i o m of K l e i d e r machen Leute (Ex. 

119, from Act 1, f o r example, where the t a i l o r S t r a p i n s k i r e p e a t s the i r o n i c 

theme o f K e l l e r ' s s t o r y ) and the t i g h t e r manner, ' l e i s e schwingende M e l o d i k , 
107 

s c h i l l e r n d e r Harmonik', o f Der K r e i d e k r e i s . The h a r m o n i c a l l y r i c h d ramatic 
104. Von Reinhardt b i s B r e c h t , I I , 79-81. 
105. 'Der anstOssige K r e i d e k r e i s ' Anb., 1934, 32. 
106. Der Zwerg ends on a v i o l e n t , c o n t r a d i c t o r y C minor chord, b u t t h e 

f i n a l s e c t i o n i s e n t i r e l y i n D. The L y r i s c h e Symphonie's opening F 
sharp minor song has a l o n g , p o i g n a n t D minor i n t e r l u d e . 

107. H. S t r o b e l . Melos. 1934, 66. 
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s t y l e o f Eine f l o r e n t i n i s c h e Tragodie reappears i n Der Zwerg. whose main 

m o t i f ( t h e bass l i n e i n Ex. 120) can be l i n k e d w i t h m o t i f x i n Ex. 80, w i t h 

i t s p r e m o n i t i o n s o f t r a g e d y . Quite a p a r t from the b r o o d i n g s o l e m n i t y o f D 

minor, the dwarf's d e s p e r a t i o n f o l l o w i n g s e l f - r e c o g n i t i o n (Ex. 121) i s c l o s e 

t o Simone's inward p a i n i n Ex. 81. I n p l a c e of the l y r i c a l A f l a t l o v e 

m o t i f o f the e a r l i e r work, Der Zwerg d w e l l s on the dance music f o r the 

p r i n c e s s ' s b i r t h d a y c e l e b r a t i o n s , a g a i n s t which background the main m o t i f 

appears near the end (Ex. 122). Here the s u s t a i n e d D major chord ( i n c l u d i n g 

the emotive s u p e r t o n i c ) w i t h harp, c e l e s t e and f l u t e f i g u r a t i o n above, c r e a t e 

a sense o f p a i n f u l s t i l l n e s s , the p r i n c e s s ' s c h i l d h o o d , untouched beauty i n 

u l t i m a t e c o n t r a s t w i t h the dwarf, broken-hearted and close t o death. 

The d w a r f - m o t i f (TMI F.451) was a common one i n A u s t r i a n f o l k - l i t e r a t u r e 
108 

T. Vernaleken's Mythen und Brauche des Volkes i n U s t e r r e i c h c o n t a i n s no 

fewer than s i x t e e n dwarf s t o r i e s ( n o t a b l y 'Die Querxe auf der H o c h z e i t ( i n ) 

W a r n s d o r f ) and h i s U s t e r r e i c h i s c h e Kinder-und Hausmaxchen c o n t a i n s 'Der 

e r l o s t e Zwerg', i n which P r i n c e Tagelb'hner r i s e s from the body o f a dwarf and 
109 

becomes a r i c h man. Wilde's ' B i r t h d a y o f the I n f a n t a ' i s a s t y l i s e d 

l i t e r a r y development o f the f o l k t a l e m o t i f , and i t i s noteworthy t h a t a p a r t 

from Schreker's well-known pantomime, Bernhard Sekles had composed a b a l l e t 

on Franz B l e i ' s t r a n s l a t i o n ' * ' ' ^ b e f o r e Zemlinsky, l a r g e l y f o r p e r s o n a l reasons 

was drawn t o i t . I n the case of Der Zwerg. a major p o i n t o f i n t e r e s t i s t h a t 

i t was f o l l o w e d q u i c k l y by a n o n - o p e r a t i c work, Zemlinsky's best-known, the 

L y r i s c h e Symphonie. Here the score i s h a r m o n i c a l l y denser and more opaque, 

the m u s i c a l s t y l e e v i d e n t l y more complex. D major, again, i s the c e n t r a l key 

of the c y c l e , p l a y i n g a preponderant r o l e i n nos. I V and V I I , w h e r e the 

m y s t i c a l i n t e n s i t y expresses i t s e l f b o t h i n tne chromatic v o c a l l i n e and the 

harmonic emphasis on G sharp i n the o v e r a l l t o n a l i t y of D. This i s e v i d e n t 
108. W. BrauimUller, Wien, 1859. 
109. W. B r a u m t t l l e r , Wien, 1864, n r . 32. 
110. Der Zwerg u. d i e I n f a n t i n . 1913. 
111. Nos XXIX ('Spealc t o me, my l o v e ' ) and LXI ('Peace, my h e a r t , l e t the 

time f o r p a r t i n g be sweet') i n Tagore's c y c l e . 
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both i n Ex. 123, h y p n o t i c a l l y s t r e s s i n g the three-note figure G^--A — B^ , and 

Ex. 124, where the c l a s h of G 1} and G$ on 'Friede, mein Herz' i s d e l i b e r a t e , 

p a i n f u l and unresolved. The f i n a l pages of Per K r e i d e k r e i s . i n presenting 

G sharp prominently against D major (Ex. 148) have t h e i r o r i g i n here. 

A c e r t a i n conceptual s i m i l a r i t y thus e x i s t s between the e a r l y love 

drama of Sarema. the drama of sexual jealousy i n Eine f l o r e n t i n i s c h e Tragodie. 

thwarted passion i n a r i c h , b r i l l i a n t Spanish s e t t i n g i n Per Zwerg. and the 

L y r i s c h e Symphonie's fusion of Tagore's m y s t i c a l - e r o t i c dreams with a highly 

s o p h i s t i c a t e d harmonic and instrumental language. 'Spott und Tragik stehen.... 

im Brennpunkt der Musik Zemlinskys' observed E r i c h Steinhard when Per Zwerg 
112 

was f i r s t given i n Prague. L a t e r , he might have seen i n Der K r e i d e k r e i s 

the f u l f i l m e n t of Zemlinsky's two main t h e a t r i c a l penchants, one f o r e x o t i c 

s e t t i n g s , the other f o r s t o r i e s with a strong, simple Marchen f l a v o u r . 

'On peut d i r e 1 i t was s a i d i n 1922 'que l a representation d'une piece 

chinoise e s t une sorte de danse animee de sentiments d i v e r s , accompagnee de 

chants et de dialogues, et executee aux sons de l a musique 1. As e a r l y as 

Goethe i n 1827, European w r i t e r s were observing Chinese l i f e to be ' c l e a r e r , 
purer, more moral' and Chinese legends to resolve p r i n c i p a l l y around 'morality 

114 

and p r o p r i e t y ' . Indeed, music's r o l e i n t h i s 'moral' or d i d a c t i c view 

of the theatre was not unli k e the Greek view of music as good when 'harmonic' 

and immoral when 'vulgar or e x c i t i n g ' . H o w e v e r , German h i s t o r i e s of the 

Chinese theatre, such as those of G o t t s c h a l l (1887) and Wilhelm Grube (1909) 

did not t r y to disguise the problems and l i m i t a t i o n s of the o r i e n t a l stage-

conception, i n p a r t i c u l a r the s t r e s s on the song-form and the f l a t n e s s of the 

dialogue. I t was s a i d that the l a t t e r was r e a l i s t i c a l l y c onversational but 

•ohne poetische S c h w u n g 1 ^ and that i n any case, Chinese drama, f o r a l l i t s 
112. Auft., 1926, 138-9. 
113. Tchou-kia-kien. Le theatre c h i n o i s . M. de Brunoff, P a r i s , 1922, 30. 
114. Conv. w. Eckennann. 31.10.27. 
115. Zucker, op. c i t . , 192. 
116. G o t t s c h a l l : Theater u. Drama der Chinesen. E. Trewendt, Breslau 1887, 

S i . ( T h i s drew hea v i l y on Bazin's Theatre c h i n o i s and Duhalde's 
H i s t o i r e de l a Chine, as w e l l as S i r John Barrow's Tra v e l s i n China 
(1804) and S i r John Davis's The Chinese: a general d e s c r i p t i o n ...'(1836) 
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117 sad s i t u a t i o n s , lacked true t r a g i c q u a l i t y . G o t t s c h a l l , indeed, saw the 
l > 

Chinese Zauberdraina as close to the Viennese 'Feenoper', yet was forced to 

admit the comparative imaginative a r i d i t y of Chinese drama. The magnificent 
118 

costumes and tapestry-backcloth were the sole concession to luxury, stage 

properties, u s u a l l y symbolic, being of the most rudimentary kind. 

Per K r e i d e k r e i s belongs to the category of plays c r i t i c i s e d f o r t h e i r 

lack of r e a l i n t e l l e c t u a l dimension, t h e i r s i m p l i s t i c morality, rewarding 

good and punishing e v i l , and t h e i r excessive use of coincidence. Grube, i n 
119 

h i s c r i t i c a l summary, c a l l e d i t the 'Typus des burgerlichen Schauspiels'. 

The play's theme of f a l s e accusation, corruption, b e t r a y a l and the eventual 

v i n d i c a t i o n of innocence i s common to s e v e r a l Yuan dynasty dramas. I n the 

Sufferings of Ton-E. for instance, a young g i r l i s accused of poisoning and 

tortured into confession; her innocence i s proved by a three-year drought, 

summer snow and blood f a l l i n g upwards. Ho Lang Tan (The singing G i r l ) presents 

a r i c h merchant, a j e a l o u s f i r s t wife who dies of anger, a concubine and her 

lover, who are ul t i m a t e l y condemned to death by the f i r s t wife's son, now 

a judge. 

The o r i g i n a l four-act Hoei-lan-ke concerns Haitang, a p r o s t i t u t e whom 

the mandarin Ma wishes to marry, her f i v e - y e a r - o l d son, Ma's f i r s t wife and 

her l o v e r Tschao, Ma's greedy brother-in-law Tschang-ling, and the plant of 

Mrs Ma, s u c c e s s f u l l y accomplished, of poisoning her husband and blaming 

Haitang. A l l t h i s i s contained i n Act 1. The eunuch Tong and the Emperor 

(Pao) were Klabund's own inventions, while the Act 2 t r i a l embroiders the 

Judge's role and confl a t e s the two midwives into one, but otherwise adheres 

to the o r i g i n a l . Klabund's simple snow scene ( h i s Act 4) with I-Iaitang and 

the four s o l d i e r s derives from the o r i g i n a l Act 3 i n which Tschao and Mrs. Ma 
117. Zucker, op. c i t . , 37. 
118. Op. c i t . , 142-3. Cf. al s o K e y s e r l i n g ' s remark that 'ihre Weisheit 

aussert s i c h i n den, was s i e lebend d a r s t e l l e n , n i c h t i n den Gedanken, 
die s i e s i c h fiber das D a r g e s t e l l t e machen.1 Op. c i t . , 403. 

119. Geschichte der chinesischen L i t e r a t u r . L e i p z i g , 1909, 379. Also 
Wolfram Eberhard, 'Notes on Chinese S t o r y t e l l e r s ' , Fabula, 1970, 1-31> 
where n a r r a t i o n s are described as 'heroic', events c h a r a c t e r i s e d by 
t r i c k e r y , bravery, c r u e l t y and v i o l e n c e . 
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are f o r e s t a l l e d by Tschang-ling i n t h e i r attempt to murder Haitang. F i n a l l y , 

the court of the Emperor replaces the o r i g i n a l higher court, following whose 

judgment Tschang-ling c a r r i e s out the execution of Tschao and Mrs. Ma. At 

l e a s t one commentator has c r i t i c i s e d Klabund f o r the 'romantic* or 

'marchenhaft' ending, suggesting that a Chinese audience, welcoming Ilaitang's 
120 

v i n d i c a t i o n , would have been offended by her remarriage. I n one sense, 

Klabund had j e t t i s o n e d the most t r u l y Chinese element of the f i n a l a c t , the 

s a t i r e and 'burlesque' character study of the judge and h i s c l e r k , derived 
121 

from close observation, t r a n s f e r r i n g t h i s to the Hauptrichter Tschn-tschu 

i n Act 3. 

Zemlinsky rearranged Klabund's o r i g i n a l f i v e a c t s into seven scenes, 

as foilows: Play Opera 

Act 1 (Teahouse i n t e r i o r ) Act 1, 1 B i l d 

Act 1 (another part of the house) Act 1, 2 B i l d 

Act 2 (Garden and verandah of Ma's house) Act 2, 3 B i l d 

Act 2 (Room i n Ma's house) Act 2, 4 B i l d 

Act 3 (Courtroom of Hauptrichter i n Tschen-Kong) Act 3, 5 B i l d 

Act 4 (Schneesturmlandschaft) Zwischenspiel, 

Act 5 (Thronsaal i n Peking) Act 3, 7 B i l d 

I t w i l l be seen that Zemlinsky l a i d out h i s text i n two halves. The f i r s t 

two a c t s of Klabund's play (without scene d i v i s i o n s ) are here divided into 

two, so as to encompass the establishment of the c h a r a c t e r s and the events 

up to Ma's death and l-Iaitang's a r r e s t i n four scenes. Thereafter, the number 

of e x c i s i o n s from Klabund i n c r e a s e s , and Acts 3, 4 and 5 of the play are 

120. Prances Hume ( t r . ) The Story of the C i r c l e of Chalk. Rodale Press, 
London, 1954, I n t r o . 

121. Grube, op. c i t . , 3^5. By no means a l l judges were comic. Adele M. 
F i e l d e ' s c o l l e c t i o n of o r a l s t o r i e s Chinese Nights' Entertainment. 
Putnam, 1893, 92-lUO contains 'The Widow and the Sagacious Magistrate*, 
i n which the magistrate i s a f i g u r e of moral authority, the young 
widow (and her c h i l d ) deprived of t h e i r r i g h t s , and j u s t i c e f i n a l l y 
done by a combination of accident and i n s p i r e d g u i l e . There are 
c l e a r resemblances to Hoei-lan-ke. Of Eberhard's Chinese F a i r y Tales dud 
Folk Tales (Kegan Paul, 1937) only the short, though intense anecdote 
Mother and C h i l d (244) bears on the play. 
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presented i n abbreviated form as scenes 5, 6 and 7 of the opera. The 

important t r i a l scene i s l a r g e l y r e tained, including the whole of the 

i d i o s y n c r a t i c breakfast scene of Tschu-tschu (a comic spoken r o l e here) i n 

order to portray the judge's f r i v o l i t y : 'Gold, Gold, keine schonere Musik, 
•• 112 2 

a l s wenn Gold uber den harten T i s c h r o l l t . Es l c l i n g e l t wie Pagodenglocken. 

Equally, the c o n s p i r a t o r i a l r o l e of the Hebamme i s v i t a l to the presentation 

of the Chalk C i r c l e r i t u a l , and i s kept, as i s the s i n i s t e r function of the 

two K u l i s i n supporting Frau Ma's fraudulent claims. In the o r i g i n a l 

Schneesturmlandschaft, Tschang-ling's dramatic appearance, escorted by two 

s o l d i e r s i s followed by a long, b i t t e r , emotional speech deploring the r e a l 

i n j u s t i c e of the Chinese j u d i c i a l procedure: 

'0 L e i d ! 0 Z e i t ! Was kain i c h i n einem Land zur Welt, wo Gerechtigkeit 

nur i s t f u r Reichen, und die Armen e i n S p i e l b a l l sind i h r e r h e r r i s c h e n 

Luste! I n diesem Land g i l t gut a l s bose, und bose a l s gut', and l a t e r 

•Der K a i s e r aber s i t z t i n Peking auf seinera Thron aus Lapis lazuli. 
E r h a l t die Augen geschlossen wie Gott Fo. E r s i e h t nur innen und 

123 

m e d i t i e r t ' . 

A l l t h i s was excised by Zemlinsky, who l e f t the sole exchange: 

tfaitang: Bruder! 

Tschang-ling: Scbwesterseele! 

I n the f i n a l scene, the r o l e of Tschang-ling i s again reduced, h i s 

p o s i t i o n as 'Mitglied des flundes vom weissen Lotos' omitted. In answer to 

the K a i s e r ' s question 'Due weinst: weinst du urn dein Geschick?' Tschang-ling 

r e p l i e s ' I c h wein um China'. Zemlinsky, i n one of h i s rare departures from 
124 

the o r i g i n a l text, a l t e r s t h i s to 'Ich wein um mein Vaterland'. Otherwise, 

Scene 7 concentrates h e a v i l y on the Kaiser-Haitang r e l a t i o n s h i p , shortening 

the dramatically important Erau -ua-Tschao argument. This i s e s p e c i a l l y true 

i n the f i n a l s e c t i o n , from Haitang's 'Mein Kind! Mein Pantherkopfchen ....' 

onwards, though her e a r l i e r long speech before the throne, beginning 
122. Textbuch, 30. 
123. Der K r e i d e k r e i s ( S p i e l i n 5 Akten...) Spaeth, B e r l i n , 1925, 89-91. 
124. Textbuch, 42. 
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I c h halte liber Euch den Stab des Rechts 

und breche ihn, w e i l i ch n i c h t r i c h t e n w i l l 

i s omitted e n t i r e l y . 

Although the use of augmented fourths i s ' p i c t o r i a l ' and derives from 

the period of Per Zwerg. the music of the opening (Ex. 125) i s unli k e 

anything i n Zemlinsky's previous work. I t s colours (with tom-tom, cymbals, 

p i z z i c a t o s t r i n g s , bassoons and EJJ a l t o saxophone) r e f l e c t the opera's date, 
125 

but a l s o mirror the demands of the text i n Tong's introductory speech. 

A spring serenade i s played on f l u t e , v i o l i n and gong by three flowermaidens, 

each i n her golden cage. Haitang's f i r s t appearance i s extremely important. 

In r e t a i n i n g Klabund's exact t e x t here, Zemlinsky was anxious to convey the 

d e l i c a t e balance between information and mood, between the f a c t of Haitang*s 

s u f f e r i n g and her t o t a l l a c k of s e l f - p i t y . Thus the prose passage was s e t 

to q u i e t l y flowing t r i p l e - t i m e music i n E f l a t minor (Ex. 126) whose 

con t r o l l e d s o b r i e t y opens up s l i g h t l y into Ex. 127, a passage of near-

Mahlerian harmonic flavour, b e f i t t i n g the suppressed yearning i n her resigned 

words 'Rote Abendwolken nach einem dusteren Gewittertag. Es i s t das Leben 1. 

The continuation of t h i s (Ex. 128) r e f l e c t i n g on the pauper's f u n e r a l of her 

much-loved father, r e t a i n s the note of sorrow a i i d introduces the t r i p l e t 

f i g u r a t i o n of which Zemlinsky was e s p e c i a l l y fond ( c f . also Exx. 133, 136, 

137, 141 and 147). 

Tschang-ling's fury with Haitang f o r allowing poverty to drive her into 

becoming a Teehausmadchen (and with Frau Tschang f o r permitting i t ) f i n d 

expression i n an outburst of anger i n which he s t r i k e s her i n the face. Such 

an expression of violence springs from love and concern. Tschang-ling 

becomes a vagabond, c a r r y i n g the theme of highminded s u f f e r i n g i n h i s own way. 

'Weh tins', he laments, when, as an unrecognised beggar, he l a t e r meets Iiaitang 

in Ma's garden (3- B i l d ) 'dass Manner ihre Seele, Mutter i h r e TBchter 

verkampfen miissen, urn des nackten durftigen Lebens w i l l e n ' . 1 2 ^ By contrast, 
125. This applied also to the p a r a l l e l fourths of Ex. 129 (reminiscent of 

Tang Pynasty organum-like hymns) where Haitang announces that she plays 
l u t e , f l u t e and 'kin', or 7-stringed z i t h e r . The theatre o r c h e s t r a ( a t 
r e a r or front of stage) had reed-pipes, f l u t e , drums, two gongs, a 3-
s t r i n g e d g u i t a r and two-stringed f i d d l e , and cymbals. Stanton, op. cit.,10. 

i2b. 'i'oAtbuch, i 3 . 
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Haitang's demeanour as she returns to the concubine's cage (Ex. 131) echoes 

that of Ex. 126; again the simple pariando and key of E f i a t minor symbolise 

her f a t a l i s m , the tango rhythm seeming only to r e i n f o r c e the e f f e c t . 

The a r r i v a l of the young prince Pao, 'ein Abenteuerer, e i n Trunkener 

d i e s e r Welt' as he c a l l s himself i s s i g n a l l e d by the rapid 8 theme (Ex. 132) 

in fourths which opens Scene 2. At t h i s point, when he begins to speak of 

•Das S p i e l der Liebe*, the chalk c i r c l e motif enters f o r the f i r s t time, 

drawn on black paper by Haitang. Even as she turns i t into a wheel by 

i n s e r t i n g spokes (Ex. 133 with i t s s o f t l y r o l l i n g bass f i g u r e ) i t s s i g n i f i c a n c e 

instantaneously becomes numinous. Pao has already c a l l e d i t the 'Symbol des 

Himmelgewolbes' and that of marriage, while Haitang sees i t as 'das Rad des 

Schicksalswagens'. Thus the two t r a d i t i o n a l functions of the Zauberkreis -

as a magic, p r o t e c t i v e area and as a symbol of e t e r n i t y , of the Whole (das 
127 

A l l ) are e x p l i c i t l y s e t f o r t h . The e f f e c t of t h i s i s not destroyed as 

i t becomes, f i r s t a mirror for Haitang, then, grotesquely, a frame f o r the 

head of the Mandarin Ma. Ex. 134 s p i k i l y conveys the burlesque q u a l i t y of 

Ma's long, s e l f - c o n g r a t u l a t o r y monologue; he i s quickly able to outbid Pao 

f o r possession of Haitang, and the prince withdraws. 

Scene 3's function, i n true Marchen s t y l e , i s to present the forces of 

e v i l i n unequivocal form. Frau Ma's name, Yii-pei, i r o n i c a l l y means 'jewel*, 

while her fellow-conspirator, Tschao, equally i r o n i c a l l y , i s a c l e r k of the 

j u d i c i a r y . Seized with despair (Ex. 135, scored for s t r i n g s only, conveys 

t h i s , with the v i o l a ' s o b sessively r e i t e r a t e d semiquaver f i g u r e ) he c a r r i e s 

witli him a p h i a l of poison as the eventual s o l u t i o n . Again, the r i s i n g 

F - F ^ f - G$ figure i n the F sharp minor of Ex. 136 g r a p h i c a l l y presents h i s 

doomladen s p i r i t before Frau Ma decides to use the poison to terminate Ma's 

l i f e . In the meeting between Haitang and Tschang-ling already mentioned, 

the Chalk C i r c l e motif again appears, drawn now with mounting excitement by 

Haitang, as an inconclusive means of f o r e t e l l i n g whether Ma, hated by Tschang-

Ling's Brotherhood, must d i e . Ex. 137, i l l u s t r a t i n g t h i s , uses the t r i p l e t 

f i g u r e of Ex. 133 with a chromatic motif ( C - B - D - C ^ and t r a n s p o s i t i o n s ) . 
127. Cf. IL. Popper: Goethe's Das Marchen i n A f f i n i t i e s . 0. Wolff, 1969, 239, 
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Ma's death must be seen as a consequence of Frau Ma's treachery, but 
s t i l l more i n the l i g h t of h i s r e l a t i o n s h i p with Haitang. She has changed 
h i s l i f e , he declares with simple f e e l i n g , s h o r t l y before drinking the 
poisoned tea. His own monologue, beginning as i n Ex. 1 3 8 t r a n q u i l l y shows 
how he d i s b e l i e v e s Frau Ma's a l l e g a t i o n s of l-Jaitang's d i s l o y a l t y (with the 
beggar, a l i a s Tschang-ling) and i s echoed d e l i b e r a t e l y i n 1-Iaitang's •Tranen 
der Freude 1 (Ex. 1 3 9 ) . Her l a s t words over Ma's body, i n the same mood, are 
*Er wird abwischen a l l e Tranen von meinen Augen.• 

The opera's t h i r d act i s the c l e a r e s t i n d i c a t i o n of i t s cumulative 

Marchen q u a l i t y . I n following Haitang's fortunes from t h e i r lowest point to 

her f i n a l v i n d i c a t i o n , i t transforms a Sittendrama into something more akin 

to a Kunstmarchen. From the a c t ' s s a r d o n i c a l l y dry opening (Ex. 140) to the 

f i n a l couplet 

Gerechtigkeit, s i e s e i dein hochstes Z i e l 

denn a l s o l e h r t ' s des K r e i d e k r e i s e s S p i e l , 

the idea of j u s t i c e and the symbolic chalk c i r c l e are i n e x t r i c a b l y l i n k e d . 

Frau Ma, w e l l aware of the chalk c i r c l e ' s power, warns the Hebamme of the 

dangers of standing i n s i d e i t . The l a t t e r , f u l l of doubts about her 

supportive r o l e , regards the court of j u s t i c e with genuine apprehension, as 

Ex. 141 shows, combining the t r i p l e t f i g u r e with the dotted rhythm of Ex. 140, 

plus an added l i n e of colour from tenor saxophone and bassoon. Haitang, 

overcome with r e a l anger for the f i r s t time when Frau Ma accuses her of 

barrenness i n the presence of the boy L i , returns to her mood of quiet appeal 

i n the G minor 'Himmlisches L i c h t ' (Ex, 142) l i k e a d i s t a n t echo of Pamina's 

'Ach, i c h f u h l ' s ' . But Frau Ma, on the bones of her ancestors, vigorously 

denies I-Iaitang's claims (Ex. 143) and only a deus ex machina i n the form of 

a c o u r i e r from Peking saves Haitang from i n s t a n t execution. 

The Zwischenspiel. i n i t s spareness, r e s t r a i n t , pathos and forward 

impulse, i s a microcosm of the work as a whole. I t s opening (Ex. 144) i s the 

point at which the prominent i n t e r v a l of the fourtn, here sustained and 

superimposed, i s f e l t most strongly (cp. also Exx. 1 2 9 , 1 3 2 , 1 3 8 , 1 3 9 ) as the 
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piccolo a r t i c u l a t e s the march theme. Far from being overwhelmed by her 

p l i g h t and by the b i t t e r cold, Ilaitang's s p i r i t r i s e s as she c r i e s to a l l 

dead murderers, l i a r s and mothers to witness her innocence. The march 

rhythm and ostinato bass p e r s i s t , only to disappear when Haitang's mood again 

changes to r e s i g n a t i o n : 'Meine Tranen f a l l e n wie die Flocken. Wo meine 

Tranen i n den Schnee f a l l e n , f a r b t s i c h der Schnee r o t . I c h weine B l u t ' . 

Yet t h i s death-wisn disappears when, with her brother, she a r r i v e s at 
12&1 

the emperor's Peking court. According to Laver, the scene's opening was 

to be played before a c u r t a i n which parted to r e v e a l the Throne Room only 

a f t e r Frau Ma, Tschao and Tschang-ling have a r r i v e d . This i s not so here, 

however; the c u r t a i n r i s e s a f t e r the ceremonious, heavily-scored introductory 

bars (Ex. 146) to r e v e a l a stage crowded f o r the f i r s t time. Thereafter the 

f a m i l i a r pattern follows i n which the chalk c i r c l e at f i r s t seems to i n d i c a t e 

Frau Ala as the mother, since she alone i s w i l l i n g to p u l l out the boy L i . 

I n answer to the K a i s e r ' s spoken question about her la c k of e f f o r t , Ilaitang 

simply declares, to the intense accompaniment of solo v i o l a (Ex. 147) that, 

as h i s mother, she c a r r i e d him for nine months before b i r t h . Frau Ma and 

Tschao (the l a t t e r p rotesting) are duly revealed as co-conspirators, and 

Tschang-Ling given the j u d i c i a l post of the dismissed Tschao. The f u l l story 

of Pao's v i s i t to the Teahouse i n Nanking, and indeed the i d e n t i t y of Pao 

as the Emperor, seem to emerge almost by accident, as Haitang i s on the point 

of leaving. Pao's nocturnal v i s i t to her, which she had imagined was a 

dream, turns out to have been r e a l . 'Kannst Du verzeihen, was i c h aus 

al l z u g r o s s e s Liebe gewagt?' asks the K a i s e r . Her reply i s that a l l i s forgiven, 

provided he w i l l recognise the c h i l d as h i s own. The K a i s e r ' s i n t e n t i o n to 

marry Haitang i s declared simply, beginning i n a solemn F sharp with brass 

chords (Ex. 148) but modulating unexpectedly by way of C sharp minor's 

dominant into D major, the work's main key ( i b i d . ) . As a l l four horns give 

out a l i n e based on G sharp, the f i n a l b r i e f and perhaps r a t h e r impersonal 

love duet has at i t s emotional centre the c h i l d L i (held high by Haitang), 
12y 

the conquest of s u f f e r i n g , and the triumph of j u s t i c e . 
128. ( t r . ) , 90. This a p p l i e s also to the f i n a l p o s t - t r i a l scene. 
129. Cf. 'Loblied e i n e r jungfrau auf einen d r a l l e n k l e i n e n Knaben ( t r . Eniil 

jKjrebs) i n Grube, V/., nf f i n f t s i s c h e S c h a t t e n s p i e l , B.A.W., Mttnchen, 1915, 



199 

V 

I f , a f t e r 1918, the Marchenoper t r a d i t i o n was c a r r i e d forward most 

d i s t i n c t i v e l y i n non-European guise, the fashion for one-act operas provided 

a format outwardly w e l l - s u i t e d to the t h e a t r i c a l presentation of western 

Marchen m a t e r i a l . During the very years when the Z e i t s t i l c k f l o u r i s h e d most 

strongly, Krenek, Braunfels and Schoeck contributed three quite d i f f e r e n t 

examples to what might have become a new genre, despite i t s s e l f - c o n s c i o u s 

continuation of an old t r a d i t i o n . Of these, only Schoeck's Voin F i s c h e r und 

syner Fru derived from an authentic German Marchen. though i t happened to be 

a d i a l e c t v e r s i o n of one of the Grimms' best-known. Braunfels, whose name 

had been made with h i s Aristophanes adaptation Die Vogel. went to S i l v i a 

B a l t u s ' marionette play on the Acis and Galatea legend for h i s 'griechisches 

Marchen' Galathea of 1929. Krenek, whose three one-acters of 1926/7 were 

f i r s t produced together i n May, 1928 ( a f t e r Jonny s p i e l t auf) saw them a l l 

as ' t o p i c a l ' works, but despite t i i i s , d e l i b e r a t e l y s t y l e d 'Das geheime 

Konigreich as a Marchenoper. Each of these e s s e n t i a l l y post-Romantic works 

of 1926-30 presents a short, unpretentious anecdote, and a l l three, 

c o i n c i d e n t a l l y , make extensive use of a c o l o r a t u r a soprano. 

Galathea i s the s l i g h t e s t of these Marchen operas i n p l o t , but i t 

demonstrates opera's tendency to p r o l i x i t y of supporting m a t e r i a l even when 

the n a r r a t i v e l i n e i s slender. Alone among German composers of t h i s period, 

Braunfels remained f a i t h f u l to a conception of the Marchenoper which derived 

e x p l i c i t l y from the huge category of f o l k t a l e s dealing with the animal and 

s p i r i t world. L i k e Schoeck he was a l s o a man of strong l i t e r a r y leanings 

( T i r s o de Molina, G r i l l p a r z e r , de Coster and Claudel appear among h i s t e x t -

sources) and he shared with Schoeck a p a r t i c u l a r fondness for the poetry and 

f i c t i o n of German Romanticism. Hoffmann's Brambilla was h i s f i r s t f u l l - s c a l e 

work, but the ' l y r i s c h - p h a n t a s t i s c h e s S p i e l 1 Die Vogel i s h i s most ch a r a c t e r 

i s t i c . I n the moonlit mountainside of that work's second act, as Hoffegut 

sleeps, and N a c h t i g a l l sings i n a tree, s e l f - c o n f e s s e d l y E i c h e n d o r f f i a n verse 

appears: 
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J a schon h i e r zu vertraunien 

die Nacht i n t i e f e n Wald, 

Wenn zwischen dunklen B'aumen 
130 

das a l t e Marchen s c h a l l t . 

The world of b i r d s , the presence of Prometheus and the voice of Zeus which 

make up Die Vogel f i n d an echo i n Galathea. Here, i n addition to A c i s , 

Galathea and tne Cyclops, and array of nymphs, f o r e s t fauns and 'buffo' 

small fauns - i n the character of centaurs - make t h e i r perhaps i n e v i t a b l e 

appearance. A chorus of wood s p i r i t s and inmates of the Cyclops' cave are 

supported by a large orchestra, including a small on-stage wind band. 

Typical of the score i s the passage i n Ex. I4y, demonstrating use of men's 

voices alongside sustained bass l i n e and repeated xylophone quintuplets as 

dawn breaks. Again, as the Cyclops rhapsodises about honeyed birdsong 

(Ex. 150) the orchestra p i c t o r i a l i s e s through d e l i c a t e v i o l i n s c a l e s and a 

sensuous v i o l a melody i n the opera's main key, E. 

The apparatus of supporting b a l l e t i c f i g u r e s creates an e f f e c t f a r 

removed from the v i o l e n t cannibalism of Odysseus' encounter with Polyphemus 

i n Homer, or i n E u r i p i d e s ' s a t y r - p l a y . S i l v i a B a l t u s ' text i s gentle, even 

homely, and l a c k s even the death and transformation of A c i s present i n the 

old s e t t i n g s of L u l l y and Handel derived from Ovid's Metamorphoses. Book X I I I . 

Nevertheless, the main elements of the c l a s s i c a l s atyr-play (notably r i b a l d 

drunkenness, enslavement and escape) are a l l present i n a story of few a c t u a l 

events, the c e l l of which i s i n Philexenus of Cythera's dithyramb Cyclops, 

and the eleventh I d y l l of Theocritus. 

Here, the Cyclops emerges from the cave with h i s captive, the f l u t e -

playing shepherd A c i s . He f a l l s asleep, while Galathea and her nymphs dance 

on the water's edge around h i s prone form. Awakening, the Cyclops announces 

a f e a s t for the woodland f o l k i n her honour. I n the Zwischenspiel, a 

procession of f a n t a s t i c cavedwellers rush through a rocky g u l l y . When 

Galathea a r r i v e s by moonlight f or the f e a s t i n Scene 2 to f i n d the cave 

decorated with torches, the Cyclops greets her, then momentarily disappears. 
130. V.S. (VE, 1920) 117-18. 
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He returns with Acis, who sings Galathea's p r a i s e s . She, i n turn, i s very 

moved, and weeps, bewailing her poor l i f e : 'es i s t e i n Sclunerz/viel s e l i g e r 

a l s a l l e s Gliick/dass inir vora Herzen s c h w i l l t / i s t nie gekannte Freude!* 

Though Ac i s returns to the cave, the Cyclops becomes s t e a d i l y more i n t o x i c a t e d 

during the f e a s t , and eventually f a l l s asleep once more. Braving the dangers, 

Galathea leads A c i s from the cave, crying 

Holder Schafer, 

n i c h t mehr saunie, folge, 

f o l g 1 rair auf's Meer. 

The Cyclops awakes to see them i n f l i g h t , with t h e i r f i n a l , wordless E major 

duet (Ex. 151, t y p i c a l of t h i s densely w r i t t e n , yet t r a n s l u c e n t score) borne 

to him on the wind. He h u r l s rocks about i n angry f r u s t r a t i o n , then sinks 

back into drunken slumber. 

I f Galathea p e r f e c t l y represents the Marchenoper as romantic i d y l l , 

Schoeck's Vom F i s c h e r und syner Fru i s a d i f f e r e n t matter altogether. This 

•dramatic c a n t a t a 1 on the Grimms' Marchen has been described already i n Hans 
131 

Corrodi's study of the composer. Even at the time of P e n t h e s i l e a and t h i s 

work (1927-30) when Schoeck's name became known i n Germany, c r i t i c s agreed on 

the e s s e n t i a l sources of h i s i n s p i r a t i o n . Like Braunfels, he was seen as 

fundamentally rooted i n h i s f e e l i n g f o r nature, yet a b u i l d e r of 'strengster 
132 . 133 geschlossener Aufbau 1 and a 'Zeichner, Kunstler, g e s c h a r f t e r I n t e l l e k t ' . 

L a t e r , he confessed that he had wished to take Meister Pfriem or Bruder 

L u s t i g as p o s s i b l e texts f o r a Marchenoper but had been diverted by reading a 
134 

Grimm anthology with h i s chemist f r i e n d Armin Ruger. Ruger had, indeed, 

already provided him with the f u l l - l e n g t h t e x t s f o r Don Ranudo ( a f t e r Holberg) 

and Venus ( a f t e r Merimee); for t h i s one he went back to the f a m i l i a r low-

German ve r s i o n of P h i l i p p Otto Runge. 
131. Pp. 202-10. See B i b l i o g . 
132. P. A. P i s k : Das P r o f i l Othmar Schoeckt Anb., 1934, 104. 
133. K. H. David: Schoecks Opern. Schw. MZ, 1931, qu. DM, 1931, 474. 
134. W. Vogel, ed., l o c . c i t . , (1965), 108 (12.3.53) and 153 (18.3.53). 
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The idea, of a theme and v a r i a t i o n s occurred at once; the song of the 

sea and the v a r i a t i o n theme were composed f i r s t . Thereafter Schoeck worked 

quickly, stimulated by the ascending tension and psychological curve of the 

f a m i l i a r t a l e . Only two characters appear on stage, and there i s a minimum 

of p h y s i c a l a c t i o n . The f i s h (bass) i s placed unseen i n the orchestra, 

solving an awkward problem of presentation. M u s i c a l l y , the r i s e from the 

o r i g i n a l *Pissputt' through cottage and knightly c a s t l e , to the wife's 

successive embodiment as king, emperor and pope, provided an opportunity f or 

inc r e a s i n g complexity as each scene passes. To suggest transformation between 

scenes, Schoeck shrewdly a p p l i e s the technique of o r c h e s t r a l v a r i a t i o n s , 

embodying the predestined return to the P i s s p u t t by repeating the o r c h e s t r a l 

introduction at the c l o s e . Despite i t s complex instrumentation, the score, 

only 859 bars i n a l l , i s a. model of tight construction. Summarised, i t s 

outline i s : 

O r c h e s t r a l introduction i n A 

I . BILD. P i s s p u t t ( K e y l e s s ) 

Zwischenvorhang. THEME (A) 

Zwischenbild. Man and f i s h 

- I I . BILD. Cottage. E f l a t (Munter bewegt) 

Zwischenvorhang. VARIATION 1 (Etwas b r e i t ) 

Zwischenbild. Man and f i s h 

- I I I . BILD. C a s t l e . G. major (March) 

Zwischenvorhang. VARIATION 2 (unruhig bewegt) 

Zwischenbild. Man and f i s h 

IV. BILD. King. D major (Lebhaft bewegt) 

Zwischenvorhang. VARIATION 3 (Drangend bewegt) 

Zwischenbild. Man and f i s h 

V. BILD. Emperor. D f l a t (Etwas b r e i t ) 

Zwischenvorhang. VARIATION h (Sehr l e b h a f t ) 

Zwischenbild. Man and f i s h . 

- V I . BILD. Church I n t e r i o r (sun and moon pour through windows) 

F major (Gemessen bewegt) 
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Zwischenvorhang. VARIATION 5 (Fugue) = storm. 

Zwischenbild. Mail and f i s h . 

- V I I . BILD. P i s s p u t t . Orch. i n t r o . Closes with b r i e f 

wordless duet f o r Man and I l s e b i l l . 

Two features are at once evident. The v a r i a t i o n s have musical 

independence, i t i s true, but e x i s t as much to provide an opportunity f o r 

scene change. Since the transformations are brought about by the f i s h ' s 

magic power, the v a r i a t i o n s a n t i c i p a t e i n mood the changing response of the 

f i s h from contentment, through disturbance to open anger. Thus by the time 

the request i s made, the change has already been c a r r i e d out. This i s obvious 

enough, perhaps, but the Marchen could not be r e a l i s e d t h e a t r i c a l l y i n any 

other way; a time-lag would destroy the e f f e c t . The second aspect i s 

Schoeck 1s c a r e f u l choice of keys. A major, the o v e r a l l t o n a l i t y , moves to E 

f l a t for the cottage, the distance of a t r i t o n e symbolic of the fisherman's 

t o t a l s a t i s f a c t i o n . The c a s t l e , i n G, and the king, i n D are progressive 

upward movements, followed by D f l a t , the K a i s e r ' s key (a s i g n i f i c a n t 

semitonal move down) and F, i t s mediant, the key of the ' f a l s e pope'. A, 

the f i n a l scene, i s , again the mediant of F. Thus the t o t a l key scheme i s : 

A - E f l a t ( t r i t o n e ) 

G - D 

D f l a t - F - A (augmented f i f t h ) 

Though he did not comment on t h i s s t r u c t u r a l aspect, Schoeck himself did 

remark that the f i r s t f u l f i l l e d , wish i s c h a r a c t e r i s e d by 'ein t a n z a r t i g e r 

Motiv im D r e i v i e r t e l a k t , das R i t t e r s c h l o s s e i n knapper Marsch mit 
135 

Trompetenfanfaren, das P a p s t b i l d eine pseudosakral klingende Musik'. 

Schoeck's s t y l e moves e a s i l y through the work's emotional extremes. The 

fisherman's height of happiness i s reached i n Scene 2, where the E f l a t motif 

(Ex. 152) i n d i c a t e s the sole point before the f i n a l pages when man and wife 

are i n accord. Each c a l l to the f i s h , v e r b a l l y i d e n t i c a l , requires a 

d i f f e r e n t s e t t i n g . Ex. 153 i s the second, emerging n a t u r a l l y , and i n the 

same key, from V a r i a t i o n 1 of the theme. The f i s h ' s reply, always the same, 
135. Vogel, l o c . c i t . , 108-9. 
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r i s e s i n anger as the man's despair mounts. Ex. 154 demonstrates the roar 

from the orchestra p i t , to which the man's muffled reply that I l s e b i l l wishes 

to become the l i v i n g God i s that of one whose patience and s p i r i t are 

exhausted. Comparing the wife with Macbeth and Wallenstein - 'nicht die 

Sehnsucht nach Leistung .... sondern die Gier nach Genuss, nach Machtgenuss, 

nach Selbstgenuss' - Luthi has r i g h t l y s t r e s s e d the p r i m i t i v e side of the 

wife's ambition, and noted the p a s s i v i t y of the fisherman's r o l e i n dealing 

with her and with the forces of the supernatural. 'Immer und u b e r a l l i s t 
136 

die Frau die Treibende.' 

Years l a t e r , on the premiere of M a s s i m i l l a Doni. h i s admirer Krenek 

singled out f o r s p e c i a l p r a i s e what he c a l l e d one of Schoeck's most o r i g i n a l 

q u a l i t i e s , h i s ' l i g h t , e f f e c t i v e parlando. y i e l d i n g nothing i n swiftness and 
i n t e n s i t y to Straus s , d i f f e r i n g from him i n h i s flowing, transparent 

137 

o r c h e s t r a t i o n ' . Krenek's own three one-act operas, performed a t Wiesbaden 

i n 1928 received the ivide (and gene r a l l y favourable) c r i t i c a l coverage due 

to one who had, a year before, produced a se n s a t i o n a l success i n Jonny s p i e l t 

auf, though t h i s had been composed, he l a t e r averred, 'ohne an den schnoden 

Mammon zu denken*. The three one-acters were united, claimed Krenek i n 

1928, by the three c e n t r a l male f i g u r e s , the Gewaltmensch d i c t a t o r ( a t h i n l y -

disguised M u s s o l i n i ) , the i r r a t i o n a l , self-doubting king, and the ' i r d i s c h -
1 139 h e i t e r e K a r i k a t u r of the boxer Adam Ochsensclnvanz. 

Das geheiine Konigreich was the centre of the t r i p t y c h - a s t y l i s e d 
~ 140 

Marchenoper gen e r a l l y agreed to be the most s u c c e s s f u l of the three. When 
the t r i p t y c h was performed subsequently at the Krolloper, one B e r l i n c r i t i c 

136. Volksmarchen u. Volkssage. 58. 

137. Wiener Zeitung. 18 March, 1937, 10. 

138. Musica. 1971, 560. 

139. Anb., 1928, 160-1. 
140. Cf. K a r l H o l l , Auftakt, 192a, 129; E. Rossen Neue Wiener Journal. 

11 May 192a; Walter Schrenk, Deutsche Allgenieine Zeitung. 9 May, 1928 
and Adolf Weissmann, B. Z. am Mittag. 10 May, 1928. V/eissmann observed 
that i t had 'stlsser, nie s t i s s l i c h e r Romantik, die auch den Gemeinplatz 
n i c h t scheut. Hier i s t die w e r t v o l l s t e Musik.• 



205 

suggested that t h i s work, s l i g h t i n i t s e l f , might serve as a sketch on which 
141 

Krenek could b u i l d a f u l l - l e n g t h Marchenoper. Within a year of the 

Wiesbaden performances, Krenek had indeed composed a f i v e - a c t 'mythic' opera 

though i t revolved round the house of Atreus, and l i k e h i s one-act 

Marchenoper (begun on 7 December 1926 and completed on 17 February 1927) i t 

was w r i t t e n at breakneck speed, with few, i f any s i g n i f i c a n t r e v i s i o n s . 

The theme of Das geheime Konigreich derives c l e a r l y enough from Goethe 1 

'dramatische G r i l l e ' , Der Triumph der Empfindsamkeit (1777, rev. 1786-1817) 

for which Krenek wrote i n c i d e n t a l music of a s t r i c t l y n e o - c l a s s i c a l kind 

e a r l y i n 1926. Though one of Goethe's l e s s f a m i l i a r e a r l y pieces, t h i s play 

had been admired by Tieck and F. Schlegel as a 'Zeugnis der g e n i a l e r 
142 

Selbstverspottung 1. Goethe's 'huiuoristischer Konig 1 Andrason became 

Krenek*s faint-hearted king, while the errant consort Mandanane became the 

strong-willed queen of the opera. More d i s t a n t l y , the r o l e s of the Rebel 

and the Fool can be r e l a t e d to Goethe's Prince and h i s 'Kavalier* Merkulo, 

and even the three singing l a d i e s have t h e i r equivalent i n Goethe's play. 

An important part of Acts 2 and 3 i n the play take place i n a magically 

conjured-up f o r e s t , 'nicht Dekoration, sondern k i l n s t l i c h e Natur', i n s i s t s 
143 

Merkulo, not without irony. Furthermore, j u s t as Krenek's Fool c l o s e s 

the opera with a F e s t e - l i k e apologetic f a r e w e l l to the audience f o r 'ein 

Marchen i n den Tag hinein', so does Andrason close Goethe's play with the 

moral that 'ein Tor e r s t darm recht angefiihrt i s t , wenn er s i c h e i n b i l d e t , 
144 

so folge gutera Rat, oder gehorche den Gottern*. K a r l H o l l traced the 
145 

Fool to Shakespeare (Lear) and to Schreker (Der Schatzgraber). He might 
also have mentioned Puck, as Krenek had w r i t t e n i n c i d e n t a l music to A 

146 
Midsummer Night's Dream for K a s s e l i n 1926 ; the Narr i n Der Schatzgra'ber 
141. Nora Pisling-Boas, B.Z. am Mittag, m.d. (1930). 
142. yu. H. Kramer ( e d ) . Goethe: S a t i r e n und Zeitdramen. Goldmann, n.d., 

231. 
143. Goethe, J . A., 7, 240. 'Das Theater und unsere Natur sind f r e i l i c h 

nahe miteinander verwandt', i b i d . 
144. J . A., 7, 278. 
145. Auftakt, i b i d . 
146. Op. 46. Unpub. 
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147 may have been unconsciously f e l t , but probably i n an i r o n i c sense only. 

I n the Marchen of the king whose weakness and sense of unworthiness 

allows h i s wife to take possession of h i s crown and the forces of 

i n s u r r e c t i o n to take over h i s kingdom, there are e a r l y signs of that 

preoccupation with free w i l l and p r e d e s t i n a t i o n l a t e r to f i n d f u l l expression 
14 8 

i n K a r l V, another story of a sovereign beleaguered by external pressures. 

As i n Lear, the most trenchant observations come from the Fool, notably h i s 

comment: 'Noch hast du dein eig'nes I c h n i c h t gefunden. Noch hangst du an 
149 

dem Schein der Dinge*. I f the insurgents s e t the tone at the outset by 

t h e i r aggressive cry (Ex. 155) the Fool's philosophic calm quickly 

e s t a b l i s h e s another, more r e f l e c t i v e mood. As Ex. 156 shows, i t s winsome 

l i t t l e F major melody borne along by the f l u t e , the Volkstumlichkeit i s not 

wholly s a t i r i c a l , even though the Fool impatiently breaks off ('Aber der 

Konig') to c r i t i c i s e the King. This i s equally true of the second scene 

(Exx. 162, 163 and 165) the two main thematic ideas of which appear during 

the e n t r ' a c t e . before the c u r t a i n r i s e s . Here, with a f o r e s t i n the true 

t r a d i t i o n of Romanticism, and tne Daphne-like transformation of the Queen 

into a tree, anything e l s e would be inappropriate. 

The ' r e a l ' world i s represented by the revolutionary chorus and by 

the a g g r e s s i v e l y contemporary Rebel. He i s a parody of the r u t h l e s s use of 

force, despite h i s cry 'denn mein Herz brennt i n tausend Flammen fur die 
150 

F r e i h e i t meines Volkes'. His s p i r i t cannot be crushed, whatever the 

punishment, he announces (ex. 158) h i s l y r i c a l tenor l i n e accompanied by 

chattering woodwind t r i p l e t s appropriate to h i s f a n a t i c i s m . The heavy E 

f l a t minor rhythmic tread of Ex. 161 ( l a t e r moving to C minor and D minor) 147. Krenek had s a t i r i c a l l y quoted '0 welche Nacht' (Die Gezeichneten) 
i n Der Sprung uber den Schatten (1922). Another Schrekerian echo 
( c f . Ch. 7) may have been the b a l l a d of the glowing crown i n Der 
feme Klang. though Krenek uses 'Kronreif, ererbten Machtsynibol' as 
against 'Krone'. 

148. Musica. 1971, 557. 
149. Textbuch, 7. 
150. Textbuch, 11. 
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u n d e r l i n e s h i s p u r s u i t o f the crown a f t e r the queen has disappeared. I n 

Scene 2, he almost gains h i s o b j e c t ; a g a i n , d e t e r m i n a t i o n speaks t h r o u g h 

the v o c a l l i n e (Ex. 164). She, o r i g i n a l l y a t t r a c t e d t o him because o f 

h i s s t r e n g t h , now t e r r i f i e s him i n t o f l i g h t by t u r n i n g i n t o a s i n g i n g tree,''' 

the p r e c i o u s crown hanging from a branch. 

Yet t h i s s h o r t opera a l s o makes e f f e c t i v e use o f ensembles, l i k e 

Ex. 157 ( b a r s 290-4), w i t h the King m u t t e r i n g h i s d e s p a i r , the Fool 

p r a g m a t i c a l l y o b s e r v i n g t h a t the system has worked f o r c e n t u r i e s , and the 

Queen, i n her c o l o r a t u r a r o l e , w i s h i n g the symbolic crown might meet a 

f i t t i n g owner. Again, i n a sequence s t r o n g l y r e m i n i s c e n t of the t h r e e l a d i e 

and Papageno, the t h r e e s i n g i n g l a d i e s p l y the f o o l w i t h wine t o w r e s t the 

crown from him. The l u x u r i a n t harmonies o f Ex. 159 d e p i c t t h i s i n t e n t i o n 

( b ars 660-665), though the Pool proves t h a t , though drunk, he has s p o t t e d 

t h e i r p l a n . The game of cards which f o l l o w s i s more d e c i s i v e , and ends i n 

the Pool's d e f e a t - Ex. 160 (b a r s 807-11) - e n a b l i n g the l a d i e s t o take the 

crown. J u s t b e f o r e the f i n a l ensemble, Ex. 166 (b a r 1325 f f . ) , the K i n g , 

dressed i n h i s Fool's c l o t h e s , has di s c o v e r e d t h a t the answer t o the r i d d l e 

('What i s round, s h i n e s , i s found on the head, and c o n t a i n s a whole world? 1''" 

i s n o t , a f t e r a l l , h i s crown, but the eye o f a l i v i n g c r e a t u r e . As he f a l l s 

asleep, h i s kingdom r e g a i n e d , the k i n g l a y s aside h i s cap and c l o a k , o n l y 

f o r the Fool t o f i n d them and j o i n the mock-triumph o f the ensemble, the 

queen's v o i c e and those o f the t h r e e l a d i e s ( o f f s t a g e ) now i d e n t i f i e d w i t h 

the f o r e s t i t s e l f . 'Nur im Sc h l a f kehren Menschenkinder zur Heimat zuruck', 

i s the Fool's f i n a l o b s e r v a t i o n . 

Each o f the works discussed i n t h i s c h a p t e r ' s main p a r t i s i n some 

degree about i l l u s i o n o r nemesis, o r b o t h . G i r n a r a and Per K r e i d e k r e i s 

151. This m o t i f would have been f a m i l i a r enough through Vernaleken's 1864 
c o l l e c t i o n ( c f . n. 109), n o t a b l y no. 30, Eer Wunderbaum, and no. 34, 
Der Klingende Bauin. The r e l e v a n t f o l k t a l e m o t i f s are TMI D212 (Man 
or woman t o f l o w e r ) and D215 (man becomes t r e e ) . 

152. Textbuch, 7. 
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c u r i o u s l y share the tnerae o f a woman i n a s t a t e o f torment, surrounded by 

h o s t i l e f o r c e s , t o which she must e i t h e r show r e i s t a n c e o r succumb. Though 

r e a l enough, the u g l i n e s s of the one and supposed c h i l d l e s s n e s s o f the 

o t h e r c r e a t e the i l l u s i o n o f permanence, h e r o i c r e s i s t a n c e t o f a t e b r i n g i n g 

about t h e i r u l t i m a t e t r a n s f o r m a t i o n and v i n d i c a t i o n . Zemlinslcy 1 s dwarf, 

deceived i n h i s own appearance, has h i s one r e a l i t y , l o v e f o r the I n f a n t i n , 

d e s t r o y e d . The nemesis of h i s s e l f - d i s c o v e r y b r i n g s o n l y death from anguish. 

Gal's fcntenkuli, tempted by i m p o s s i b l e l o v e i s i n v o l u n t a r i l y beset by the 

i l l u s i o n o f power, w h i l e the Mandarin i s d i v e s t e d o f h i s ' b r u t a l ' image and 

t u r n e d i n t o humane sage and l o v i n g husband. B r a u n f e l s ' Cyclops possesses the 

power t o d e s t r o y , but the nemesis o f o r g i a s t i c drunkenness b r i n g s about the 

l o s s of h i s c a p t i v e A c i s and the o b j e c t o f h i s d e s i r e , Galathea. Schoeck's 

Marchen i s , o f course, an archetype o f nemesis, a u n i v e r s a l f o r m u l a t a l e 

whose b i t t e r end i s i m p l i c i t i n i t s b e g i n n i n g . Krenek's c l e v e r lvlarchenoper 

i s a p a r a b l e about the i l l u s i o n o f p o l i t i c a l c o n t r o l , b o t h the possessor's 

( t h e K i ng) and the a s p i r a n t ' s ( t h e r e b e l ) . These, t o g e t h e r w i t h the nemesis 

of cowardice ( a g a i n the K i n g ' s ) and the i l l u s i o n o f l o v e (between queen and 

r e b e l ) l e a d t o an i r r e v e r s i b l e Verwandlung and the apparent r e s t o r a t i o n o f 

the e s t a b l i s h e d o r d e r . 

The h e a v i l y s t y l i s e d n a t u r e o f these works i s a measure o f t h e i r 

e q u i v o c a l r e l a t i o n t o ' r e a l i t y * . K u r t Ranke's d e f i n i t i o n o f the Marchen i s 

expressed i n terms r e l e v a n t t o t h i s . For him, i t was 'eine von den 

Bedingungen der W i r k l i c h k e i t s w e l t i n i t i h r e n K a t e g o r i e n Z e i t , Raiim und 

K a u s a l i t a t unabhangige Erzahlung wunderbaren I n h a l t s , d i e k e i n e n Anspruch 
153 

auf G l a u b w u r d i g k e i t e r h e b t ' . The s t o r y , i n a word, should not depend on 

v e r i s i m i l i t u d e w i t h the o u t e r w o r l d , s i n c e i t does n o t aim t o d e p i c t c r e d i b l e 

events. This i n t e r p r e t a t i o n sees the abandonment of any s i g n i f i c a n t 

' n a t u r a l i s t i c * element as e s s e n t i a l t o the c o n v e n t i o n o f the m y t h i c f o l k t a l e . 

Yet the wish t o i n c o r p o r a t e f a n t a s y and w i l f u l t h e a t r i c a l a r b i t r a r i n e s s , 

f a r from e l i m i n a t i n g p s y c h o l o g i c a l r e a l i s m and e n t i r e l y c r e d i b l e emotion, 

placed i t a t the v e r y c e n t r e o f the a c t i o n . Bechstein's 'heimatlos schwebende 
133. SU, i l , 15*5*1 o47f. 
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P a r a d i e s v o g e l 1 r i s e s i n t o the t e r r i t o r y 

remove from the ' v o l k i s c h ' i n the sense 

20th c e n t u r y f o l k l o r i s t s , b u t c l o s e r i n 

suggestive r o l e o f the p a r a b l e , and the 
154 

or d e s c r i p t i v e one of the p r o v e r b . 

o f f i c t i o n a l 'mimesis', a t some 

used by 19th c e n t u r y , or even 

f u n c t i o n t o the m e t a p h o r i c a l or 

a d v i s o r y , i n s t r u c t i v e , e x p l a n a t o r y 

154. Cf. IV. Eberhard: Notes on Chinese Proverbs i n Studies i n Chinese 
F o l k l o r e . Bloomington, I n d i a n a , 1970, esp. 178-179. 
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CHAPTER SEVEN 

MXRCHKN AND SAGE IN SCHREKER 

I G e f i i h l s l e b e n and Erlosung 

I I Schreker's s u b j e c t - m a t t e r : background, 

sources and i n f l u e n c e s 

I I I F o l k t a l e elements i n the Vienna operas 

IV F o l k t a l e elements i n the B e r l i n operas 

I 

The p r e v i o u s c h a p t e r d e s c r i b e d ways i n which the atmosphere and 

archetypes o f the t r a d i t i o n a l Marchen were used i n opera i n the two decades 

b e f o r e 1933. I n the years which f o l l o w e d , c o n d i t i o n s p e r m i t t e d some r e t u r n 

t o the n a i v e Volksoper manner, as Egk's Die Zaubergeige and Peer Gynt. and 

O r f f ' s Per Mond and Die Kluge r e v e a l e d . I t was o n l y t o be expected t h a t an 

era of f i e r c e n a t i o n a l i s m would c o n f i n e a t t e n t i o n t o t e x t s e i t h e r German i n 

o r i g i n ( l i k e K l e i s t , the Grimms, and Graf Pocci) or d e r i v e d from f o r e i g n 

a u t h o r s (such as Ibsen, Hugo, even Tennyson) who c o u l d e a s i l y be adapted t o 

the needs of the t i m e . A f t e r 1933, c o n s e r v a t i s m o f m u s i c a l s t y l e was even 

more s i g n i f i c a n t as a c r i t e r i o n o f a c c e p t a b i l i t y and was no b a r r i e r t o 

p o p u l a r i t y , as Wagner-Regeny 1s Per G u n s t l i n g . R e u t t e r ' s Doktor Johann Faust 

and Gerster's Enoch Arden each proved. Egk's Peer Gynt (1938) was the work 

which stood out as a f a m i l i a r p l a y by a major w r i t e r t u r n e d (many would say 

d i l u t e d ) i n t o a Marchenoper r e c o g n i s a b l y i n the 19th c e n t u r y t r a d i t i o n , b u t 

updated i n f e e l i n g t h r o u g h the replacement of Ibsen's E g y p t i a n scenes by an 

act s e t i n America. These scenes, and the work's use o f b i t o n a l i t y caused 

comparisons t o be made w i t h the d i s c r e d i t e d V / e i l l i n such a way as t o s t r e s s 

the r e j e c t i o n o f 'decadence' which N a t i o n a l S o c i a l i s m had brought t o Germany. 

Even i n such an e x c e l l e n t work as Ludwig Schiedermair's h i s t o r y o f 

German opera, the s h o r t c h a p t e r 'Expressionismus und S a c h l i c h k e i t ' i s 

d i s m i s s i v e o f most post-1914 German operas except perhaps H i n d e m i t h 1 s , and 

openly h o s t i l e to f o r e i g n i n f l u e n c e s , a t o n a l i t y , the Z e i t o p e r and the f a s h i o n 
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f o r s e n s a t i o n a l and grotesque effects.''' However, i t i s i n h i s two 
s u b s t a n t i a l paragraphs on Schreker, a l s o s t i g m a t i s e d as e s s e n t i a l l y non-
German, which o f f e r a u s e f u l s t a r t t o the prese n t d i s c u s s i o n , s i n c e they 
amount t o a s u r p r i s i n g l y d e t a i l e d comment on a composer whose works were 

banned i n Germany, and t o whom r e f e r e n c e s o f any k i n d were seldom made a f t e r 
2 

1933. The key sentence runs: 'Die p r o d u k t i v e n Urkeime l i e g e n b e i ihm i n 
den Untergtinden des G e f i i h l s l e b e n s , i n den K l a n g v i s i o r i , um die der d i c h t e r i s c h 

3 

m u s i k a l i s c h e V e r l a u f k r e i s t . ' I t i s o f some i n t e r e s t t o compare t h i s w i t h 

t h e words of Paul Bekker (nowhere mentioned by Sc h i e d e n n a i r ) w r i t t e n i n 

1918: 

Schreker g r e i f t demgegenuber wieder auf dem f r u h e r e n Operntypus zuruck. 

Die psychologische Gesetzmassigkeit des Geschehens und d i e daraus s i c h 

ergebende k i i n s t l e r i s c h e B a r s t e l l u n g s w e i s e und a s t h e t i s c h e G e s t a l t u n g s a r t 

kommt f u r ihin n i c h t i n B e t r a c l i t . Der Kern seines dramatischen Vorgangs 

b e z i c h t s i c h auf ausserhalb des b e g r i f f s m a s s i g Fassbaren l i e g e n d e Vorgange, 
4 

w e i s t auf u n b e g r e i f b a r e Untergriinde des Gefuhlslebens. * 

These ' i n t a n g i b l e u n d e r c u r r e n t s of emo t i o n a l l i f e ' form the background t o 

a l l Schreker's operas, g i v i n g them what Bekker was l a t e r t o c r i t i c i s e as an 
5 

•innere G l e i c h f o r n i i g k e i t i h r e r S p i e l i d e e n ' . I n 1919 Bekker had discussed 

the 19th c e n t u r y c o n c e p t i o n o f l o v e , g u i l t and redemption i n terms o f i t s 

'moral l i m i t a t i o n s ' and i n t e r p r e t e d Schreker's achievement as the l i f t i n g of 

t h i s l o n g s t a n d i n g (Wagnerian) incubus. 'Er z e i g t ' , s a i d Bekker, 'den 

Geschlechtskampf n i c h t wie Mozart a l s E r s c h e i n u n g s s p i e l , n i c h t wie Wagner 

vom Standpunkt c h r i s t l i c h e r E t h i k aus - e r z e i g t i h n a l s t r a g i s c h e s Phanoinen 

an s i c h ' . ^ As the e a r l i e r d i s c u s s i o n o f Die Gezeichneten i n d i c a t e d , n o t on l y 
1. Die deutsche oper, Ferd. Dummlers V e r l a g , Bom and B i n , 1934 and- 1940. 3 0 2 f . 
2. Cf. the e a r l i e r comments (Ch. 1) on Otto Schumann and G. V/estermann. 

C a r l Niessen (Deutsche Oper der Gegenwart. 1944) omits h i s name e n t i r e l y , 
n or d i d L e i c h t e n t r i t t r e f e r t o him i n h i s 1933/4 Harvard l e c t u r e s l a t e r 
p u b l i s h e d as Music, H i s t o r y and Ideas. Melos ( e d i t e d by the Hindemithiari 
S t r o b e l ) i g n o r e d h i s death i n 1934. 

3 . Schiedermair, 3 0 0 . 
4. G.S., 3 , 7 3 . 
5 . BZM, 7 6 . 

6 . G.S., 3 , 6 5 . See al s o App. C. 
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was he accused l a t e r o f excessive p r e o c c u p a t i o n w i t h s e x u a l i t y , b u t the 

language as w e l l as the substance o f h i s t e x t s was c r i t i c i s e d , and the 

'physischer K r a f t ' o f h i s music abused f o r i t s s t y l i s t i c indebtedness t o 

the o l d e r , e s t a b l i s h e d f i g u r e s o f P u c c i n i , Debussy and Strauss. The composer 

remained b e w i l d e r e d , even s i l e n t l y e m b i t t e r e d by these a t t a c k s , which 

u s u a l l y took the form o f disagreement w i t h Bekker's view of him as the f i r s t 

f u l l - b l o o d e d post-Wagnerian opera composer, a f e e l i n g t h a t he was n o t a 

t r u l y contemporary m u s i c i a n and a i r e a d y , i n the 1920s, belonged w i t n S p o n t i n i 
7 

and Meyerbeer among the ghosts o f the p a s t . 

I t would be rash a t t h i s d i s t a n c e o f t i m e , more than f o r t y years a f t e r 

h i s death, t o c l a i m f o r Schreker the s t a t u r e o f more than a minor master. 

His i n t e r e s t and s i g n i f i c a n c e l i e s i n h i s r S l e , l a r g e l y unconscious, as a 

m y t h - c r e a t o r i n L e i b o w i t z ' s sense of the term, a m u s i c - d r a m a t i s t f i r s t and 

l a s t who, d e r i v i n g h i s i n s p i r a t i o n p a r t l y from the m a i n l y French l i t e r a r y 

S y mbolist movement, drew h e a v i l y on the s t o c k of c h a r a c t e r s and s i t u a t i o n s 

p r o v i d e d by the German Romantic Marchen t r a d i t i o n . At the same ti m e , he was 

f a s c i n a t e d by the p o r t r a y a l o f the contemporary w o r l d , n o t so much f o r the 

o p p o r t u n i t y i t p r o v i d e d f o r Zola-esque r e a l i s t i c d e s c r i p t i o n (as i n Bruneau's 

operas) b u t f o r the impingement upon i t o f the p r i v a t e dream, the i n n e r v i s i o n 

For him, as f o r the B a u d e l a i r e a n l i t e r a r y decadents, l i f e came to mean 
g 

s t r u g g l e and s u f f e r i n g , w h i l e i n common w i t h the Symbolist poets he sought 
Q 

i n the symbol ( S i n n b i l d ) a 'puissance de s u g g e s t i o n ' c r e a t i n g l i k e them a 
w o r l d i n which 'l e s o b j e t s du monde exterieur.- sont vus done a t r a v e r s l e 

' T J -, . * 110 medium de l'ame.' 

7. e.g. Eugen T h a r i , ADM, 1923, l 8 8 f . 
8. 'Der Dekadent l e i d e t am Leben das Leben geht an ihm voruber, er 

mochte mitgehen, aber es raisslingt ihm, und nur e r g r e i f t i h n eine wahre 
Angst v e r dera Leben .....* 
E c k a r t v. Sydow, Die K u l t u r der Dekadenz. S i b y l l e n V l g . Dresden, 1921, 46 

9. Qu. Svend Johansen: Le Symbolisme E i n a r Alunksgaard, Copenhagen, 1945, 
7 5 . 

10. D u t h i e , 67. I t was Schreker's view t h a t the p u b l i c would always demand 
opera ' w e i l s i e mehr noch a l s das Wortdrama f u r den Horer v o l l s t a n d i g e 
Entruckung, e i n vollkommenes Loslosen von den r e a l e n Dingen des A l l t a g s 
b e d e u t e t 1 . Anb., 1926, 209. 
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The Jewish Schrecker ( l a t e r Schreker) f a m i l y came from Golc-Jenikau i n 

Bohemia ( n o t f a r from Mahler's b i r t h p l a c e a t K a l i s t ) w h i l e h i s C a t h o l i c 

mother, Eleonore Clossmann, came from S t e i e r m a r k . I g n a z Schrecker, c o u r t 

photographer a t Monaco, had d i e d suddenly i n 1888, l e a v i n g the f a m i l y i n 

sudden and c o n t i n u i n g penury. The h a r r o w i n g experience of these years never 

l e f t Schreker, who, as a q u i e t , dreamy adolescent developed a sympathy f o r 

p o v e r t y and d e s t i t u t i o n , i s o l a t i o n and d e s p a i r l a t e r c a t a l y s e d by the 

experience o f seeing C h a r p e n t i e r ' s new P a r i s i a n opera Louise ( 1 9 0 0 ) . 

C h a r p e n t i e r ' s J u l i e n and Louise, l o v e r s i n an oppressive urban m i l i e u A.ncL 

harrassed t o the p o i n t of d e s p a i r by p a r e n t a l d i s a p p r o v a l reappear i n Per 

f e r n e IQang as F r i t z , a m b i t i o u s young compose^ and Grete, daughter of a 

p u b l i c a n and v i c t i m o f the same bourgeois narrowness and i n t o l e r a n c e . The 

workers o f Montiaartre i n Louise reappear i n transposed form as the g i r l s and 

c l i e n t s o f the Casa d i alaschere i n the Venetian lagoon. However, the 

d i f f e r e n c e between the works l a y i n the more e l a b o r a t e t e x t u r e and complex 

harmonic design o f Per f e m e Klang. the d e l i b e r a t e use o f the ' d i s t a n t sound* 

as a symbol f o r f a r - o f f , u n a t t a i n a b l e c r e a t i v e r e s o l u t i o n and f u l f i l m e n t , and 

the i n t r o d u c t i o n o f Marchen elements which w i l l be discussed p r e s e n t l y . 

Never i n c l i n e d t o v e r b a l s p e c u l a t i o n or t h e o r i s i n g about h i s works, s t i l l 

l e s s t o p r o v i d i n g i n f o r m a t i o n about the v a r i o u s i n f l u e n c e s on h i s s t y l e and 

s u b j e c t - m a t t e r , Schreker was always anxious f o r h i s operas t o be taken a t 

t h e i r f a c e - v a l u e as pieces o f m u s i c - t h e a t r e . • Schreker s c h r e i b t Operrf', s a i d 
12 

h i s b i o g r a p h e r Rudolf Hoffmann i n 1921, 'keine Musikdramen 1. I n one case 

o n l y d i d he w r i t e a Preface t o one o f h i s scores, t h a t of Pas S p i e l w e r k und 

die P r i n z e s s i n i n 1912, which i s u n c l e a r , and leaves a good deal u n s a i d . I n 

the l a s t f u l l year of h i s l i f e , however, on the f i f t i e t h a n n i v e r s a r y o f 

Wagner's death, he c o n t r i b u t e d a s h o r t passage t o Anbruch which does f u r t h e r 

i l l u m i n a t e h i s remarks i n t h a t e a r l i e r Preface. He i s c h a r a c t e r i s t i c a l l y 

anxious f o r the day when Wagner's operas, l i k e V e r d i ' s and s t i l l o l d e r works, 

can be enjoyed f o r what they are - e f f e c t i v e and w e l l - w r o u g h t pieces o f 
11. F u l l genealogy i n DH, 225-7. 
12. I n Franz Schreker. E.P. T a l and Co., Vienna, 1921, 162. 
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o p e r a t i c t h e a t r e . Suggesting t h a t the s t r e s s on the Erlb'sunasidee o r 

redemption and s a c r i f i c e m o t i f as something o f s p e c i a l relevance t o Wagner 

has i n h i s view been overdone, he c o n t i n u e s : 

•This n o t i o n can be found i n pre-Wagnerian poems and operas, and i s 

so c l o s e l y bound up w i t h the p o e t i c m a t e r i a l which Wagner so f o r t u n a t e l y 

chose - i s , indeed, so deeply r o o t e d i n the Marchen and legendary w o r l d o f 

n o r d i c peoples - t h a t no-one, be i t Wagner, one o f h i s f o r e b e a r s o r one o f 

h i s successors, who has become c r e a t i v e l y i n v o l v e d i n t h i s w o r l d , can escape 

it». 

Schreker r e g r e t t a b l y g i v e s no i n s t a n c e s , but i s c l e a r l y speaking i n d i r e c t l y 

o f h i s own works when he c o n t i n u e s : 

' I see i n i t ( t h e E r l o s u n g s i d e e ) l e s s o f a programmatic idea, be i t 

p e r s o n a l o r p h i l o s o p h i c , than, c h i e f l y , a human m o t i f which i s f i r m l y 

e s t a b l i s h e d , n o t o n l y i n t h e Marchen. b u t i n the psyche of most people. 

From t h i s source, i t becomes an e x c e l l e n t means o f deepening or i n t e n s i f y i n g 

a p l o t , and t r a n s f i g u r i n g a tragedy t h r o u g h a s i n g l e a c t or f i n a l conclusion.** 

I n speaking o f pre-Wagnerian drama, Schreker was p o i n t i n g i m p l i c i t l y 

t o the Viennese 'Zaubertheater' o f the B i e d e r n i e i e r p e r i o d , whose c h i e f 

p r o d u c t was the Marchen-based drama o f Raimund. The g r a d u a l renewal of h i s 

r e p u t a t i o n i n the decades f o l l o w i n g Nestroy's death (1862) meant t h a t l a t e 

Haosburg Vienna enjoyed most o f Kaimund's p l a y s as c u r r e n t r e p e r t o r y . 

Schreker undoubtedly knew the Alpenkonig A s t r a g a l u s and the 1 s e e l e n k r a n k * 

Menschenfeind Rappelkopf as f i g u r e s s y m b o l i s i n g moral o p p o s i t e s . The famous 

p l a y , a Besserungsstuck or d i d a c t i c piece f i n d s a d i s t a n t echo i n Per singende 

T e u f e l . as does another Z a u b e r s p i e l d e a l i n g w i t h the ' W i d e r s t r e i t zwischen 

Gut und Bose*, Moisasurs Z a u b e r f l u c h . An e a r l y Raimund p l a y , Per Diamant 

des G e i s t e r k o n i g s (an A r a b i a n N i g h t s d e r i v a t i v e ) has i n Eduard and Amine, 

F l o r i a n Waschblau and M a r i a n d e l f o u r c h a r a c t e r s analogous t o those i n 

Pas S p i e l w e r k . I n a d d i t i o n , the Erlosung m o t i f i s s t r o n g l y p r e s e n t i n 

13. Anb., 1933, 12. 'Many a s i g n i f i c a n t contemporary composer*, he 
w r y l y concludes, 'has come to know t h a t the sweet poison of 
T r i s t a n e s q u e c h r o m a t i c i s m can o n l y be e x o r c i s e d by v e r y a c i d and 
sometimes very b i t t e r - t a s t i n g a n t i d o t e s ' . 
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Das Madchen i n der Feenwelt. w h i l e t h e a l l e g o r y Die u n h e i l b r i n g e n d e 

Zauberkrone was o r i g i n a l l y e n t i t l e d Die gluhende Krone. The s a t i r i c , 

p a r o d i s t i c f e a t u r e s of Raiiuund were n o t , o f course, p a r t of Schreker's 

apparatus. I n s t e a d , the Raimundian a l l e g o r i c a l - f a n t a s t i c w o r l d appealed 

f o r i t s own sake. As Raiinund h i m s e l f s a i d i n 1 8 3 3 : 'Traum schenkt noch 

Gluck, wenn W i r k l i c h k e i t z e r s t i e b t 1 . ^ 

I I 

The c e n t r a l p a r t played by the .Vtarchen i n Schreker's composed operas 

and uncomposed t e x t s can be seen i n Table 1. C u r i o u s l y , of Schreker's t h r e e 

b i o g r a p h e r s i n 1919-21, o n l y Hoffmann s i n g l e d out t h i s aspect of Schreker 

f o r s p e c i a l mention. 

'Marchen und Mythe (he observes) mogen gerne den dunklen Mantel des 

Symbols anlegen. Das Symbol schmlickt s i c h vergebens suit den l i e l l e n Kranzen 

von Marchen und U y t h e 1 . He remarks on the 'Abkehr von der W i r k l i c h k e i t ' 

which had, among o l d e r composers, c h a r a c t e r i s e d P f i t z n e r (Die Rose von 

L i e b e s g a r t e n ) and Strauss (Die Frau ohne Schatten) and concludes t h a t 

'Schreker a l l e i n i s t den syrabolischen Marchen von a l l e m Anfang an v e r f a l i e n 

gewesen und b i s heute t r e u g e b l i e b e n . ' A p a r t from the Poe a d a p t a t i o n 

(see Ch. 1) o n l y the one-act Flamiaen o f 1901 ( t o h i s f r i e n d Dora Leen's t e x t ) 

and Der Schinied von Gent ( c l o s e l y f o l l o w i n g de Coster's Flemish legend) were 

not the composer's own work. Table 1, which i n c l u d e s the uncomposed t e x t s , 

r e v e a l s the e x t e n t t o which the Marchen f o r m a t and s t y l e preoccupied him. 

The c e n t r a l column c o n t a i n s the s p e c i f i c a l l y 'marchenhaft' works, column 1 

the two works w i t h a more s p e c i f i c a l l y ' h i s t o r i c a l ' background, w h i l e column 

3 l i s t s the t h r e e works set i n the contemporary w o r l d , but s t i l l n o t l a c k i n g 

i n Marchen elements. The experience o f Salome (Vienna, 1906) must have been 

i m p o r t a n t , b u t i t i s d i f f i c u l t t o r e l a t e i t t o the e v e n t u a l c o m p l e t i o n o f 

Der f e m e Klang i n 1 9 0 9 - 1 0 . S i n c e Neuwirth's r e c e n t study we are i n a 

14. S. VV., I l l , 246. 
15. Hoffmann, l o c . c i t . , 148, 151. 
l b . The dates g i v e n by N e u w i r t h are: Acts 1 and 2, 1901 - 3 , NachtstOck ( A c t 3 ) 

1905, c o m p l e t i o n o f Act 3 , 1909-10; i n s t r u m e n t a t i o n - Act l , its May 1910, 
Act 2, August 1910, Act 3 , September 1910. 
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b e t t e r p o s i t i o n t h a n b e f o r e t o see the importance of the 'Erinnerung' as w e l l 

TABLE 1 

1 H i s t o r y ' 'Marchen' The contemporary 
w o r l d as such 

Flamraen (1901) 

Der Geburtstag der I n f a n t i n 
(pantomime, 1907-8) 

Der f e r n e Klang 
(1903-10) 

Das S p i e l w e r k und d i e P r i n z e s s i n 
(1909-12) 

Der r o t e Tod ( t e x t , 1911) 

Die Gezeichneten 
(1913-15) 

Der Schatzgraber (1915-18) 

Die tonenden Spharen 
( t e x t , 1915) 

Meinnon ( t e x t , 1919) 

I r r e l o h e (1919-23) 

Der singende T e u f e l (1927-8) 

Der Schmied von Gent (1929-32) 

C h r i s t o p h o r u s 
(1924-7) 

as the 'Erlbsung' m o t i f i n Schreker's t e x t s , though Alma Mahler and Mosco 
17 

Carner had e a r l i e r p o i n t e d i n t h i s d i r e c t i o n . I t was as much a f e a t u r e o f 

Das Spie l w e r k und d i e P r i n z e s s i n as o f Der f e r n e Klang, the l a t e r work b e i n g 

h i s f i r s t a ttempt a t a f u l l y r e c o g n i s a b l e Marchenoper, s t i m u l a t e d by the 

experience of w o r k i n g w i t h Zemlinsky on the Volksoper p r o d u c t i o n o f Dukas' 

Ariane e t barbe-bleue i n 1907-8. 

Two f u r t h e r elements fundamental t o Schreker's c o n c e p t i o n o f opera were 

the e f f e c t s o f s e x u a l i t y on behaviour and the r e l a t i o n o f dramatic events t o 

a Klangsymbol. i n v a r i a b l y something m u s i c a l , but f r e q u e n t l y a l s o a v i s i b l e 

phenomenon. A t h i r d element, occurrence o f death a t s t r a t e g i c p o i n t s i n h i s 

n a r r a t i v e s i s sometimes, but by no means always connected w i t h the element o f 
17. Loc. c i t . , 52-3 and BBC t a l k , 8 Aug. 1971. 
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sexual t e n s i o n i n the s t o r y . Table 2 g i v e s a breakdown o f a l l the operas 
(and the Wilde pantomime) showing the presence o f these f a c t o r s , and the 
v a r i a b l e n a t u r e o f t h e i r appearance. From t h i s i t w i l l be seen t h a t though 
the sexual theme p e r s i s t s from the e a r l i e s t work, Flammen, the Klangsymbol 
never r e f e r s o n l y t o t h i s , b ut always t o something beyong i t , r e l a t e d i n some 

way t o moral or a r t i s t i c s t r i v i n g . As Oscar Bie remarked i n 1 9 2 0 , Schreker's 

TABLE 2 

Tone symbol Sexual b e t r a y a l Sexual i s o l a t i o n 'Death' element 

- ( 1 ) Flammen Irmgard's s u i c i d e 

D i s t a n t sound ( 2 ) Der f e m e Klang 

( 3 ) Geburtstag der 
I n f a n t i n 

Death o f F r i t z 

Dwarf d i e s o f broken 
h e a r t . 

The 'Spielwerk' 
i t s e l f 

( 4 ) Das Sp i e l w e r k Death o f F l o r i a n ' s 
son. V i o l e n c e of 
cr o w d / t h r e a t o f 
death t o P r i n c e s s . 

The I s l a n d Elysium ( 5 ) Die Gezeichneten Death o f Tainare, then 
of C a r l o t t a . 

The magic l u t e ( 6 ) Der Schatzgraber Death o f E l s . 

Sky over Venice ( 7 ) Die tonenden 
Spharen 

Death of Magnus 

Jemnon 1s s t a t u e ( 8 ) Meiunon Meranon and Agra d i e 
t o g e t h e r . 

j c h l o s s I r r e l o h e ( 9 ) I r r e l o h e Threat t o H e i n r i c h 
a v e r t e d by 'happy 
ending'. 

S t r i n g q u a r t e t ( 1 0 ) C h r i s t o p h o r u s L i s a ' s death -
ambiguous. 

>rgan ; ( 1 1 ) Der singende 
T e u f e l 

L i l i a n e ' s s e l f -
s a c r i f i c e . 

'ercussion (12) Der Schmied v. Gent ( n e i t h e r ) Apotheosis o f Smee 
a f t e r n a t u r a l 
death. 

s u b j e c t - m a t t e r i s * n i c h t b l o s s Lockung, soudern auch Schutz der e t h i s c h e n 

W e r t e 1 . 1 8 Garner's i n t e r p r e t a t i o n here i s m i s l e a d i n g , i n t h a t i t 

1 8 . Anb., 1928, 8 3 . There i s an a c c i d e n t a l resemblance t o the ideas o f Max 
Scheier ( 1 8 7 5-1928) w i t h h i s s t r e s s on B i l d u n g r a t h e r tnan K u l t u r , 'mode 
of being* r a t h e r than knowledge, the d i g n i t y o f t h e i n d i v i d u a l r a t h e r than the macrocosmic s o c i e t y . Cf. h i s essays Voin Ewigen lm Menschen, 
1919- 2 1 . 
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suggests a s t r i c t l y Wedekindian c o n t e n t ( s e x u a l r e l e a s e , or 'Sirmengluck 

b r i n g t S e e l e n f r i e d e n * ) o r even a S c h n i t z l e r i a n approach - sex as the 

dominant, obsessive source o f a l l p r i v a t e and s o c i a l human a c t i o n s - w i t h o u t 

the detached, i r o n i c humour and sharp s o c i a l c r i t i c i s m o f e i t h e r . This i s n o t 

to deny t h a t Wedekind and S c h n i t z l e r ( e s p e c i a l l y the r e s i g n e d melancholy o f 

the Viennese w r i t e r ) were p a r t of Schreker's f o r m a t i v e background. But i t 

has a l r e a d y been suggested t h a t F r i t z and Grete are g r e a t l y i n debted t o 

C h a r p e n t i e r ' s J u l i e n and Louise, a f a c t n o t a l t e r e d by the resemblance between 

the unsympathetic, u n i m a g i n a t i v e a d u l t w o r l d of F r u h l i n g s Erwachen and the 

Graumann f a m i l y ' s v i l l a g e h o s t e l r y i n Per f e r n e Klang. Wedekind's one-act 

pantomime Pas Sonnenspektrum concerns a g i r l , E l i 3 e , who a c t i v e l y wishes t o 

become a p r o s t i t u t e , whereas Schreker's Grete becomes one by a c c i d e n t , as a 

r e s u l t of l e a v i n g home and the deadening o f her t r u e a f f e c t i o n . The extremer 

i m p l i c a t i o n s o f Wedekind's p l a y s and pantomimes, l i k e the sexual p e r m u t a t i o n s 

of S c h n i t z l e r ' s A n a t o l o r fleigen were a l i e n t o Schreker's w o r l d . His approach 

was, au fond , more n a i v e , and, because l e s s o b v i o u s l y l i t e r a r y , more l i m i t e d 

i n range. S c h n i t z l e r ' s Per S c h l e i e r der B e a t r i c e was mentioned i n Ch. 4 as 

a demonstrable i n f l u e n c e on Pie Gezeichneten. b u t the g e n e r a l area i n which 

Wedekind and S c h n i t z l e r p r o b a b l y a f f e c t e d him most was i n the use of 

v e r n a c u l a r speech i n h i s t e x t s . I n view o f h i s f i e r c e l y i n t r o v e r t e d 

independence as h i s own l i b r e t t i s t , i t i s i r o n i c and r a t h e r sad t h a t t h i s 

aspect should have brought him such f i e r c e c r i t i c i s m from the l i t t e r a t e u r s . 

Neo-Roinantic p l a y w r i g h t s o f h i s own age, l i k e Eulenberg, Schmidtbonn, Hardt 

and V o l l m o e l l e r shared, much o f h i s own o u t l o o k , e s p e c i a l l y w i t h r e g a r d t o 

s p e c t a c l e and s e n s a t i o n a l e f f e c t s , and he must have known t h e i r work. One 

can, however, deduce l i t t l e more from the c o i n c i d e n t a l appearance of plays 

l i k e T a n t r i s der Narr. R i t t e r B laHbart. and C a t h a r i n a . G r a f i n von Armagnac 

20 
t h a n t h e i r p r o o f o f the broad pre-1914 Austro-German t h e a t r i c a l atmosphere. 

19. Loc. c i t . , a l s o NOHM, X (1974), 326. 
20. Two p l a y w r i g h t s whose o u t l o o k was poles a p a r t i n i t s n e o - c l a s s i c i s m from 

Schreker were Paul E r n s t and Wilhelin v. Scholz. Yet i t was Scholz who 
saw drama as ' n i c h t P f l i c h t gegen Wunsch aber S c h i c k s a l ' and E r n s t who i n 
l a t e r l i f e d e f i n e d drama as a s p e c i a l form o f l y r i c , whose c o n t e n t i s 
•keine Substanz, sondern eine Bewegung .... welche einen f e s t e n Anfang 
und e i n f e s t e s Ende h a t * . Bemerkungen Uber mein Leben. 1922. 
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Two o t h e r w r i t e r s , l i k e Wedekind and S c h n i t z l e r c o n s i d e r a b l y o l d e r than 

Schreker, whose work n e v e r t h e l e s s has a c e r t a i n relevance t o h i s were Ednard 

Stucken and Richard Beer-IIofmann. Stucken, the t r a v e l l e r , raythologue and 

a s t r o l o g u e , l i v e d i n B e r l i n d u r i n g Schreker's years a t the Hochschule. and 

the composer s e t h i s 'Das V/eib des I n t a p h e r n e s ' as a dramatic a r i a f o r soprano 

and o r c h e s t r a i n 1931 - an unpu b l i s h e d work which has n o t seen performance 

since 1935. Beer-Hofmann's work i s c l o s e r i n background, i n t h a t i t shares 

w i t h Schreker a. demonstable p r e o c c u p a t i o n w i t h symbolism, much more h i g h l y 

developed i n h i s l a t e r , b i b l i c a l dramas, b u t p r e s e n t a l s o i n h i s e a r l i e r works, 

such as the s t o r y Der Tod Georgs and the M a s s i n g e r / P i e l d drama Der Graf von 
21 

C h a r o l a i s . I n one sense, the symbolism i s of the H e l l - D u n k e l , Tag-Nacht 

k i n d l a t e r developed by C a s s i r e r ( c f . Ch. 2) and pr e s e n t i n e a r l i e r Viennese 

works l i k e Die Z a u b e r f l o t e and F i d e l i o . But Beer-Hofmann went beyond t h i s 

i n t o an i n v o l v e d symbolic s t r u c t u r e whereby the Tower became a symbol o f 

imprisonment, water o f d e p r i v a t i o n , sand o f b a n a l i t y , f l o w e r s o f f r u c t i f y i n g 
n a t u r e , music of l i f e i t s e l f , f i r e o f p a s s i o n ( ' L e i d e n s c h a f t ' ) the i s l a n d o f 

22 

c r e a t i v i t y , b l o o d of time l e s s n e s s , and the f i s h o f e t e r n i t y , the 'symbol 

of symbols'. The s i g n i f i c a n c e o f such symbolism f o r Schreker, e s p e c i a l l y the 

i s l a n d , tower ( c a s t l e ) f i r e and music symbolism i s apparent from the opera-

t e x t s themselves. Moreover, Schreker m i r r o r e d c o m p l e t e l y the Traum-

W i r k l i c h k e i t dichotomy and the p r e o c c u p a t i o n w i t h death which f e a t u r e d so 

s t r o n g l y i n Viennese l i t e r a t u r e o f tne Dekadenz y e a r s . I n Beer-ilofmann, t o o , 

a system o f symbolic c o l o u r s appears, analogous t o , i f more r i g o r o u s l y used 

than i n the Schreker operas. Red, f o r example i s t h e c o l o u r o f l i f e , green, of 

v e g e t a t i o n , y e l l o w and g o l d o f the p o w e r f u l e a r t h l y l i f e - f o r c e ( t h e t e l l u r i a n 

d i v i n i t y ) , w h i t e i s the c o l o u r o f blossoming ( B l u t e ) and blue t h a t o f heaven 
23 

and the sky ( t h e Uranian d i v i n i t y ) . 
21. P u b l i s h e d i n 1904, a f t e r two a c t s o f Der f e r n e Klang had been w r i t t e n . 
22. 'Die schwinunenden I n s e l n s i n d S i n n b i l d e r der Urerde und G e b u r t s s t a t t e n 

der G f l t t e r ' . Max S c h l e s i n g e r : Geschichte des Symbols. B e r l i n , 1912,294. 
23. F o l l o w i n g H e r b e r t Cysarz, O t t o Oberholzer c a r r i e s the Leben-Geist 

antinomy i n t o a ge n e r a l o p p o s i t i o n of Eros and Thanatos i n the time o f 
the Dekadenz. as i n Richard van Schaukal's n o v e l o f t h a t t i t l e . 'Bei 
Beer-Hofmann w i r d , i n Anlehnung an O s t l i c h e M y s t e r i e n w e i s h e i t , das 
unaufhebbare Gesetz, demzufolge der Tod i n d i e e w i g k e i t s s U c h t i g e Liebe 
h i n e i n s p i e l t , i n das s i n n h a f t e P r i n z i p umgewandelt, dass Leben nur auf 
dem Boden u n a u f h O r l i c h e r VergiJngnis aufblBhen kann«. Richard Beer^-
Hofmann. Francke, Bern, I9r47, 251-2. =.tr^sienca 



220 

A f u r t h e r i m p o r t a n t aspect of Schreker's operas i s t h e i r c o n n e c t i o n w i t h 

the l y r i c p o e t r y o f h i s y o u t h . C e n t r a l t o t h i s was the work o f R i c h a r d 

Dehiuei, whose p o e t i c o u t p u t d u r i n g the 1890s had i n f l u e n c e d a whole g e n e r a t i o n . 

Schoenberg's Op. 2 songs and V e r k l a r t e Nacht, Zemlinsky's piano Phantasie Op. 9 

based on f o u r Oehmel poems and Webern's e a r l y 1906-8 songs were m u s i c a l f r u i t s 

o f t h i s . Indeed, Schoenberg a c t u a l l y t o l d Dehmel i n 1912 t h a t h i s p o e t r y 
24 

had p o i n t e d out a new way o f l y r i c a l e x p r e s s i o n f o r him. This f a c t i s n o t 

d i m i n i s h e d by the g r e a t e r l o n g - t e r m e f f e c t on Schoenberg, and o t h e r s , o f the 

p o e t r y o f George. L i k e Berg, Schreker managed t o asborb Dehmel's tone and 

s p i r i t w i t h o u t a c t u a l l y s e t t i n g any o f h i s poems. The s i x t h verse o f 

Die I-larfe ( i n the 1896 c o l l e c t i o n Weib und Welt) begins: 

Und von der I l a r f e kommt e i n Himmelton 

und p f l a n z t s i c h machtig f o r t von Ost nach Westen 

Dem kenn' i c h t i e f s e i t meiner Jugend schon 
25 

dumpf t'dnt d i e Waldung aus den braunen A'sten.... 

This Avas a l s o the t i t l e o f F r i t z ' s opera i n Der f e r n e Klang. which i t s e l f 

o r i g i n a l l y had o t h e r p o s s i b l e t i t l e s , i n c l u d i n g Der H a r f e n k l a n g . I t seems 
26 

u n l i k e l y t h a t , as Neuwirth has suggested, Schreker thereby i n t e n d e d a 

d i r e c t c r i t i c i s m of J u g e n d s t i l harp symbolism. He was too a u t o b i o g r a p h i c a l l y 

i n v o l v e d w i t h F r i t z t o i n c o r p o r a t e any r e a l s o c i a l i r o n y i n t o the opera. 

Years l a t e r , h i s f i r s t postwar opera, I r r e l o h e . i s headed by the l a s t l i n e of 

the f o l l o w i n g verse from Dehmel's 1907 c o l l e c t i o n , Die Verwandlungen der Venus: 

Drum s o l l s t du dulden, Mensch d e i n Herz 

das so von Wiinschen bangt und g l u h t . 
Und s o l l s t i n deinen L i i s t e n nach Seele d u r s t en wie nach B l u t . 

Und s o l l s t d i c h muhn von Herz zu Herz 
27 

AUs dumpfer Sucht zu L i c h t e r G l u t ! 

24. qu. Kolneder, Anton Webern. Faber, 196, 34. Also Rufer, Cat. 116-18. 
25. G.W., I I ( F i s c h e r , B i n , 1913) 66. 
26. DH, 213. 
27. Venus Homo, G.W. I , 331. 
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Here Schreker s e i z e d on Dehinel i n h i s mood o f s t r i v i n g optimism, i n the 

c o n t e x t of a work which, f o r a l l i t s p a i n and d e s t r u c t i v e n e s s , ends i n a 

k i n d o f l i g h t and r e c o n c i l i a t i o n . There was i n Dehmel much o f the same f i g h t 

a g a i n s t animal^ Tiermensch s e x u a l i t y as i n Schreker's t e x t s ( f o r example, 

Tamare) which was a t odds w i t h h i s own s e n s u a l i t y and the f a s c i n a t i o n o f 
28 

sensual l u r e . Far from saying w i t h Wedekind t h a t 'das Leben i s t eine 
29 

Rutschbahn*, Dehinel wished the sexual r e l a t i o n s h i p t o pass beyond 

p h y s i c a l i t y , ' S i nnenfreude 1, i n t o ' K l a r h e i t 1 , t o become a m a t t e r o f ' s o z i a l e 

und kosmischer L i e b e ' . As R i c h a r d Hamann observed i n 1907, the new female 

emancipation p o i n t e d t o a replacement o f the o l d k n i g h t l y p u r s u i t , o f h u n t e r 

and hunted, by a new ' k o l l e g i a l i s c h o ' r e l a t i o n s h i p i n which 'die Frau w i r d 
30 

G e f a h r t i n , Hetare ' N e v e r t h e l e s s , one o f Dehmel's themes i s the way a 
31 

woman h i n d e r s a man's ' r e i n e g e i s t i g e E n t w i c k l u n g ' - i n a n u t s h e l l , the 

problem o f F r i t z i n Der f e m e Klang. 

I t i s not o n l y Dehmel's verse which seems t o presage the atmosphere o f 

Schreker's t e x t s . Among the numerous poems on the theme o f n i g h t by Dehmel's 

f r i e n d the mythologue A l f r e d Mombert (1872-1942), one c o n t a i n s t h e l i n e s : 

I n e i n e r Barke l i e g e n d , 

den blauen Strom hinab durch grime Landschaft, 

d i e Sonnenseele uber m i r , Fahnen 

am U f e r , t o n t Musik, und Festtagmenschen 
32 

0 Seele! v o i l e s , v o i l e s Leben! 

Again, i n the volume Tag und Nacht the poem Die Nacht r u n s : 
2tt. Cf. Rudolf Pamperrien: Das Problem menschlicher Gemeinschaft i n 

Richard Dehmels Werk. J. C. B. Mohr, Ttlbingen, 1924, 60. 
29. Der Marquise von K e i t h . G. VI. M U l l e r , 1924, IV, 98. 
30. Der Impressionismus i n Leben und Kunst. M. Duinont, KOln, 1907, 196. 
31. F r i t z Horn: Das Liebesproblem i n R i c h a r d Dehmels Werke. Bimil 

E b e r i n g , 1932, 14. However, c f . a l s o Harry Slochower's remark 
t h a t iiamer mehr r e i z t das G e s c h l e c h t l i c h e den D i c h t e r zu neuer 
G e s t a l t u n g . Es i s t eben d i e s t a r k s t e Immanenz und Emanation 
seines U r p r i n z i p s ' Richard Dehmel: Der Mensch und der 
Denker. C a r l Reissner, Dresden, 1928, 95. The same t h i n g was 
a l s o s a i d o f Schreker. 

32. Der Gluhende: e i n Gedichtwerk. W. F r i e d r i c h , L e i p z i g , 1896, 28. 
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Kanonendonner! Troramelwirbel! 

Im Fackelscheine sanuuelt s i c h das Volk^ 

am Konigschloss 

B e s t u r z t verwundert 

Auf g r e l l e r l e u c h t e t e r Terrasse 

s t e h t ^ 

h o c h a u f g e r i e l i t e t 

im Purpurinantel und Diadem 

- e i n Gespenst -
33 

der junge Konig. 

I n Schreker's uncomposed t e x t , Die tonenden Soharen (1 9 1 5 ) , the 18-year-old 

I l i l d e , under the i n f l u e n c e of the mysterious Rafael O r f a n t and i n d e s p a i r 

from the d i s t u r b e d , i n t r o v e r t e d s t a t e o f her f a t h e r R o l f Magnus, addresses 

her mother A l i n e and l o v e r Heinz i n the same e x a l t e d language, as she gazes 

across a t the Venetian landscape. 

Ja, und tausendmal j a , / i c h drangte und w o l l t e , / i c h musste -

M u t t e r ! / E r z a h l t e doch O r f a n t / d i e h e l l e n Wunder/von diesem 

gllihenden Land./Und, M u t t e r , sag' s e l b s t - war es n i c h t h e r r l i c h ? / 

Heinz, sag', war es n i c h t / u n e r h o r t schon - heut' f r u h : / I n w e i t e r 

Ferne/die hohen Berge, sclineebedeckt/purpurgliihend im Morgengrau'n! / 

T i e f dunkel das Meer/sauft g l e i t e n d das S c h i f f - / und schon s t e i g t 

a u f / v o r dem trunkenen B l i c k / e i n G l e i s s e n von K u p p e l n , / u r a l t e P a l a s t e 

ira S o n n e n l i c h t / e i n Marchenreich - diese/Traumstadt Venedig!/Nein Lim 

n i c h t s i n der Welt/inocht' i c h missen/ d i e s einz'ge E r l e b n i s ! ' 

The p o e t r y o f the W'urzburger Max Dauthendey (1867-1918), l i k e Schreker 

a photographer's son, r e v e a l s a s i m i l a r d e l i g h t i n s y n a e s t h e s i a , o r the 

j u x t a p o s i t i o n o f c o l o u r s , tones and s e n s a t i o n s . His e a r l y volume o f prose 

poems U l t r a - V i o l e t t , (1893) l i k e h i s Sangdichtung (Dornroschen ( i n Blanke 

Nachte) and R e l i q u i e n teem w i t h such c h a r a c t e r i s t i c late-Romantic words as 

'Sehnsucht 1, 'Schweigen',. 1 Einsamkeit', •Walder', 'V/olken', 'Tonen', 'Strahlen', 
33. J. H o r n i n g , H e i d e l b e r g , 1894, 87. 
34. Textbuch, UE, 1924, 16. 
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* V e r g a n g l i c h k e i t 1 , o r c o l o u r i s t i c a d j e c t i v e s l i k e 'mondblass 1, ' e l f e n b e i n l i c h t 
' g o l d e n b l e i c h ' or ' g r i i n f e u r i g ' , o f t e n w i t h e r o t i c a s s o c i a t i o n s . 

Meine flammende Krone 

Sie i s t der Sonne g l e i c h , 

I c h b i n K a i s e r der Sonne 
35 

Dein L e i b i s t mein K a i s e r r e i c h . 

The tone i s n o t f a r from E l i s ' s dream j u s t b e f o r e the c l o s e of Der 

Schatzgraber; 

Von e i n e r S t a d t mit/schlanlchohen Turinen, / d i e l i e g t gar 

f e r n e / i m Morgenland./ von prahgenden Garten/und brennenden 

B l i i t e n / u n d einem Hinunel/der ewig b l a u t . / 

Von Waldern t i e f d u n k e l , / u n d r.auschenden Bronnen/und 

Wiesen besat. ganz/mit m i t duftendem Blumen,/und einem s t i l l e n , / 

einsamen H a i n / d o r t w i e g t d i c h l e i s e s / s i n g e n d e s Raunen/in einen 

traumlosen Schluuinier e i n . 1 

Indeed, Dauthendey 1s Preface t o U l t r a - V i o l e t t . w i t h i t s s t r e s s on i s o l a t i o n 

and s e c l u s i o n f i n d s an echo i n Schreker's remarks of 1920 t h a t 'Des Lebens 

Hast, des Tages Larm, der Welt Getriebe g l i t t an m i r ab. I c h empfand n i c h t s 
37 

vora alldem, i c h war a l l e i n ; d i e S t i l l e war i n m i r ' 

Schreker's language and o u t l o o k are a l s o presaged i n o t h e r more minor 

J u g e n d s t i l p o e t s , such as the Bohemian Hugo Salus (1866-1929) the N o r t h 

Germans Gustav Falke (1853-1916) and Franz Evers (1871-19^8) and the 

Westphalian Max Bruns (1876-19^*5). Falke's Das Tal der Flammen. f o r i n s t a n c e , 

w i t h i t s s i l e n t , cavernous v a l l e y and garden o f flames s p r i n g i n g m i r a c u l o u s l y 

•aus nacktem S t e i n 1 a n t i c i p a t e s imagery f r e q u e n t l y used by Schreker, e s p e c i a l l y 

i n i t s a s s o c i a t i o n o f flames and sound: 

Von Z e i t zu Z e i t e r l i s c h t e i n mudes Flammchen 

M i t l e i s e m Seufzer, der iin Singen h i n s t i r b t , 

Im K l i n g e n dieses w u n d e r l i c h e n Gartens 
35. G.W., IV ( L y r i k ) 101-2. 
36. Textbuch, UE, 1919, 81-82. ( W r i t t e n 1915). 
37. Betrachtungen. BS, 1921, 3. 
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Doch neue Blumen b l i i h e n aus dera S t e i n 

I h r D u f t i s t Klang. £in l e i s e s , s a n f t e s Singen 
3 ̂  

Nur ab und an zu v o l l e r m Ton g e s c h w e l l t . 
Franz Evers was, w i t h Munch and Mar t l e b e n , a member of Dehmel's and Strindberg's 

39 

c i r c l e i n B e r l i n i n the 1890s. He p u b l i s h e d s e v e r a l volumes o f verse from 

1893 t o 1901, o f which the l a t e s t , Menschengesange c o n t a i n s an A b e n d l i e d 

which opens: 

Du f e r n e F l o t e 

h i n t e r dem Hugel d o r t 

wie s p r i c h s t du gllihenden Klangs } 

was mein I l e r z verschweigen muss, 

wie bebst du z i t t e m d d & h i n l 

i i b e r d i e Schatten der Baume 

zum schwinden scheinen 

und a l l e s i n Glanz getauchte 

s e l i g e Sehnsucht w i r d 

aus Menschenherz l e i s e s i c h ringende 

s e l i g e Lebensglut ^ 

The Bursch's f l u t e i n Das Sp i e l w e r k and E l i s ' l u t e i n Der Schatzgraber are 

a l s o d i r e c t l y r e l a t e d t o s t a t e s of f e e l i n g . So, t o o , i s the organ i n Der 

singende T e u f e l , s y m b o l i c a l l y d e s t r o y e d by f i r e watched by Lenzraar and o t h e r s 

i n ' g r o s s t e r Aufregung, Gespanntheit, F a s z i n a t i o n und E r g r i f f e n h e i t 1 : 

'Die Flammen geschoben/wie von G e i s t e r h a n d / t e i l e n s i c h / 

Rausch, Dainpf z e r s t i e b t / i n V/eissglut e r s t r a h l e n d / g l i l h e r i d der 

O r g e l / s i l b e r n e P f e i f e n / s i e tonen, k l i n g e n / w i e Himmelsstimuien/ 

wie tausend Engel!/ Auf marmorstufen,/die i h r kennt s i e h i n a u f f u h r e n / 

38. Tanz und Nacht. G.D., IV, 1912, 19. O r i g i n a l l y p u b l i s h e d by Bierbaura 
i n Pan, 11, 1896. Of Max Bruns* Feuer; d i e Geschichte eines Verbrechens 
(1912) Soergel wrote 'Jedes B i l d i s t S i n n b i l d , das H ' i r k l i c h e i s t 
p h a n t a s t i s c h , das Gemeine geheim 1. ( I , 7 81). 

39. C a r l L. S c h l e i c h , Besonnte Vergangenheit; Lebenseriimerungen. 
Rowohlt, B e r l i n , 1922, 224. 

40. iVienschengesange. Verlag k r e i s e n d e Hinge, Max Spohr, L e i p z i g , 1901, 
105. 
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h i n a u f zur Einpore/steht i n zaubrischem Glanz/ u n v e r s e h r t h e i l / 

erbluhend i n Schonheit , / t l 

J. V. von S c h e f f e l ' s s c h o l a r l y h i s t o r i c a l n o v e l Ekkehard (1855, r e v . 1886) 

arguably made the deepest impression on the composer o f any book he ever 

read. Soon a f t e r Flammen, w i t h i t s background o f the crusades, h i s 

symphonic o v e r t u r e Ekkehard ( f o r o r c h e s t r a w i t h organ) was performed i n Vienna 

Years l a t e r , the t e x t o f Per singende T e u f e l . w i t h i t s numerous d i r e c t echoes 

of S c h e f f e l ' s c l a s s i c , showed t h a t he had not f o r g o t t e n i t . The n o v e l , 

based on the l i f e o f the * s c h l i c h t e r , gerade, fromme• young monk Ekkehard 

a t the monastery o f St. G a l l i n the t e n t h c e n t u r y ( t h e time o f Notker 

B a l b u l u s ) has a l a r g e apparatus c r i t i c u s r e v e a l i n g the e x t e n t o f S c h e f f e l ' s 

c o n s c i e n t i o u s l y d e t a i l e d researches. Not on l y ware the V i r g i l s c h o l a r Ekkehard 

aut h o r of Das W a l t h a r i l i e d . m i r r o r e d i n Schreker's o r g a n - b u i l d i n g Amandus 

and the Waldfrau and M i t h r a s c u l t i n A l a r d i s , b u t the whole g r i p p i n g l y 

e f f e c t i v e 'Hunnenschlacht' (Ch. 14) gave Schreker the i d e a f o r the bloody 

c o n f l i c t o f 1 C h r i s t e n h e i t und Heidenschaft* i n Act 3 o f the opera. This 

s p e c i f i c indebtedness a p a r t , the d e t a i l e d d e s c r i p t i o n o f Frau Hadwig, Duchess 

of Swabia and her c l o s e t i n the Burg I l o h e n t w i e l has many p o i n t s i n common 
44 

w i t h Els and Per Schatzgraber. Indeed, the many r e f e r e n c e s t o monastic 

t r e a s u r e s and to V i r g i l ' s warning ' A u r i sacra fames 1 may have had a 

f o r m a t i v e e f f e c t on t h a t work. P r a x e d i s 1 'Mar vom Konig Rother* i n Chapter 

20 (Von deutscher Meldensage) i s an i m p o r t a n t precedent f o r the technique used 

i n Per f e m e Klang and Per Schatzgraber o f the i l l u s t r a t i v e and r e v e l a t o r y 

Marchen. 

As evidence t h a t Schreker was f a m i l i a r w i t h the w o r l d of S t i f t e r one may 

observe the s t r i k i n g p a r a l l e l s between the a c t i o n o f I r r e l o h e (see sopra) and 
47 

S t i f t e r ' s 1845 n o v e l l e Per Beschriebene Tainnling. w i t h i t s emphasis on r u r a l 4 1 . V.S., UE 192a, 294-6. 
42. Ekkehard. ed. 1 Panzer. L e i p z i g , n.d. , 9 1 . 
43. I b i d . , 44. 

44. I b i d . , 29. 

45. I b i d . , 132 f . 
46. I b i d . , 350-8. 

47. S t u d i e n , Bd. 6 (1850). Werke, I I I , 387 -440. 
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l o c a l e , the poor but b e a u t i f u l Hanna, her old mother and the r i v a l r y of Harms 

the lumberman and Guido the feudal prince for her hand. Something of 

S t i f t e r ' s 'bauerliche Volkstura* als o enters Das Spielwerk. which may suggest 

<iuite e a r l y acquaintance with h i s work, at a time when S t i f t e r was not nearly 
48 

so widely known outside A u s t r i a as he l a t e r became. Of the l a t e 19th 

century Austrian regional w r i t e r s , Schreker had undoubted a f f i n i t i e s with 

some, though one can only guess that he had seen Anzengruber 1s famous play 

Per P f a r r e r von K i r c h f e l d (1870) or read Marie von Ebner-Eschenbach 1s f i c t i o n , 
ZiQ 

including the two volumes of Dorf-und Schlossgeschichten (1883/6).' Both 

were current l i t e r a t u r e i n pre-1914 A u s t r i a , and have a c e r t a i n bearing on 

the atmosphere of Das Spielwerk. Per Schatzgraber and I r r e l o h e . He may also 

have known the work of Wilhelm F i s c h e r (1846-1932) a l o c a l (Graz) poet and 

nature-mystic who, s t a r t i n g as a follower of Heyse and Storm strove • I r d i s c h e s 

und U n t e r i r d i s c h e s , Sichtbares und Unsichtbares i n einem M i t t e l r e i c h e des 
50 

S i n n b i l d verweideten Marchenhaften harmonisch zu v e r e i n i g e n 1 . I n t e r n a l 

evidence from the s t o r i e s of Peter Hosegger, l i k e Eleonore Schreker a n a t i v e 

of S t y r i a , suggests that the composer was acquainted with them. Rosegger's 

t a l e s of peasant l i f e i n h i s native province, u s u a l l y anti-urban i n tone, 

o f f e r a number of s t r i k i n g p a r a l l e l s to elements i n Schreker's p l o t s . The 

c r u e l Landesvogt i n E i n G e r i c h t s t a g zu Alt-Abelsberg and the murder by Luzina 
51 

of her old husband Hofelhans i n Die Rede des Vertheidigers contain reminders 

of Per Schatzgraber. S t i l l more s t r i k i n g are the s t o r i e s I-lerr F l o r i n , the 

sad anecdote of the v i l l a g e barber whose son leaves home, i n t h i s case to 

study, and E i n moderner Hellespont i n which the 40-year old p a i n t e r Bruno 

Ysong and h i s wife Irma have t h e i r domestic peace interrupted by the a r r i v a l 

of a young .'freinde Bursch', K a r l C r a s t i , a problem resolved only by lrma's 

departure to l i v e with her parents owing to the tension created by C r a s t i ' s 
52 

presence as a welcome guest. The Bursch's a r r i v a l at the house of Meister 
48. The e a r l i e s t monographs on S t i f t e r , by G o t t s c h a l l (1907) and. Bahr (1919) 

date from t h i s period. 
49. S.W., 6 v o l s . , P a e t e l , B e r l i n , 1893, r e i s s u e d 1920. 
50. Sodrgel, I , 968. 
51. Ausgewahlte S c h r i f t e n . Neue Erzahlungen aus Dorf und B i r g . aus vYald und 

Welt. A Hartleben, Wien, 1886, 102 f., 285 f. 
52. I b i d . , 45-69. 
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F l o r i a n i n Das Spiel w e r k i s a remarkable echo o f t h i s . F l o r i a n , and even 

l a t e r Schreker f i g u r e s l i k e the Vogt, C h r i s t o b a l d o r Sniee owe something t o 

t h i s image of the emotional r i c h n e s s , even heroism o f a s m a l l r u r a l community, 

n o t w i t h s t a n d i n g i t s l a c k o f s o p h i s t i c a t i o n , found i n Rosegger, sometimes on 

a l a r g e r scale than anecdote, as i n the n o v e l Jakob der L e t z t e . the s t o r y of 
53 

Jakob S t e i n r e u t e r , 'der l e t z t e Bauer zu Altenmoos 1. 

A composer's l i t e r a r y p r e d i l e c t i o n s might be expected t o have l i g h t shed 

on them by h i s songs. I n Schreker's case, as i n Berg's, almost a l l the songs 

are i n e f f e c t j u v e n i l i a , b u t , u n l i k e Berg's, t h e i r p o e t i c sources are 

d e c i d e d l y l i m i t e d i n range. He began as a boy w i t h Ileyse, Storm and Jacobsen, 

b u t the poets q u i c k l y become v e r y minor - Mia Holin (1845-1912) f o r i n s t a n c e , 

Rudolf Eaumbach (1840-1905) and Vincenz Zusner (1803-74), n o t t o mention h i s 

women f r i e n d s Dora Leen and E d i t h Ronsperger. He d i d s e t verses by a r a t h e r 

g r e a t e r f i g u r e , Ferdinand von Saar (1833-1906) who l i v e d i n Vienna, and t o 
54 

whom Schreker showed the incomplete score o f Der f e r n e Klang i n 1904/5. 
More i n t e r e s t i n g are h i s s i n g l e s e t t i n g o f a c h a r a c t e r i s t i c a l l y m e l a n c h o l i c 

55 

Lenau poem, the unp u b l i s h e d song Vergangenheit o f 1906 and the 1915 s e t t i n g 

o f Das f e u r i g e Mannlein by the Viennese A r b e i t e r d i c h t e r and consumptive A l f o n s 

P e t z o l d (1882-1923), a l o c a l c e l e b r i t y who won the Ba u e r n f e l d p r i z e i n 1914, 

and whose 1911 volume o f verse i s e n t i t l e d Seltsame Musik. L i k e Lenau, and 

Schreker h i m s e l f , P e t z o l d had s u f f e r e d g r i e v o u s l y i n m a t e r i a l circumstances 

from h i s f a t h e r ' s premature death. The ' f e u r i g e Mannlein' i s c l o s e t o 

Schreker's R a f a e l O r f a n t o f 1915, ' e i n k l e i n e s v e r h i f z e l t e s Mannchen', and t o 

the l l o c h z e i t s p i e l e r C h r i s t o b a l d of I r r e i o h e . ' e i n a l t e s Mannlein, rait e i n e r 

s p i t z e n r o t e n Feder am Hut, eine Geige u n t e r dem Arm'. The much l a t e r Whitman 

s e t t i n g s , two songs from Leaves o f Grass o f 1924, e n t i t l e d Vom ewigen Leben 

i n t h e i r 1927 o r c h e s t r a l v e r s i o n , r e f l e c t Schreker's known l i k i n g f o r American 
56 

l i t e r a t u r e , i n c l u d i n g Poe and h i s own contemporary Jack London. 
53. 'Eine Waldbauergeschichte aus unseren Tagen'. L. Staackmann, L e i p z i g , 

n.d. Rosegger's complete works were r e i s s u e d i n 1914-16 i n 40 v o l s . 
54. Kapp, BS, 1921. 
55. S.W., I , I n s e i V e r l a g , 1910, 27. 
56. M a r i a Schreker ( v . ) . 
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Regarding Schreker's c o n n e c t i o n w i t h Freud and Weininger, V e r d i and 

Ibsen, M a e t e r l i n c k and Hauptmann, the evidence i s more s t r a i g h t f o r w a r d . I n 

1908-9, Schreker read some o f Freud's s t i l l f a i r l y new w r i t i n g s , i n c l u d i n g 

Traumdeutung (1900) and t h e Psychopathologie des A l l t a g s l e b e n s (1904) a t a 

time when the master's r e p u t a t i o n was a l r e a d y i n t e r n a t i o n a l . There i s no 

doubt t h a t Freud's views on dream psychology deeply a f f e c t e d him; 'der Traum 
•• ** 57 

i s t d i e ( v e r k l e i d e t e ) E r f u l l u n g eines ( u n t e r d r u c k t e n ) Wunsches*. The 

dream element o f Das S p i e l w e r k i s a d i r e c t consequence o f t h i s s t u d y . I f 

Schreker had seen S t r i n d b e r g on the stage b e f o r e 1909, i t s e f f e c t on him 

would have been separate from t h a t of Freud. As M i c h a e l Meyer has shown, i t 

i s u n l i k e l y t h a t S t r i n d b e r g ( d . 1912), f a r from b e i n g i n f l u e n c e d by Freud's 

w r i t i n g s , even knew h i s name. Much has been made o f the e a r l i e r i n f l u e n c e 

on Schreker o f Otto Weininger (1880-1903), the young Viennese whose 

Geschlecht und Charakter: eine p r i n z i p e l l e Untersuchung caused a minor sensation 

on i t s p u b l i c a t i o n i n 1903, soon a f t e r h i s s u i c i d e . Freud had read t h e work, 

and regarded V/eininger as g i f t e d , b u t t o t a l l y unbalanced, a ' N e u r o t i k e r 
59 

v o l l i g u n t e r deir H e r r s c h a f t i n f a n t i l e r Komplexe'. The Jewish q u e s t i o n , and 

W e i n i n g e r 1 s absurd d i s t o r t i o n o f i t , was the c h i e f cause of the book's 

c e l e b r i t y , though t h i s aspect was d i r e c t l y l i n k e d w i t h h i s attacW, i n t h i s 

impassioned t r e a t i s e on the e t h i c a l and moral n a t u r e o f the female sex. I n 

Weii-iinger's view, man was r e l a t e d t o woman as s u b j e c t t o o b j e c t , w h i l e as a 

c o r o l l a r y , woman was dependent on sexual u n i o n as her sole r e a l means o f 

experience. For him, the a b s t r a c t male was the image o f God, w h i l e the female 

(and the f e m i n i n e element i n the male) was the symbol o f n o t h i n g . ^ Though 
61 

one can see connections between t h i s view and the women o f Schreker's operas, 

they are, taken as a whole, much more i n t e r e s t i n g than a p u r e l y W e i n i n g e r i a n 
57. S.E., V, (G.W. 11, 102) 
58. Meyer, Ibsen. H a r t - D a v i s , 1967, I 8 7 n . 
59. S.E., X (1909) 36 n. (G.W., V I I , 271). 
60. Cf. G. Abrahamsen: The Mind and Death of a Genius. Columbia U.P., 

N.Y., 1946, esp. 115-118. 
61. Schreker's widow r e f e r r e d t o Weininger as, i n her b e l i e f , an i n f l u e n c e 

on Franz, w h i l e V/eininger i s b r i e f l y mentioned i n K a r l H a l l ' s A u f t a k t 
o b i t u a r y , 1934, 85. 
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i n t e r p r e t a t i o n o f t h e i r a c t i o n s would i m p l y . A wide g u l f l i e s between 

the p a t h o l o g i c a l m i s o g y n i s t Weininger and the composer who i n 1920 s a i d : 

'Was i s t eine Prau? Etwas U n d e f i n i e r b a r e s , Wunderschones, e i n 

Marchengeschopf, r a t s e l h a l t und u n e r g r i i n d l i c h . Wenn w i r versuchen, s i e 
6° 

zu s c h i l d e m , wie s i e i s t - g l a u b t man s i e uns n i c h t 1 . ' ' His view o f woman 

i s c l o s e r t o t h a t presented i n the J u g e n d s t i l p a i n t i n g s o f Gustave K l i m t 

(1862-1918) whose years o f g r e a t e s t c e l e b r i t y c o i n c i d e d w i t h Schreker's y o u t h 

and young manhood. K l i m t ' s s w i r l i n g forms, p o i n t i l l i s t e technique and 

f e e l i n g f o r c o l o u r ( e s p e c i a l l y i n h i s post-1903 s t y l e ) were a s s o c i a t e d w i t h 

Schreker's music though t h e i r c o n n e c t i o n w i t h the Wiener Sezession d i d n o t 

c o i n c i d e i n ti m e . The S t o c l e t f r i e z e design E x p e c t a t i o n (1905-7), the 

Beethoven f r i e z e w i t h i t s f r e s c o o f g o l d and s i l v e r p a i n t and j e w e l s , and the 

c e l e b r a t e d The K i s s (1907-8) can be r e l a t e d t o Schreker's P r i n z e s s i n and E l s . 

K l i m t ' s subsequent b i o g r a p h e r Emil P i r c h a n , designed the sets f o r the 1922 

B e r l i n p r o d u c t i o n o f Der Schatzgraber. Care i s needed, however, on t h i s 

s u b j e c t , since Schreker i s s a i d t o have p r e f e r r e d the id i o m o f tne Brucke 
64 

p a i n t e r s t o t h a t of J u g e n d s t i l . Another resemblance i s t o the language and 

a t t i t u d e o f M a e t e r l i n c k i n Le Tresor des Humbles (18 9 6 ) , d e s c r i b e d by Remy 

de Gourmont as 'un l i v r e d'amour e t de l i b e r a t i o n * , which appeared i n Germany 

i n I898 as Der Schatz der Armen, through the assiduous e f f o r t s o f M a e t e r l i n c k ' s 

t r a n s l a t o r and p u b l i c i s t Oppeln-Bronikowski?^ A l l o w i n g f o r the e c l e c t i c i s m 

o f the ideas and d i s g u i s e d a u t o b i o g r a p h i c a l c o n t e n t o f the w o r k , ^ the 

m y s t i c a l f l a v o u r of Le Tresor des Humbles, the obsession w i t h p r e d e s t i n a t i o n , 

the e x a l t a t i o n o f s i l e n c e as the language o f e t e r n i t y , s p i r i t u a l communion, 
62. Betrachtungen. BS, Jan. 1921, 2. There i s an echo here o f B a n d e l a i r e ' s 

famous 'quelque chose d'ardent e t de t r i s t e , quelque chose d'un pen 
vague, l a i s s a n t c a r r i e r e a. l a c o n j e c t u r e ' . O.C., 111, 102 f . Qu. E. von 
Sydow, op. c i t . , 85. 

63. Wellesz: DNI, I I , 88. 
64. Dll, 215. 
65. T r a n s l a t o r of many o t h e r Symbolist works, i n c l u d i n g Itodenbach's 

Bruges-la-morte. which as Die t o t e S t a d t . appeared i n Reclam's 
U n i v e r s a l b i b l i o t h e k . 

66. His b r o t h e r Oscar's a c c i d e n t a l death, and h i s l i a i s o n w i t h Georgette 
Leblanc. 
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67 •the p r i v a t e language o f beauty', and the power of a l l men t o ' f a s h i o n a 
g r e a t moral p e r s o n a l i t y a f t e r a d i v i n e model' guaranteed i t s appeal t o the 
g e n e r a t i o n o f 1900. The tone of v o i c e i s f a r removed from the h y s t e r i c a l l y 
d i s t u r b e d w o r l d o f V/eininger: 

'Approchons-nous avec r e s p e c t des p l u s p e t i t e s e t des p l u s f i e r e s , 

de c e l l e s q u i sont d i s t r a i t e s e t de c e l l e s q u i songent, de c e l l e s q u i 

r i e n t encore e t de c e l l e s q u i p l e u r e n t : c ar e l l e s savent des choses que 

nous ne savons pas, e t e l l e s out une lainpe que nous avons perdue. Giles 

h a b i t e n t au p i e d meine de 1 ' I n e v i t a b l e e t en connaissent mieux que nous l e s 
. . ,6b chemms. 1 

Predestined l o v e , s u p e r i o r i t y o f ' i n t u i t i o n ' over ' i n t e l l i g e n c e ' , communication 

through s i l e n c e , woman as possessor o f * l e sens mystique' are M a e t e r l i n c k ' s 

themes here, as i n h i s dramas up t o t h i s t i m e . When, i n 1899, he wrote 

Ariane e t barbe-bleue. the s p i r i t o f Le Tresor and the p e r s o n a l i t y o f 

Georgette Leblanc were omnipresent. I n i t , the problems o f love and death 

are t r e a t e d i n a medieval 'marchenhaft' s e t t i n g which, even b e f o r e P e l l e a s 

e t Melisande had f e a t u r e d i n h i s f i r s t p l a y , La Princesse Maleine o f 1890, 

and, through Dukas' opera (1907) formed the s e t t i n g o f Das S p i e l w e r k . I t 

should be noted here t h a t t h i s work, begun as a r e s u l t o f the Wilde 

pantomime's success i n 1908, was l i n k e d by b o t h K a p p ^ and B e k k e r ^ t o 

Mauptmann's p l a y Und Pippa t a n z t . the c e l e b r a t e d Glashutteninarchen f i r s t seen 

i n 1905. Though Schreker never c o n f i r m e d t h i s p u b l i c l y , he d i d n o t deny i t 

e i t h e r , and i t i s t r u e t o say t h a t d e s p i t e the d i f f e r e n c e s between the young 

g i r l Pippa and Schreker's P r i n c e s s , f o r a l l t h e i r mutual e n i g m a t i c mystery 

and y e a r n i n g , t h e r e i s a marked s i m i l a r i t y between the o c a r i n a - p l a y i n g 

• r e i s e n d e r Handwerksbursche* .Michel H e l l r i e g e l and Schreker's unnamed f l u t e -

67. Ch. 9. 
68. ed. Mercure de France, P a r i s , 1931, 86. ( 3 u r l e s femmes) As Marcel 

P o s t i c has observed, d e s p i t e i m p r e c i s e argument and m u s i c a l , 'aerated' 
language, M a e t e r l i n c k i s concerned t o r e l a t e h i s remarks t o everyday 
l i f e . 'Le s t y l e de l'ouvrage c o n t r i b u e beaucoup a s u s c i t e r l e t r o u b l e 
chez l e l e c t e u r e t a 1'acheminer v e r s l e mystere'. M a e t e r l i n c k e t l e 
syuibolisme. A. N i z e t , P a r i s , 1970, 201. 

69.. 0p\ c i t . , 70. 
70. BZH, 73. 
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p l a y i n g 'wandernde Bui"sch'. One might even argue t h a t M e i s t e r F l o r i a n i s 

a c o n f l a t i o n o f Hauptinann 1 s Warm and o l d Huhn, the r e t i r e d glasstalower, w h i l e 

a d m i t t i n g t h a t the S i l e s i a n background o f Und Pippa t a n z t and i n p a r t i c u l a r 
71 

the e x t e n s i v e use of d i a l e c t speech ( f o r a l l t h a t b o t h Schoenberg and Berg 

were a t t r a c t e d t o the p l a y as p o t e n t i a l o p e r a t i c m a t e r i a l ) would have caused 

severe problems f o r a m u s i c - d r a m a t i s t . Das Spi e l w e r k . f o r a l l i t s use o f 

v e r n a c u l a r speech, i s as t h o r o u g h l y A u s t r i a n - Rosegger has a l r e a d y been 

mentioned - as Hauptmann's p l a y i s S i l e s i a n . 

I t was, c u r i o u s l y , M a e t e r l i n c k who i n Le Tresor des Humbles r e f e r r e d t o 

H i l d a and Solness i n Ibsen's M a s t e r - B u i l d e r as 'les premiers heros q u i se 

se n t e n t v i v r e un i n s t a n t dans 1'atmosphere de l'ame, e t c e t t e v i e e s s e n t i e l l e 

q u ' i l s ont decouverte en eux, par dela l e u r v i e e x t r a o r d i n a i r e * . There were 
i n t h i s 'somnambulist p l a y * , he thou g h t , ' j e ne s a i s q u e l l e s puissances 

72 

n o u v e l l e s 1 . Die to'nenden Spharen. the t e x t w r i t t e n by Schreker i n 1915 

and s e t i n Venice i n 1914 and 1916, r e v e a l s d i r e c t l y t h a t he had read The 

Master B u i l d e r . H a l v a r d Solness became R o l f Magnus, A l i n e i s a l s o the name 
73 

o f Solness's ' t h i n , worn, m o u r n f u l w i f e ' i n Ibsen, w h i l e Magnus's daughter 

H i l d e ( t h e e q u i v a l e n t of Kaja, Solness*s young n i e c e ) takes the name o f Ibsen* 

c e n t r a l l y i m p o r t a n t H i l d e Wangel. N a t u r a l l y , one cannot begin t o compare the 

two as l i t e r a t u r e , b u t the r o l e o f R o l f as a r t i s t , h i s desperate F r i t z - l i k e 

s e a r c h i n g a f t e r sounds ('Er saimnelt Klangtf) h i s a l i e n a t i o n from h i s f a m i l y , 

the s i l e n t s t r e n g t h and l o y a l t y o f A l i n e , t h e i r e v e n t u a l , emotional 

r e c o n c i l i a t i o n , and R o l f ' s t r a n q u i l death are, as i t were, Der f e m e Klang 

seen through the prism o f one o f Ibsen's major p l a y s . 

F i n a l l y , since the Austro-Mediterranean Schreker was an opera composer, 

not a man o f l e t t e r s , i t i s no s u r p r i s e t o observe V e r d i as one o f the 

po w e r f u l unspoken - even unadmitted - i n f l u e n c e s on h i s work. A l l h i s 

c r e a t i v e l i f e , Schreker was accused of ' I t a l i a n i s i n g 1 , b u t t h i s was u s u a l l y 
71. Rufer Cat. 113. 
72. Ch. 9,'Le t r a g i q u e q u o t i d i e n ' , 180. 
73. Una E l l i s - F e r m o r , t r . , The Master B u i l d e r and o t h e r p l a y s . Penguin, 

1958, 131. 
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w i t h r e f e r e n c e t o c e r t a i n P u c c i n i a n f e a t u r e s o f m u s i c a l s t y l e , e s p e c i a l l y i n 

the v o c a l l i n e . His s u p p o r t e r s emphasised t h i s v e r y p e r s o n a l penchant f o r 

the M e d i t e r r a n e a n atmosphere. O t t o Schneider saw him as ' e i n Seefahrer im 

Renaissancekostuni' who ' s t a r t e t im I l a f e n Venedigs und l a n d e t , s e l b e r e r s t a u n t , 

am U f e r der Donau 1, w h i l e Paul S t e f a n went f u r t h e r i n s i n g l i n g out h i s e a r l y 

c h i l d h o o d on the moV&: 'Vi e r Jahre b l i e b d i e F a m i l i e damals (1878-82) an der 

t i e f b l a u e n Kuste: wie i n s e i n K i n d e r l a n d , s i n k t Schreker wieder und wieder i n 
74 

den heissen Suden'. Yet o n l y Rudolf Hoffmann thought the g h o s t l y presence 
75 

o f V e r d i i n Schreker's works down t o 1921 w o r t h m e n t i o n i n g . I t i s c e r t a i n l y 

n o t i c e a b l e t h a t A l v i a n o bears some resemblance t o R i g o l e t t o , symbolised i n 

the cap and b e l l s , w h i l e Tamare i s a transposed v e r s i o n of the Don Juan-esque 

Duke o f Mantua. E q u a l l y , the two t e x t s o f 1919 bear marked V e r d i a n i m p r i n t s . 

I r r e l o h e may be seen as a r a t h e r t i d i e r , p e r s o n a l i s e d v e r s i o n of I I T r o v a t o r e . 

w i t h L o l a , Peter, H e i n r i c h and Eva the e q u i v a l e n t s o f Azucena, d i Luna, 

Manrico and Leonora. The Memnon t e x t has too many obvious s i m i l a r i t i e s w i t h 

A'ida f o r i t ever t o have had a r e a l p r o s p e c t of success. I t s substance was 
7 ft 

w i d e l y c i r c u l a t e d soon a f t e r Schreker a r r i v e d i n B e r l i n and i t must have 

been n o t i c e d then t h a t the w a r r i o r Memnon i s a n e u r o t i c v e r s i o n o f Radaraes, 

Agra i s n o t i c e a b l y l i k e A i d a h e r s e l f , Amenophis, c a r v e r of the 'Memnonkoloss' 
77 

which e v e n t u a l l y c o l l a p s e s and k i l l s b o t h Agra, and Memnon, i s Anionasro. 

V e r d i ' s Amneris i s e l i m i n a t e d , r e p l a c e d by the h y p n o t i c I n d i a n temptress 

F u r s t i n B a l k i s , w h i l e Meuuion's aide-de-cainpe Athor and r i v a l Kegho are 

a d d i t i o n s . D e r i v a t i v e though they may be, i t i s w o r t h s t r e s s i n g t h a t the 

' V e r d i ' t e x t s o f Schreker emerge as something q u i t e i d i o m a t i c i n t h e i r own 

r i g h t , i f i m a g i n a t i v e l y uneven. Furthermore they produced some o f h i s f i n e s t 

music, n o t o n l y i n Die Gezeichneten b u t i n I r r e l o h e t o o , and i n the l o n g 
Ik. Anb., 1920, 1-2; 8-10. 
75. Loc. c i t . , 162. 
76. BS, Jan 1921. Kapp's monograph c o n t a i n e d an a m p l i f i e d summary (98-105). 
77. P r i n c e s s Marie v. Thurn und. Taxis r e l a t e d how R i l k e showed her the 

bu* of Amenophis i n tne B e r l i n E g y p t i a n Museum i n August, 1913. 
Memoirs o f a P r i n c e s s , t r . N. V/ydenbruck. Hogarth Pr., 1959, 190. 
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V o r s p i e l t o Memnon, h i s l a s t extended c o m p o s i t i o n , completed i n September 

1933. This remarkable p i e c e , one o f h i s most e l a b o r a t e c o n t r a p u n t a l 

c o n c e p t i o n s , even l o n g e r than the Gezeichneten V o r s p i e l ; w a s h i s f i r s t a t t e m p t 

to suggest a non-western l o c a l e . combined w i t h the m y t h i c a l o r i g i n and h e r o i c 

s t a t u r e of Memnon h i m s e l f . I n s t y l e and i n s t r u m e n t a t i o n i t i s i n e v i t a b l y 

close t o the dense t e x t u r e s of Der Schmied von Gent. I t s c h i e f q u a l i t y i s 

a solemn, b r o o d i n g majesty, the tempo Andante t h r o u g h o u t , and the c h i e f t o n a l 
78 

f e a t u r e the C "major/minor - B minor p h r y g i a n r e l a t i o n s h i p . 

I l l 

J u s t as M a e t e r l i n c k had taken the substance o f La Princesse Maleine from 

Grimm and. i n v e s t e d i t w i t h the atmosphere o f Shakespeare, so Schreker's 
79 

Der S p i e l w e r k und d i e P r i n z e s s i n . h i s f i r s t attempt a t a piece i n the 

Zauberoper t r a d i t i o n , was i n s p i r e d by M a e t e r l i n c k and Dukas, p o s s i b l y by 

Und Pippa t a n z t ! and by c e r t a i n a r c h e t y p a l Marchen memories, c a t a l y s e d by a 

c h a r a c t e r i s t i c s y n a e s t h e t i c experience o f which more l v i l l be s a i d . D espite 

the success o f Der f e r n e Klang i n Germany, many o f h i s Viennese a s s o c i a t e s 

were w o r r i e d , even shocked, by i t s s t a r k r e a l i s m , e s p e c i a l l y t h a t o f Act 2. 

Yet i t i s e s s e n t i a l t o an u n d e r s t a n d i n g of h i s work as a whole t o see the 

Marchen aspect o f Der f e r n e Klang. f o r a l l i t s harsh verismo. as an i n d i s p e n s 

able p a r t of the work's t o t a l f l a v o u r - and thus the key t o Schreker's l a t e r -

operas. Even the e a r l i e r one-act Flammen. w i t h i t s r e t u r n i n g crusader, 

u n f a i t h f u l , r e m o r s e f u l w i f e , wandering s i n g e r and devoted nurse, has i n i t 

the seeds of what was t o f o l l o w . The garden scene i n Flamnien, f o r i n s t a n c e , 

i s an embryo o f the n o c t u r n a l woodland i n Act 1 o f Der f e r n e Klang. where 

Grete, i n f l i g h t from her narrow, unsympathetic f a m i l y , f a l l s asleep, soon t o 

be d i s c o v e r e d by the ' a l t e K u p p l e r i n ' and t a k e n o f f t o the Venetian b o r d e l l o . 

Indeed the r i c h n e s s and harmonic beauty o f t h i s s e c t i o n u n d e r l i e s i t s d r a m a t i c 

s i g n i f i c a n c e , and seems t o s t r e s s Der f e r n e Klang's r o o t s i n the l i t e r a t u r e 
78. Unpub. 1 s t p e r f . Baden-Baden, May 1958, under liosband. 
79. R e f e r r e d t o h e r e a f t e r as Das S p i e l w e r k f o r the sake o f b r e v i t y , though 

i t d i d n o t r e c e i v e t h i s t i t l e (and the d e s c r i p t i o n iMysterium') u n t i l 
the 1915 r e v i s i o n . 
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of e a r l y German Romanticism. I f the a l l u s i o n t o G r e t e l and the w i t c h was 

a c c i d e n t a l (pace the Grimms) the opera makes a f e a t u r e of those sudden 

changes o f landscape f o r which Tieck had such a p r e d i l e c t i o n , as i n the 

s t o r y Per Runenberg. I n t h i s scene o f Schreker's opera, 'fleck's ''iVald-

e i n s a m k e i t 1 i s abundantly d i s p l a y e d , a s s o c i a t e d w i t h the i n t o x i c a t i o n o f 

landscape, as w e l l as i t s p o t e n t i a l t o induce a f a l s e sense of s e c u r i t y . As 

Grete looks across the lake (Ex. 167) she i s tempted t o h u r l h e r s e l f i n , b u t 
80 

i s stopped by the moon's sudden i l l u m i n a t i o n of the scene. The lake 

g l i s t e n s , glowworms gleam, a n i g h t i n g a l e s i n g s , deer move towards the water 

(Ex. 168). The words ' N a c h t l i c h e r Waldzauber 1 and the key o f C sharp major 

sum up Grete's enchantment. 'Die Natur atmet Liebe und Verheissung'. 

'Wie s e l t s a m ! 1 she c r i e s , * e i n Marchen!' The appearance o f the o l d 

K i i p p l e r i n i s a reminder t h a t Hoffmann's s t o r y Per goldene Topf (1813/14) 

f e a t u r e s a l i t t l e applewoman o f the same type, i n a n a r r a t i v e c o n s c i o u s l y 

based on Die Z a u b e r f l o t e . Furthermore, Marianne Thalmann's comments on the 

heroes o f Tieck and Hoffmann - t h e i r r e j e c t i o n o f c o n f o r m i t y , domestic 

b a n a l i t y , and the complacency o f v i l l a g e l i f e - bear d i r e c t l y on t h e i r 
81 

descendent F r i t z . The s t u d e n t Anselmus i n Per goldene Topf i s , l i k e F r i t z , 

' n i c h t nur e i n Traumer, sondern schon e i n b e s c h a d i g t e r Mensch m i t schizophrenen 

Zugen der i n I l a l l u z i n a t i o n e n l e b t , Bewusstseinspaltungen kennt und i n s e i n e r 
• 82 

b i i r g e r l i c h e n Umgebung g r o t e s k w i r k t ' . 

The p e c u l i a r t r i u m p h o f Der f e r n e Klang i s i t s f u s i o n o f the verismo 

dimension a t every p o i n t w i t h a near P i r a n d e l l i a n ( o r a t l e a s t Hoffmannesque) 

f e e l i n g f o r the marchenhaft, f a n t a s t i c aspect of each s i t u a t i o n , 

l l o f m a n n s t h a l 1 s V i t t o r i a i n 1899 spoke o f two streams, the golden one 'der des 

Vergessen', the s i l v e r 'der s e l i g e n E r i n n e r u n g ' . 'Erinnerung' i s here t h e 

overwhelming theme, the p e r s i s t e n t f o r c e o f memory; Grete, F r i t z , Pr. V i g e l i u s , 
80. The f u l l score a t t h i s p o i n t i n s t r u c t s : 'Die H a r f e muss d e u t l i c h 

g e h o r t worden'. 
81. Loc. c i t . , Chs. 3 and 5, pass i o n . 
82. Hoffmann, P. W., 1; Thalmann, op. c i t . , 86. 
83. Pie Abenteuer und d i e S a n g e r i n . Praraen. I . 209. 
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the guests a t the Casa d i Maschera. everyone, indeed seems p o i s e d as though 
f o r e v e r l o o k i n g back r a t h e r t h a n f o r w a r d . None o f the c h a r a c t e r s seems t o 
possess a r e a l f u t u r e , n e i t h e r the p r o t a g o n i s t s , nor the well-meaning 
V i g e l i u s , n o r the Craf, whose adventure w i t h Grete i s , i n e v i t a b l y , s h o r t 
l i v e d . Yet i n every case, the past i s a l s o a burden o f some k i n d , an 
oppressive shadow t o which they succumb o r from which they s t r i v e v a i n l y t o 
escape. 

Act 2, s e t i n the Casa d i Maschera i n the Venetian lagoon, i s s t r u c t u r e d 

around two songs, o f which the f i r s t , the b a l l a d Die gliihende Krone' i s a s h o r t 
84 

parable o f the opera i t s e l f . The King's crown glows i n p r o p o r t i o n .to the 

s t a t e o f h i s emotions. When, a t l a s t , he f a l l s p a s s i o n a t e l y i n l o v e , the 

agony caused by the crown i s so g r e a t t h a t he t e a r s i t from h i s head and casts 

i t i n t o the sea. Only then does he f i n d t h a t , as a w a t e r - s p r i t e , i t has 

become h i s l o v e d one, who c r i e s l o n g i n g l y and h o p e l e s s l y from the waves. 

This i s immediately f o l l o w e d by the s h o r t e r , chorus-punctuated song 'Das 

Blumenmadehen von S o r r e n t ' , the d e l i b e r a t e s c u r r i l i t y o f which emphasises the 

r e a l s i t u a t i o n i n which Grete c u r r e n t l y l i v e s . Not f o r the l a s t t i m e , 

Schreker thus i n t r o d u c e s a Marchen-style anecdote i n t o the t e x t u r e o f a work 

i n an o u t w a r d l y s e l f c o n s c i o u s , y e t a r t i s t i c a l l y s u c c e s s f u l way, so as t o 

suggest a double awareness o f events by the c h a r a c t e r s themselves. This i s 

a simultaneous p e r c e p t i o n of the n a r r a t i v e ' s ' r a t i o n a l ' progress a l o n g s i d e i t s 

' i r r a t i o n a l ' dependence on e a r l i e r events o f which they can know n o t h i n g . 

F r i t z ' s g h o s t l i k e a r r i v a l by boat and anguished d e p a r t u r e ('Gluhende Marchen 

w i l l i c h d i r f l i i s t e r n ' c r i e s Grete w h o r i s h l y a f t e r the bearded s t r a n g e r , whom 

she alone, had i d e n t i f i e d ) o n l y emphasises t h i s t r a n c e - l i k e q u a l i t y . I t i s 

t h i s which d i s t i n g u i s h e s the Venice a c t from Act 2 o f La Boheiae, t o which i t 

bears s u p e r f i c i a l resemblances. 

A c t 3 increases the ' t r a n c e ' s t i l l f u r t h e r . F o l l o w i n g the r a p i d 

succession o f e i g h t scenes connected w i t h the ( o f f s t a g e ) performance o f F r i t z ' 

opera and the reappearance o f the S c h a u s p i e l e r and Dr. V i g e l i u s from Act 1, 
84. As N e u w i r t h has shown, the E f l a t minor s t r u c t u r e o f the b a l l a d r e l a t e s 

d i r e c t l y t o the harmonic p a t t e r n o f the work's opening. Cf. DH, 93 f . 
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the meaningless p r a t t l e and greed o f the a c t o r s and guests ( s y m b o l i s i n g the 
o u t e r w o r l d , s o c i e t y a t l a r g e , o r the c y n i c a l l y a c q u i s i t i v e m e t r o p o l i s , i n 
t h i s case Vienna) lead v e r y g r a d u a l l y i n t o the Nachtstuck. This o r c h e s t r a l 
core o f the work, occupying a place a k i n t o the Prologue o f Act IV, Scene 3 
i n P e l l e a s e t Melisande, most p r o b a b l y unknown t o Schreker i n 1905. 

I n Exx. 169 and 170, S c h r e k e r 1 s two most f r e q u e n t devices f o r e x p r e s s i n g 

s t a t e s o f emotional t e n s i o n or r e v e r i e are seen t o be the pedal p o i n t , and 

the melodic appoggiatura ( f r e q u e n t l y a l l i e d t o a d a c t y l i c rhythm) w i t h a 

r e i t e r a t e d harmonic p a t t e r n , i n t h i s case the i n v e r t e d added s i x t h . Ex. 169's 

opening v i o l a melody i s the 'Sehnsucht' m o t i f , and combines w i t h the added 

s i x t h i n v e r s i o n ( c l a r i n e t , bass c l a r i n e t and horn) t o suggest a s t a t e o f 

f l u x which s t r i v e s t o a v o i d a d e f i n i t e t o n a l i t y (here C sharp minor, c l o s e l y 

r e l a t e d t o the key o f Ex. 168) or t o a r r i v e a t a r e a l cadence. I n Ex. 170's 

p r o g r e s s i o n , the melodic f i g u r e p i v o t s around G sharp, and though r e s o l u t i o n 

of the a p p o g g i a t u r a on t o P sharp as the mediant o f D i s suggested, what 

a c t u a l l y happens i s t h a t G sharp becomes the pedal p o i n t over which woodwind 

and trumpet harmonies and v i o l i n c o u n t e r p o i n t progress t o a cadence on C 

sharp major which remains over i t s dominant. 

The d a c t y l i c f i g u r e can be found i n l a t e r works, such as Die 

Gezeichneten ( c f . Exx. kk and 52), Der Scbatzgraber (Exx. 195 and 213) and 

Der Schinied von Gent (Exx. 228 and 230). I t i s a l s o e v i d e n t i n Das S p i e l w e r k . 

Old Liese's s o r r o w f u l r e f l e c t i o n a t the c l o s e o f Act 1, f o r i n s t a n c e , i s 

shown i n Ex. 171 as a repeated n i n t h chord over f i r s t a G, then a B f l a t 

dominant p e d a l ; here the impending r e s o l u t i o n i n t o a r e g i o n o f E f l a t i s 

avoided, and a dominant n i n t h chord o f D reached i n s t e a d . This s e c t i o n o f 

Act 1, l i k e i t s f i r s t appearance i n F sharp i n the o r i g i n a l V o r s p i e l . was 

d e l e t e d i n Schreker's r e v i s i o n . 

Der f e m e Klang. s e t i n a dour, p i t i l e s s contemporary w o r l d , y e t saturated 

w i t h the atmosphere o f dream, was avowedly a u t o b i o g r a p h i c a l . Das S p i e l w e r k 

and Der Schatzgraber. r e s p e c t i v e l y h i s f a v o u r i t e and commercially most 

s u c c e s s f u l works, t o o k t h i s m i x t u r e of 'Traum' and ' W i r k l i c h k e i t ' a stage 

f u r t h e r . For the f i r s t time,, Schrelcer used the Marchen-derived s u p e r n a t u r a l 
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element which had been j u s t below the s u r f a c e i n Der f e r n e Klang;. Both 
works stemmed i n i t i a l l y from i n t e n s e v i s u a l experiences; b o t h were set i n the 
medieval German Marchenlandschaft s e t t i n g a p p r o p r i a t e t o t h e i r a c t i o n ; i n 
bo t h , the language i s a m i x t u r e o f a r c h a i c and modern, the c h a r a c t e r s n o t 
sim|)ly Griium o r P e r r a u l t f i g u r e s , b u t i n d i v i d u a l s r e f l e c t i n g modern 
predicaments t h r o u g h the prism of Marchen t y p o l o g y . To t h i s e x t e n t , Schreker 
i s an h e i r o f the e a r l y 1 9 t h c e n t u r y Kunstmarchen exponents, w i t h t h e i r 
e l a b o r a t e f e e l i n g f o r the passage o f t i m e , and p r e o c c u p a t i o n w i t h the emotional 
s i g n i f i c a n c e of landscape and s e t t i n g . C e r t a i n J u g e n d s t i l t h e o r i s t s had made 
much of a r t , e s p e c i a l l y t h e a t r i c a l a r t , as a 'Kunst der Weltanschauung' a 
p o s i t i v e ' B e f r i e d i g u n g u n s r e r U b e r s i n n l i c h k e i t ' , i n which s t y l e might become 

B E 
'das Symbol des Gesamtempfindens, der ganzen Lebensauffassung e i n e r Z e i t ' . 

Both Behrens and E n d e l l i n s i s t e d t h a t a r t should r e f l e c t the p r e s e n t , w h i l e 
86 

agreeing t h a t 'das Z i e l a l l e r Kunst i s t Schonheit'. Schreker would have 
echoed E n d e l l ' s view t h a t •Schonheit i s t n i c h t anderes, a l s d i e s t a r k e 

berauschende Freude, d i e Tone, Worte, Formen und Farben i n uns u n m i t t e l b a r 
87 

erzeugen'. He c o u l d never, however, have agreed w i t h E n d e l l ' s condemnation 

o f the impulse towards t h e myt h i c p a s t : 

Eine wunderreiche h e r r l i c h e Welt, d i c h t v o r uns, so JCostlich, so bunt 

und so m a n n i g f a l t i g , dass w i r es gar n i c h t n o t i g haben, uns Marchenwelten zu 

ertraumen; das Jiesste, d i e Gegenwart, d i e W i r k l i c h k e i t das P h a n t a s t i s c h e , 

U n g l a u b l i c h s t e , das es g i b t Wir brauchen keine z w e i t e n Welt l i b e r den 
88 

Wolkeu oder i n der Vergangenheit ....' 

I t i s p o s s i b l e t o i s o l a t e c h a r a c t e r - e l e m e n t s i n Schreker's operas a c c o r d i n g 

t o a t y p o l o g y a t once modern and marchenhaft: (a) the unhappy, q u e s t i n g woman 

(b ) the a r t i s t f i g u r e ( c ) the f i g u r e ( s ) r e p r e s e n t i n g moral a u t h o r i t y ( d ) the 

•hate' f i g u r e o r grotesque and (e) the crowd. Table 3 ( o m i t t i n g Der Rote Tod 
85. P e t e r Behrens: Feste des Lebens und der Kunst. Darmstadt. 1900. 

S e l i g , 424. 
86. August E n d e l l : Vom Sehen. Die Neue G e s e l l s c h a f t , 1905. S e l i g , 420. 
87. I b i d . 
88. I b i d . 
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and the Wilde pantomime) s e t s these o u t , r e v e a l i n g the e x c e p t i o n s . 

TABLE 3 

Work Unhappy-
woman 

A r t i s t 
f i g u r e 

M oral 
a u t h o r i t y 
f i g u r e 

•Hate' 
f i g u r e or 
grotesque 

Crowd 

Flamraen Irmgaard Duke - -
Feme Klang Grete F r i t z ? Graumann 

f a m i l y 
Inmates o f the 

Casa d i 
maschera 

Spiel w e r k P r i n z e s s i n Bursch 89 Wolf V i l l a g e r s 

Gezeichneten 90 C a r l o t t a 
N a r d i 

Adorno and the 
Podesta 

N o b i l i t y and 
c i t i z e n s o f 
Vienna 

Tonenden 
Spharen 

A l i n e R o l f Magnus A l i n e ( a g a i n ) R a f f a e l 
O r f a n t 

-

Schatzgraber Els E l i s King/Narr A l b a Townspeople, 
monks 

Memnon Agra Memnon Amenophis - S o l d i e r s 

I r r e l o h e L o l a , Eva ? H e i n r i c h C h r i s t o b a l d 
and f r i e n d s 

V i l l a g e r s 

C h r i s t o p h o r u s L i s a C h r i s t o p h M e i s t e r Johann ( ? ) Anselm -
Singende 
T e u f e l 

L i l i a n Amandu s Pater K a l e i d o s Frass, P i l g e r Monks, 
s u p p o r t e r s of 

A l a r d i s 

Schmied von 
Gent 

(?) Suiees 9 1 

Frau 
( ? ) Smee Peter ; Joseph 

and Maria 
Slimbroek, 
HesseIs, 

Alba 

C i t i z e n s o f 
Gent, Gesellen 

The dedicatee of Das S p i e l w e r k was Alma Mahler, though i t would be i d l e 

t o use t h e i r f r i e n d s h i p as a b a s i s f o r c o n n e c t i n g her w i t h the P r i n z e s s i n . 

A newspaper a r t i c l e read one summer evening was as f a r as Schreker ever went 

89. There i s no 'moral a u t h o r i t y ' f i g u r e i n Das S p i e l w e r k , though both 
the dead son and F l o r i a n have some claims t o the r o l e . 

90. Die Gezeichneten i s the main e x c e p t i o n t o the p a t t e r n . A l v i a n o , 
though u g l y , i s c l e a r l y more than a 'grotesque', w h i l e C a r l o t t a i s 
perhaps the most co n t e n t e d and rounded of a l l Schreker's women 
c h a r a c t e r s , d e s p i t e her doomed consumptiveness. 

9 1 . Der Schmied v. Gent, a g a i n steps o u t s i d e the p a t t e r n . Smee's w i f e 
i s n o t 'unhappy', n o r i s Smee the a r t i s t 
sense as F r i t z , the Bursch or E l i s . 

f i g u r e i n the same ' h e r o i c ' 
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92 i n a c counting f o r the work's o r i g i n . Three images merged i n t o one. The 

f i r s t was t h a t o f the o l d , t r a v e l l e d v i o l i n v i r t u o s o p l a y i n g b e fore a 

g a t h e r i n g i n h i s homeland v i l l a g e , f o l l o w e d by the ' o u t l i n e s of a c a s t l e i n 

the g l o w i n g red of evening', i n t o whose gateway the o l d a r t i s t (now y o u t h f u l ) 

walked, as b e l l s rang over Vienna 1 s e l t s a m e r w e l s e ' . The t h i r d image o c c u r r e d 

as he was c o m p l e t i n g the t e x t on the evening o f a Viennese f e s t i v a l , w i t h 

bands, a p r o c e s s i o n , crowded s t r e e t s and, again, the r i n g i n g o f b e l l s . This 

' f e s t i v a l 1 i s a c t u a l l y foreshadowed on the Princess's f i r s t appearance, as 

she 'sweetly and i n a r a t h e r t i r e d manner' d e c l a r e s ' I c h w i l l heut* abend 

v i e l L i c h t e r sehn/das schloss s o i l f e s t l i c h / e r l e u c h t e t s e i n ! / Wahlt von 

raeinen Pagen/die schwarzgelockten,/sie s o l l e n auf i h r e n / dunklen Hauptern/ 

Kranze tragen/aus r o t e n Kosen 1. Thus the v i s u a l aspect i s s t r o n g l y evoked, 

o n l y t o be set a t once a g a i n s t the a u r a l aspect: 'Lasst S p i e l l e u t e kouimen/ 

i n i t F l o t e n und Geigen/Sie s o l l e n auch goldene/Harfen haben;/ und sagt den 
. . 9 3 

Turmen:/im a l i e n Kirchen/mussen heut* abend/die Glocken l a u t e n ' . 

A p a r a l l e l r i c o r d a n z a among the v i l l a g e r s occurs l a t e r , as they r e c a l l 

the t i m e , seven years e a r l i e r , when the p r i n c e s s was deeply i n l o v e w i t h 

F l o r i a n ' s l o n g - d e p a r t e d and now dead son. This was ' e i n Taumel, e i n 

glilhender Rausch' o f s p r i n g t i m e ( J o h a n n i s - n a c h t ) when glow-worms f l e w , b i r d s 

sang a l l n i g h t , a breeze passed s u l t r i l y t h r o u g h the t r e e s , jasmines danced 

w i t h b u t t e r f l i e s , the a i r was heavy and g o l d e n - t i n g e d , and 'die Menschen 
94 

atmeten t i e f / s i c h berauschend/wundersuss duftenden B l u t e n s t a u b ' . Thus the 

romantic e v o c a t i o n of n a t u r e which f i g u r e d so s t r o n g l y i n Acts 1 and 3 o f 

Per f e r n e Klang (and s t i l l e a r l i e r i n the garden scene o f Flammen) i s c e n t r a l 

t o the t o t a l mood o f Das S p i e l w e r k . 

The opera was, however, thought o f as a Marchen from the o u t s e t , as i s 

u n d e r l i n e d by f a c t o r s o t h e r t h a n the c e n t r a l r o l e o f the ' u n e r f u l l t e r 

Sehnsucht e r r e g t e n F i g u r ' 9 5 o f the p r i n c e s s . 9 6 I n a d d i t i o n t o the Raimundian 
92. ( l o c . c i t . ) Anb. 1920, 548. 
93. Textbuch, 15. 
94. Textbuch, 35. 
95. Hoffmann, l o c . c i t . , 116. 
96. HSB, 38. 
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and Roseggerian elements mentioned e a r l i e r , numerous f o l k t a l e m o t i f s appear 

by i m p l i c a t i o n . These i n c l u d e the p r i n c e s s i n love w i t h a l o w l y boy ( P l o r i a n 
97 98 99 son), the p r i n c e s s who has never laughed, the hero w i t h h i s magic f l u t e 

who alone can make the p r i n c e s s speak ( i . e . f e e l again).^® I n the Bursch's 

dream o f the naked p r i n c e s s who t u r n s i n t o ' e i n a l t e s , u r a l t e s W e i b l e i n 1 

t h e r e i s even an echo o f TMI K. 443.6 - the s i g h t o f a naked p r i n c e s s as the 

p r i c e o f ma r r i a g e . 

The most probable s i n g l e source o f Das Sp i e l w e r k appears t o be Das 

beherzte F l o t e n s p i e l e r . a Franconian s t o r y from Bechstein's Deutsches 
102 

Marchenbuch. Though never mentioned, by Schrelcer, i t o f f e r s a s t o n i s h i n g l y 

c l o s e p a r a l l e l s t o h i s n a r r a t i v e , a l t h o u g h , l i k e the m o t i f s r e f e r r e d t o above 

they may w e l l have been subconscious. I n Bechstein's Marchen. a t r a v e l l i n g 

f l u t e - p l a y e r lodges i n a farmhouse c l o s e t o a r u i n e d c a s t l e . This i s the 

f i r s t element, though the second - d i s c o v e r y o f the l a t e count's hidden 

t r e a s u r e and the disappearance o f p r e v i o u s searchers - i s n o t p r e s e n t . The 

main f e a t u r e o f the courageous f l u t e - p l a y e r ' s experiences i n the c a s t l e , 

a p a r t from h i s s u c c e s s f u l d i v i s i o n o f the d i s c o v e r e d t r e a s u r e i n t o two equal 

h a l v e s , i s the opening o f a door, t h r o u g h which appear two t a l l men i n b l a c k , 

c a r r y i n g a b i e r . The c o f f i n on t h i s c o n t a i n s a l i t t l e o l d man, who guides 

the f l u t e p l a y e r t o the t r e a s u r e i n t h e dungeon, d e c l a r i n g t h a t he can now d i e 

i n peace. Transposed i n t o the dead son o f M e i s t e r F l o r i a n , t h i s may w e l l 

have g i v e n Schreker the i d e a f o r the work's o r i g i n a l opening, the l u g u b r i o u s 

f u n e r a l march o f Ex. 172, a scene he subsequently d e l e t e d . I n Bechstein's 

s t o r y , the farmer hears the f l u t e p l a y e r ' s melody a f t e r the d i s c o v e r y o f the 

t r e a s u r e - h o a r d , and, emboldened, goes t o the c a s t l e . The f l u t e p l a y e r 

e v e n t u a l l y b u i l d s a. new c a s t l e over the r u i n s o f the o l d , and l i v e s t h e r e . I 
97. TMI: T 55.1 and T 91.4. 
98. AT 559.1 and 571.3. 
99. AT 594. 

100. AT 945. 
101. Textbucti, 24-5. P r i n t e d i n 1912 v o c a l score, 74: o m i t t e d i n 

performances. 
102. George Wigand, L e i p z i g , 1846, 126-9. 
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tne ' t r e a s u r e * m o t i f i s r e p l a c e by the tormented p r i n c e s s , a l s o sought by 

the wandering Bursch and ' d e l i v e r e d 1 by him, the main elements can be seen 

t o bear v e r y c l o s e l y on Das beherzte F l b ' t e n s p i e l e r . 

The p a n t h e i s t i c tone o f Schreker's s h o r t i n t r o d u c t o r y note t o the 

Textbuch d e r i v e s from h i s a s s o c i a t i o n of the f a n t a s y - i n s t r u m e n t he c a l l e d 

the 'Spielwerk' ( e n t i r e l y imaginary, d e r i v i n g i t s sound from a combination 

o f f l u t e , harmonium, c e l e s t e , g l o c k e n s p i e l and harps) w i t h e t h i c a l q u a l i t i e s . 

Thus the unhappy l o n g i n g o f the p r i n c e s s , d i r e c t l y l i n k e d t o the s i l e n c e of 

the 'Spielwerk' and c o n c e n t r a t e d n e u r a s t h e n i c a l l y on F l o r i a n ' s dead son, i s 

n o t simply sexual i n the l i m i t e d sense, though 1 S i n n l i c h k e i t 1 and ' v e r d e r b l i c h e 
103 

E r u n s t 1 played t h e i r p a r t i n her c o n d i t i o n o f morbid a n x i e t y . This ' T r i e b ' 

i s , i n Schreker's words 'der Ursprung .... von a l i e n Guten und Bosen, von 

S e l i g k e i t und Enttauschung, Gluck und Elend, Leben und Tod; das G o t t l i c h e und 

das T e u f l i s c h e * . Hence the ' S p i e l w e r k 1 , the work o f F l o r i a n and h i s former 

a s s i s t a n t , Wolf, i s the symbol of s p i r i t u a l and moral s t r i v i n g , was 'geschaffen 

a l l e i n Erhab'nes zu kiinden'. Wolf, a ' S i n n b i l d der rohen, e r d h a f t e n , 

t i e r i s c h e n K r a f t * a l s o d e s i r e s the p r i n c e s s . 'V/arum b i s t Du/so t e u f l i s c h 

schon?' he c r i e s , 'Du t o t e s t d i e Freude'.*^* I n the 1912 v e r s i o n , he i s 

persuaded to d e s t r o y the 'Spielwerk' by the p r i n c e s s ' s promise o f l o v e . 

A g a i n s t t h i s , the Bursch i s i n s p i r e d by ' h e r r l i c h t o r i c h t e n I d e a l e n der 

Jugend' and ' g e s t a h l t von den W i l l e n und der K r a f t zu erlb'sender Ta:t , geweiht 

durch eine grosse verstehende Liebe.* The simple moral c o n t r a s t here i s j u s t 

what one expects t o f i n d i n a Marchen. 

The 1915 r e v i s i o n ( p u b l i s h e d as the 'Munich* v e r s i o n i n 1920) merged 

the V o r s p i e l and two a c t s o f 1912 i n t o a one-act s t r u c t u r e of which Scenes 

V I I and X V I I I were newly composed, and scene X V I I s u b s t a n t i a l l y a l t e r e d . 

103. Cf. Freud's 1894 paper on the c l i n i c a l syinporaatology o f a n x i e t y - n e u r o s i s 
s t r e s s i n g g e n e r a l i r r i t a b i l i t y , anxious e x p e c t a t i o n , hypochondria, 
pangs of conscience and a n x i e t y a t t a c k ; these seem t o account c l o s e l y 
f o r the P r i n c e s s ' s s t a t e . C o l l . Papers, I , Hogarth Pr., 1949, 7 8 f . 
' A n x i e t y - n e u r o s i s ' , he claimed i n 1895. ' i s produced by a n y t h i n g which 
w i t h h o l d s somatic sexual t e n s i o n from the p s y c h i c a l and i n t e r f e r e s 
w i t h i t s e l a b o r a t i o n i n the p s y c h i c a l f i e l d * . I b i d . , 108. 

104. Textbuch, 21-2. Became p a r t o f Sc. VI i n 1915 v e r s i o n . 
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Scene V I I , a d i a l o g u e between Liese and the p r i n c e s s , r e p l a c e d the o r i g i n a l 

close o f Act 1 ( f i g s . 84 t o 97/7) which c o n s i s t e d o f an anguished monologue 

by L i e s e . I n the o r i g i n a l score, t h e p r i n c e s s and Bursch disappear i n t o 

the c a s t l e b e f o r e F l o r i a n ' s address t o the v i l l a g e r s and the b u r n i n g o f 

h i s c o t t a g e . The new scene X V I I p r o v i d e s new music, and r e t i m e s the e n t r y 

to c o i n c i d e w i t h the son's s p e c t r a l reappearance, r a i s e d on h i s b i e r , p l a y i n g 

the v i o l i n . Scene X V I I I acknowledges the weakness o f the o r i g i n a l c l o s e , 

which l a r g e l y comprised the sound o f b u r n i n g , the p e a l i n g o f b e l l s i n the 

v i l l a g e , and the p r a y i n g of the crowd. The new Scene X V I I I begins w i t h 

Wolf's c r y : 'Wo i s t d i e P r i n z e s s i n ? / He, her zu m i r ! / Der F r e i e r i s t da -/ 

die B r a u t f a k k e l l o h n t 1 ^ " ' and c o n t i n u e s w i t h a new s e c t i o n , L i s a ' s 

t r i u m p h a n t r e p l y : 'Da kamst du zu spat/Du grimiaiges T i e r / D i e f r e i s t du n i c h t 
10 6 

mehr,/3ie e n t f l o h d e i n e r G i e r ' . A t t e n t i o n i s c o n c e n t r a t e d on the son, 

and as the v i l l a g e r s pray, Liese's l u l l a b y f i n a l l y b r i n g s s t i l l n e s s t o the 

f i g u r e on the b i e r . 

I n place o f the m y s t e r i o u s f u n e r a l V o r s o i e l , i n which a t t e n t i o n was 

c o n c e n t r a t e d on the dead son, Schreker decided t o b e g i n w i t h the i n t r o d u c t i o n 

t o the o r i g i n a l Act 2, the Bursch 1s dream. This e q u a l l y m y s t e r i o u s passage 
107 

(Ex. 173) w i t h i t s d e l i c a t e m i x t u r e o f F and D and i t s c o n t i n u a t i o n 

(Ex. 174) has the m e r i t , d r a m a t i c a l l y speaking, o f f o c u s s i n g on the Bursch 

a t the o u t s e t , and of r e f e r r i n g t o the P r i n c e s s t h r o u g h her l y r i c a l m o t i f 

(Ex. 175). I t must, however, be s a i d t h a t the m u s i c a l m e r i t s of the f i r s t 

v e r s i o n are c o n s i d e r a b l e , s i n c e m o t i f s r e l a t e d t o Liese and the dead son 

appear whose emotional s i g n i f i c a n c e i s u n c l e a r i n the second v e r s i o n . On 

the o t h e r hand, the work's c l o s e i s much c l e a r e r d r a m a t i c a l l y , and i t s 

shimmering D major i s f e l t t o r e l a t e t o the Bursch's dream music o f the opening. 

I n the 1912 score, the son and h i s p a r e n t s dominate the b e g i n n i n g , w h i l e the 

b u r n i n g o f the c o t t a g e , the overwhelming o f Wolf, and the e n t r y o f Bursch 

and p r i n c e s s i n t o the c a s t l e dominate the c l o s e . I n the 1915 v e r s i o n , the 
105. Textbuch, 44. 
10G. 1920 V.3., f i g . 234. 
107. Cp. the m i x t u r e o f D and B f l a t minor opening Die Gezeichneten (Ex. 4 2 ) . 
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e n t r y i n t o the c a s t l e has taken p l a c e , the b u r n i n g of the c o t t a g e i s 

f o r e s t a l l e d , and the 'Spielwerk' s u r v i v e s . F l o r i a n , Wolf and the v i l l a g e r s 

are s p e c t a t o r s of what i s a p r i v a t e exchange o f tenderness between Liese and 

her son. 

The o r i g i n a l s e t t i n g - e a r l y morning, b e f o r e F l o r i a n ' s a n c i e n t , gloomy 

cot t a g e on the edge o f a medieval town, w i t h a d i s t a n t view of the c a s t l e -

was b r i e f , and the 'Munich' v e r s i o n i n c o r p o r a t e d A l f r e d R o l l e r ' s suggesLions. 

His main improvement was a huge background r o c k f a c e , the c a s t l e s t i l l v i s i b l e 

i n the d i s t a n c e , w i t h a pathway from i t c r o s s i n g the stage, and a ' n a t u r a l 

v i a d u c t ' l e a d i n g to the town. F l o r i a n ' s c o t t a g e , t o the l e f t , was again 

o l d and decayed, overgrown w i t h moss, surrounded by shrubs, b e r r i e s and 

rosebushes. T h i s s e t t i n g i s seen a g a i n s t the o r i g i n a l opening o f Act 1 

(Ex. 176) whose sombre, u n r e s o l v e d t e n s i o n c o n t r a s t s d e l i b e r a t e l y w i t h the 

•Spielwerk' music. This (Ex. 177) i s heard on the Bursch's entrance, as a 

response t o h i s f l u t e - p l a y i n g , and i s d e s c r i b e d i n the score as ' e i n seltsames 

K l i n g e n , wie Geigen, F l o t e n und k l e i n e Glockchen: das ganze d u r c h t r a n k t von 

e i n e r ubermiitigen g o t t l i c h e n L-Le i t e r k e i t 1 . 

As the n a r r a t i v e advances, the C a s t e l l a n r e v e a l s t h a t the Bursch has 

aroused the 'Spielwerk' from s i l e n c e l i k e none be f o r e hira; F l o r i a n d i s c l o s e s 

h i s p o s i t i o n as 'Hexenmeister' f o r the v i l l a g e r s , h i s estrangement from 

L i e s e , the continued absence o f h i s son, and the tormented s t a t e of the 

p r i n c e s s . When, f i n a l l y , she a r r i v e s , F l o r i a n hauls the Bursch i n t o the h u t , 

and she does n o t see him. Ex. 178, e x t e n s i v e l y used l a t e r , expresses her 

u n e a s i l y r e g r e t f u l l o n g i n g , her desperate memory o f the son: 'Nur e i n e r was 

schon/und h e r r l i c h und h o l d / m i t Augen d i e wie/der F r i i h l i n g l a c h t e n ' . 
1 der Tod a l l e i n i s t E r f u l l u n g ' she c r i e s t o her maids and the K a s t e l l a n . 

I t i s a p p r o p r i a t e t o her mood, and the jvlarchen f l a v o u r of the s t o r y t h a t her 

f i r s t d i a logue should be w i t h the m a l i g n a n t Wolf, w i t h h i s d r y , jagged m o t i f 

(Ex. 179), ' e i n v e r w a h r l o s t aussehender Mann rait b r u t a l e n GesichtszCigen'. 

The mood o f b i t t e r n e s s pervades the e n t i r e o r i g i n a l f i r s t a c t , since Wolf's 

dark, s c a r c e l y a r t i c u l a t e d d e s t r u c t i v e plans are f o l l o w e d by Liese's 
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r e v e l a t i o n of her son's death: 

Korame schone P r i n z e s s i n , 

er h a r r t . D e i n L i e b s t e r ! 

Auf eineia Lager e n t b l a t t e r t e r Rosen 

r u n t e r uad s t a r r t rait g e i s t e r n d e n Augen 

g l a s e r n und s t a r r i n den Himmel nine i n . 

I n the r e v i s e d v e r s i o n , she r e f e r s t o him as the Spielmann; begging the 

pr i n c e s s t o take him up t o the c a s t l e w i t h her, she o n l y g r a d u a l l y r e v e a l s 

t h a t he i s , i n f a c t , dead. At t h i s p o i n t , her f i e r c e l y m a t e r n a l f e e l i n g s 

come t o the f o r e : ' I c h schintie uieim Junges! darm w e r f i c h den 

Brand r i e s e n h a f t i n d i e Welt, und rache mein K i n d ! ' 

Even a t the opening o f the o r i g i n a l second a c t , when the Bursch's f l u t e 
f ' 

sets the Spi e l w e r k i n motion again ( e x t e n s i v e use of Ex. 175) the p r i n c e s s ' s 

f i r s t encounter w i t h him i s c u r i o u s l y o f f h a n d . She i s ' v e r s t o r t , g e h e t z t ' , 

i n a s t a t e o f c o l l a p s e d depression and g u i l t (Ex. 180) over the son's death. 

Q u i c k l y , however, she sees the Bursch as a way o f escape ('Wir mtissen s t e i n i g e 

Strassen n i c h t wandeln,/wir wo l i e n n ur blumige W'ege geh'n') o n l y t o f i n d t h a t 

the Bursch, though sympathetic, i s q u i z z i c a l o f her i n t e n s e , demanding manner. 

A r e f e r e n c e t o the son's theme, the f i r s t since the Bursch's a r r i v a l , i s a 

reminder t h a t Schreker's o r i g i n a l i n t r o d u c t i o n presented the theme i n i t s 

f u l l e s t form (quoted i n Ex. 181) and t h a t the 1915 Schlussgeiffang (Ex. 193) 

i s a m e d i t a t i o n on t h a t i d e a. I t i s i n the scene which f o l l o w s (Sc. X i n the 

r e v i s e d v e r s i o n ) o f the f o u r men c a r r y i n g the b i e r t h a t Ex. 181 i s developed 

most f u l l y , t o g e t h e r w i t h i t s l i t t l e coda f i g u r e (Ex. 182) a l s o found i n the 

o r i g i n a l V o r s p i e l . 

F l o r i a n ' s e m o t i o n a l confused r e a c t i o n t o the son's a r r i v a l i s overtaken 

by the u p l i f t i n g o f the b i e r . As the trombones sombrely announce Ex. 183, 

the scene i s f i l l e d w i t h heavy c l o u d s , c h u r c h b e l l s begin t o t o l l , and the 

'Spielwerk' begins t o sound ' i n e i n e r n s c h a u e r l i c h e n , c h a o t i s c h e n Summen'. 

From t h i s p o i n t on, the t r a g i c gloom appears to l i f t , the Marchen t o take on 

a d i f f e r e n t , more communal aspect. As the c a s t l e suddenly l i g h t s up, a 

procession o f pages, r i c h l y costumed, w i t h caps o f r e d roses and t o r c h e s , 
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appears Drum the c a s t l e door (Ex. 184). The appearance o f s p r i n g f l o w e r s 

i s a s s o c i a t e d w i t h t h e i r p l u c k i n g and f a d i n g ( t h e broken D minor m o t i f o f 

Ex. 185) and f o l l o w e d a t once by the f l o a t i n g D major theme o f the young 

w o m e n . I t p e r f e c t l y i l l u s t r a t e s what a l a t e r c r i t i c , speaking o f French 

Symbolist a r t i s t s and w r i t e r s , d e s c r i b e d as t h e i r tendency t o d e p i c t ' l e s 

a i l c s du songe, e t e n d r e l e champ de l a beaute, e t , de ce f a i t meme, l e s 

p o s s i b i l i t e s de d e c h i f f r e m e n t de l ' u n i v e r s i n f i n i 1 . * ^ 

'Hastet d i e Z e i t , w i r barmen d i e Freude, s a c h t , o sacht, w i r wOllen 

n i c h t e i l e n ! ' c r e a t e s a d e l i b e r a t e c o n t r a s t w i t h the b r u t a l v o i c e s of the 

drunkards' chorus, then the chorus o f v i l l a g e r s r e c a l l i n g the e c s t a t i c 

Johannisnacht seven years b e f o r e , as urged on t o d e s t r u c t i o n by Wolf, they 

respond t o Liese's r a l l y i n g c r y 'Tod der P r i n z e s s i n 1 . Liese e n t e r s i n 

d i s a r r a y l e a d i n g a crowd of v i l l a g e women; i n the m i d s t of the p r o c e s s i o n from 

the c a s t l e , the P r i n c e s s stands ' i n einem w i m d e r v o l l e n Kostum aus i r i s i e r e n d e n 

S c h l e i e r n . ' This whole passage c a l l s t o mind the crowd sequence i n the 

t h i r d a c t o f Ariane e t Barbe-bleue, f u l l o f •rumeurs, c r i s , t u m u l t e , b r u i t 

d'armes en dehors, dans l e l o i n t a i n * , w h i l e peasants, t h e i r c l o t h e s d i s o r d e r e d 

e n t e r the c a s t l e c a r r y i n g the wounded Barbe-bleue, o n l y f o r him t o be 

surrounded w i t h u n f e i g n e d concern by the f i v e ' f i l l e s d'Orlamonde'. Urged on 

by Liese ( t h e music makes e x t e n s i v e use of the 'unease' f i g u r e , Ex. 178), 

the crowd storms t h e h e i g h t and t h r e a t e n s the p r i n c e s s , a t which p o i n t the 

Bursch i n t e r p o s e s h i m s e l f ' f u r c h t b a r e r r e g t , jedoch i n e i n e r A r t v e r z w e i f e l t e n 

Humors*. T y p i c a l l y , he mixes the c o l l o q u i a l ('He doch! iVas i s t das f u r ' n 

grobe iVianier! Geht's h i e r zum Schloss? ') w i t h the grave announcement of h i s 

Tamino-like e a s t e r n o r i g i n s (Ex. 187), E f l a t heroism mixed w i t h the l o v e -

m o t i f of Ex. 175. Again, l i k e Tamino, he promises t o p l a y the crowd ' e i n 

seltsamesLied• (Ex. 188) which, as the o r c h e s t r a l s t r i n g s and harps fade away 

(Ex. 189) once again prompts the 'Spielwerk' i n t o sound. The r h y t h m i c c o n t o u r 

of t h i s chromatic melody i s taken over i n the L a n d l e r which f o l l o w s (Ex. 190) 

108. The accompaniment here i s o f c l . , bass c l . , bassoon, v i a , vc. and Ci3. 
109. John C h a r p e n t i e r : Le Symbolisme. Les A r t s e t l e L i v r e , P a r i s , 1927, 81 
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as the v i l l a g e r s p a i r o f f and soon 'dre h t s i c h a l l e s i n s e l i g e n i Reigen'. 

The rescue thus complete, the p r i n c e s s embraces the Bursch 'mit w i l d e r 

Gebarde 1, and they s l o w l y walk up towards the c a s t l e . 

Much has a l r e a d y been s a i d about the a l t e r a t i o n s made t o the opera's 

c o n c l u s i o n . J u s t as the P r i n c e s s was d e l e t e d from the r e v i s e d t i t l e , so the 

whole s t r e s s of the new c o n c l u s i o n was away from the now u n i t e d couple and 

towards the dead son. The work i n i t s one-act form can thus be s a i d t o r u n 

from the Bursch's dream, r e a l i s e d u l t i m a t e l y i n l i f e , t o the son's, r e a l i s e d 

posthumously, and sealed by h i s mother's l u l l a b y . An example from the scores 

at once r e v e a l s the changed emphasis. I n the 1912 v e r s i o n , F l o r i a n ' s 

i n d i c a t i o n o f h i s son p l a y i n g the v i o l i n i s couched i n r a p i d r e c i t a t i v e 

s c a r c e l y a u d i b l e a g a i n s t the Princess's l o v e - m o t i f (Ex. 191). The new 

s e t t i n g c r e a t e d a g r e a t e r sense o f space and a more u n e a r t h l y mood. 

Abandoning Ex. 175 f o r the 'seltsamesLied * of Ex. 189 as an i n t r o d u c t o r y 

m o t i f , Schreker continued w i t h a remarkable chromatic passage b u i l t around a 

minor-key v e r s i o n o f the son's m o t i f (Ex. 181) arid making s p e c i a l use o f 

muted v i o l i n s , harps, tam-tam, and i n t e r j e c t e d chords from the c e l e s t e , these 

l a s t c r e a t i n g a n e a r - p o l y t o n a l f e e l i n g . The whole l i n k s s a t i s f a c t o r i l y w i t h 

Liese's l u l l a b y 'Schlaf e i n , mein Junge 1, which, more than a n y t h i n g i n the 

score, has a l i a h l e r i a n autumnal q u a l i t y about i t , echoing i n s p i r i t 

B a u d e l a i r e ' s a p p r o p r i a t e l i n e s 

Le v i o l o n f r e m i t comme un coeur qu'on a f f l i g e 

un coeur t e n d r e , q u i ha.it l e neant vaste e t n o i r . 

Ex. 193 g i v e s the f i r s t 22 bars of t h i s r e s t r a i n e d , i n t e n s e , i n s t r u m e n t a l l y 

t r a n s p a r e n t and m e t r i c a l l y unexpected p i e c e . Looking back as i t does t o 

Grete's scene i n the wood ( c f . Ex. 168), i t a l s o a n t i c i p a t e s such l a t e r scenes 

as the self-communing r e v e r i e s o f E l s and o l d L o l a . 

The Viennese audience which saw Hans Gregor's p r o d u c t i o n of Das S p i e l w e r k 

r e a c t e d u n f a v o u r a b l y , though t h a t i n F r a n k f u r t passed w i t h o u t i n c i d e n t . 

Hoffmann p r e f e r r e d the r e v i s e d ending**''' f i r s t staged a t Munich i n 1920 i n a 

110. 'Harmonie du s o i r ' , Les f l e u r s du mal. X L V I I (1857) 
111. Loc. c i t . , 120-1. He had heard i t i n a c o n c e r t performance o n l y . 

http://ha.it
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performance under Bruno Walter, d e d i c a t e e o f Per f e m e Klang. The l a s t 

performance, a t Mainz i n 1929, brought renewed r e c o g n i t i o n o f i t s Marchen 

q u a l i t i e s ; i l l - d e f i n e d though these were on t h e s u r f a c e , the young Hans lt e d l i c h 

saw the ' m y t h i c a l ' 'Spielwerk' as ' e i n organisches, p o l a r g e g l i e d e r t e s Welt-

gefuge', and the t o t a l e f f e c t o f the c h a r a c t e r s ' ' m e t a p h o r i c a l * q u a l i t i e s as 
112 

p r o d u c i n g a ' r e i n g e i s t i g e G e s e t z l i c h k e i t ' . However, the work's 
descendant, Per Schatzgraber was from the s t a r t seen as the c u l m i n a t i o n of 

113 

the composer's development, a ' h e r r l i c h s t e E r f i . f l l u n g ' i n which ' E r f i n d u n g s -

und Gestaltungsvermogen auf s e i t h e r u n e r r e i c h t e r Hohe z e i g t ' . * " ^ At the same 

i t s Marchen f o u n d a t i o n was not l o s t on observers. Bekker remarked t h a t 'aus 
•• • 115 

Musik s t e i g t e i n alarchentraum auf und l o s t s i c h wieder zu r i i c k i n Musik*, 

w h i l e f o r Kapp the work possessed 'eine Marchenstiuunung vom beriickenden 

Zauber und e c h t e r G e f u h l s t i e f e * . 

Once more Schreker p r o v i d e d an experience o f i n t e n s e synaesthesia i n 

e x p l a n a t i o n o f the opera's o r i g i n s , y e t once more i t s e c l e c t i c sources were 

not r e v e a l e d or discussed, even, a t the piano p l a y - t h r o u g h b e f o r e the Dresden 

performance, when Schreker ( a s s i s t e d by M a r i a ) sang E l i s and o t h e r p a r t s ' i n 
117 

a p l e a s i n g l i g h t t e n o r - b a r i t o n e 1 . He d e s c r i b e d the house a t Semmering, 

known t o h i s f a m i l y , f u l l o f m i s c e l l a n e o u s t r o p h i e s o f f o r e i g n t r a v e l , 

i n c l u d i n g weapons, costumes, pewter, and *a cupboard i n which j e w e l l e r y o f 

a l l k i n d s g l i t t e r e d between y e l l o w e d v e i l s and b r i d a l wreaths'. The c h a r a c t e r 

of E l s , i n t h i s account, sprang from 'the young g i r l ( U s e by name) i n a 

f a n t a s t i c costume* who, accompanying h e r s e l f on a l u t e sang ' w i t h a q u i e t , 
118 

moving v o i c e some o l d German f o l k s o n g s and f o r g o t t e n b a l l a d s . 1 Schreker 
112. I I . F. R e d l i c h : Schrekers Sp i e l w e r k i n Mainz. Anb., 1929, 269. 
113. Kapp, l o c . c i t . , 84. 
114. Bekker, G. 3., I I , 46. 
115. I b i d . , 48. 
116. Loc. c i t . , 84. 
117. Anb., 1920, 18. 
118. Loc. c i t . , 548-9. 

http://Erfi.fl
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claimed t h a t the whole a c t i o n of Per Schatzgraber came to him i n t h a t hour. 

No date i s mentioned, but work on the opera began i n 1915; i t took him t h r e e 

years t o complete, and was g i v e n no fewer than f i f t y p r o d u c t i o n s f o l l o w i n g 

the January 1920 premiere a t F r a n k f u r t . 

Despite Schreker's s i l e n c e , the undoubted l i t e r a r y source of E l s i s the 
119 

Sage J u n g f r a u U s e . Both the v e r s i o n s g i v e n by the Grimms d e s c r i b e the 

s e t t i n g , the g r e a t I l s e n s t e i n r o c k i n the Harz mountains, the r i v e r U s e below 

i t , t o which the b e a u t i f u l U s e , daughter o f the Harzkonig, descends each 

morning t o bathe. I n each v e r s i o n , the emphasis i s on Use's beauty and 
120 

e l u s i v e n e s s . The Otmar v e r s i o n , echoed by Be c h s t e i n shows a young miner 

g r e e t i n g her, having h i s sack f i l l e d w i t h acorns and pine-cones, then h u r l i n g 

them i n t o the stream, o n l y t o f i n d they are r e a l l y g o l d . I n the second 

v e r s i o n , c l o s e r t o Schreker's, U s e , sought by many s u i t o r s , l i v e s i n the 

c a s t l e , w h i l e a w i t c h ' s u g l y daughter l i v e s nearby. Y/hoever sees U s e 

b a t h i n g i s taken t o t h e c a s t l e t o be r e g a l e d w i t h r i c h e s ; the u g l y daughter 
1?1 

ensures t h a t U s e i s seen o n l y once a year. Schreker would d o u b t l e s s a l s o 
have known P r i n z e s s i n U s e : e i n Marchen aus dem Harzaebirge (1851) by iUarie 

1 52 

Petersen (1816-59), ~ a f r e e f a n t a s y i n which U s e becomes a c h i l d p r i n c e s s , 

i s c o u n s e l l e d by an 'einsame Engel', taken t o a w i t c h e s ' sabbath on the 

LJrockenburg by a 'Hochmuthsteufelchen', i s tormented, and i s l a t e r n e a r l y 

overcome by an avalanche. Schreker's 'schon U s e d i e h o l d s e l ' g e Frau* i s 

the U s e of the Sage. to whom j e w e l s gave e t e r n a l 'Jugend und S c h o n h e i t 1 . I n 

a manner a k i n t o the 'gluhende Krone' b a l l a d of Per f e r n e Klang. E l i s describes 

( c f . Ex. 210) how she r e j e c t e d the dwarf who l o v e d her, so t h a t *da r a u b t e der 

Alb i h r den V/undertand 1 . She faded; ' i h r Korper v e r f i e l , doch die Seele l e b t ' . 

The j e w e l s found t h e i r way i n t o the hands of a queen, o n l y t o be s t o l e n from 
119. Grimm, Sagen ( M u l l e r , Munchen n.d.) I , 327-8. 
120. Deutsches Sagenbuch. Wigand, L e i p z i g , 1853, 340-1. 
121. B e c h s t e i n here has U s e 'von e i n e r foosen Hexe aus Neid i n den S t e i n 

verwiinscht, b i s Z e i t und Stunde kommen, s i e zu e r l o s e n ' . 
122. I n v a l i d daughter o f a F r a n k f u r t a.d. Oder chemist, who won wide 

p o p u l a r r e a d e r s h i p f o r t h i s , and her l o n g e r t a l e Die I r r l i c h t e r . 
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her by the g u i l t y dwarf t o r e v i v e the d y i n g U s e . 

One s t r i k i n g f e a t u r e o f Schreker's o p e r a - t i t l e s i s the absence from them, 

w i t h a s i n g l e ( r e v i s e d ) e x c e p t i o n , of r e f e r e n c e to t h e female p r o t a g o n i s t . 

Per Schatzgraber i s a c l e a r i n s t a n c e , i n t h a t the work i s r e a l l y about E l s , 

the innkeeper's daughter, on stage f o r most o f the opera a p a r t from the 

V o r s n i e l . E l i s (whose name echoes t h a t o f E l i s Frobora i n E. T. A. Hoffmann's 

Pas Bergwerke zu Falun, as w e l l as the young miner i n Hofmannsthal's almost 

synonymous p l a y ) i s the wandering m i n s t r e l whose person (and l u t e ) 'redeem' 

her. Through h i s magic l u t e , he has the c a p a c i t y t o seek out ' i n Kasten, 
123 

Schreinen,/eichenen Truhen,/gelbes Gold o d e r / b l i n k e n d Gestein'. Yet he 
i s n o t a ' t r e a s u r e - s e e k e r ' i n the t r a d i t i o n a l sense, b u t has the r o l e t h r u s t 

upon him by events. His t r e a s u r e i s i n v a r i a b l y g i v e n away, t o 'Arme und 
124 

Weiber'. The t i t l e i s thus i r o n i c , f o r i t i s E l s , w i t h her obsessive 

d e s i r e f o r the queen's j e w e l s as a means of a c h i e v i n g t r a n s f i g u r e d beauty 

who i s the r e a l t r e a s u r e - s e e k e r . 'Schonheit i s t i h r Element, Schonheit 
125 

i h r e i n z i g e r B e s i t z ' . E l i s , by c o n t r a s t , i s a m i x t u r e o f p h i l o s o p h e r , 
'Vagant', g r a i l - s e e k e r and 'Marchenprinz', and l i k e Lohengrin or the F l y i n g 

126 
Dutchman, seems almost disembodied. The t r e a s u r e he seeks i s 'des Lebens 

127 

H o r t , a l l e s Sehnens Z i e l ' E l i s i s thus a more r e f i n e d , developed v e r s i o n 

of the Bursch i n Das Spielwerk. and h i s l u t e , w i t h i t s redeeming c a p a c i t y , 

i s c l o s e t o the Bursch's f l u t e i n moral symbolism. 
The symbolism of 'Schatz' and 'Schmuck' r e c u r s s t r o n g l y t h r o u g h German 

128 

f o l k - m y t h . I t i s s c a r c e l y necessary t o mention the N i b e l u n g e n l i e d here, 

o r the s i g n i f i c a n c e f o r German opera of the Wagnerian ' r i n g ' symbol d u r i n g 
123. V o r s p i e l . Textbuch, 10. 
124. Do., Textbuch, 11. 
125. HSB, 42. 
126. HSB, 55. 
127. Textbuch, 27. 
128. The t r e a s u r e - t r o v e m o t i f covers N500-599 i n TMI. D1073 r e f e r s 

t o the magic necklace, D1835.1 t o magic s t r e n g t h gained by seeing 
a necklace, and E711.4 t o the s o u l i n a necklace, w h i l e AT412 
i d e n t i f i e s a maiden's l i f e w i t h a necklace. 
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t h i s p e r i o d . Bechstein's Das beherzte F l b ' t e n s p i e l e r was j u s t such a 

'Schatzsage' w i t h the e s s e n t i a l i n g r e d i e n t s o f mystery, p h y s i c a l b r a v e r y 

and the menace o f hidden, a n t a g o n i s t i c f o r c e s . 'Wer Schatze beben w i l l ' . 

i t was observed i n 1909, 'muss deshalb r e i n e n Herzens s e i n , e i n r e i n e s 

Madchen oder e i n fJensch ohne Sunde, e i n u n b e f l e c k t e J u n g l i n g s i n d vor a l l e m 
129 

dazu b e r u f e n ' . This r e f e r r e d c h i e f l y t o ' b u r i e d t r e a s u r e ' , of course, i n 

the sense o f g o l d o r o t h e r p r e c i o u s m e t a l s , but a l s o i n c l u d e d j e w e l s and 

j e w e l l e r y , o f t e n covered by the word 'Kleinod* (Yii-Pei's name i n Der 

K r e i d e k r e i s ) though more u s u a l l y by the word 'Schmuck 1, f r e e l y used i n 

Schreker's t e x t . As Freud p o i n t e d o u t , 'Schmuck' a l s o means 'adornment, 
130 

d e c o r a t i o n , embellishment or f i n e r y ' . I t can thus have a more e m o t i v e l y 

p e r s o n a l i s e d c o n n o t a t i o n i n the Marchen o r Sage than t r e a s u r e s i m p l y as 

w e a l t h , j u s t as the l u t e here i s more th a n a m u s i c a l i n s t r u m e n t . As the 
131 

W i r t says of h i s daughter, 'Sie i s t wie* ne E l s t e r : Schmuck macht s i e t o l l ' . 

C e r t a i n French Symbolist p a i n t i n g s embodied t h i s n o t i o n , among them 

Bussiere's Helen o f Troy and de Feure's The v o i c e of e v i l ( b o t h 1895), 

Alphonse Mucha's l i t h o g r a p h s , and the g r e a t exemplar, Moreau's c e l e b r a t e d 

Salome o f 1874. The j e w e l m o t i f p l a y e d a l a r g e p a r t i n V.'ilde's p l a y , o f 

course, and thence i n Strauss's opera, where the p o i n t l a y i n t h e i r 

r e j e c t i o n by Salome f o l l o w i n g Herod's rhapsodic d e s c r i p t i o n s . More a p p o s i t e 

was Ariane e t Barbe-bleue. where on the opening o f the s i x t h door, 'des 

c a t a r a c t e s d'enormes e t purs diamants se p r e c i p i t e n t dans l a s a l l e . 

Des m i l l i o n s d ' e t i n c e l l e s , de rayons, d ' i r i s a t i o n s se r e n c o n t r e n t , s ' e t e i g n e n t , 

se r a l l u m e n t , d e ' f e r l e n t , se m u l t i p l i e n t , s ' e t a l e n t e t s 'exasp&rent *. 

Ariane*s e c s t a t i c c r y here i s a c l e a r precedent f o r the mood o f Schreker's E l s : 

'0 mes c l a i r s diamants! Je ne vous cherchais pas 

mais j e vous salue sur ma r o u t e ! I m m o r t e l l e rosee de 
129. O t t o Bockel: Die deutsche Volkssage, B. G. Teubner, L e i p z i g , 1909, 100. 
130. S.E., V I I , 91n. 
131. Textbuch, 26. Cf. a l s o the a r c h a i c Avords 'Hort' and 'Tand' used by 

E l i s i n Act 4. 
132. Maeterlinck/Dukas: Ariane e t flarbe-bleue, on l a d e l i v r a n c e i n u t i l e . 

Text, Paul Lacoinblez, B r u s s e l s , 1907, 12. 
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l u r a i e r e ! R uisselez sur mes mains, i l l u m i n e z mes br a s , 

e b l o u i s s e z ma c h a i r ! t133 

The beauty of E l s , we are i n no doubt, i s unusual i n i t s e l f . She has, 

a f t e r a l l , s t r o n g l y a t t r a c t e d s e v e r a l men, i n c l u d i n g the l o c a l b a i l i f f , a 

man whose p o s i t i o n somewhat resembles Dr. V i g e l i u s i n Per f e m e Klang. But 

d i s s a t i s f a c t i o n w i t h her l o w l y s t a t u s focusses a t t e n t i o n on the queen's j e w e l s . 

These, we are t o l d , have the p r o p e r t y o f keeping the queen i n a s t a t e o f 

p e r p e t u a l r a d i a n c e . T h e i r t h e f t by E l s ' d w a r f i s h s e r v a n t A l b i (a f i g u r e 

r e m i n i s c e n t p a r t l y o f Wilde's dwarf and p a r t l y o f W o l f ) , the consequent 
134 

murder by him of t h r e e of E l s ' s u i t o r s and the a r r i v a l o f E l i s the wanderer 

p r o v i d e the m a t e r i a l o f Act 1. E l i s ' s condemnation t o hanging as the a l l e g e d 

• Schatzgraber,' the crowded scene round the g i b b e t , the s t o r y o f h i s 

j o u r n e y i n g s , h i s promise to r e c o v e r the j e w e l s t h r o u g h the agency of h i s 

magic l u t e , h i s escape, and the d i f f i c u l t dilemma o f E l s take up the second 

a c t . F o l l o w i n g A l b i ' s t h e f t o f the l u t e t o save E l s , Act 3 i s l a r g e l y g i v e n 

over t o her s e c r e t n o c t u r n a l meeting w i t h E l i s , her appearance a r r a y e d i n 

the s t o l e n j e w e l s , and the d e c l a r a t i o n of t h e i r l o v e as, l i k e T r i s t a n and 

I s o l d e , they await the i n e v i t a b l e consequences of t h e i r d e c e p t i o n . 

The 'Schmuck* m o t i f here reaches i t s c l i m a x , as i n the I n d i a n Marchen 

How the Ra.ia's son won the P r i n c e s s Lab an which d e s c r i b e s how 

When i t was q u i t e b l a c k n i g h t , the p r i n c e s s h e r s e l f g o t up. 

She dressed h e r s e l f i n r i c h c l o t h e s and j e w e l s , r o l l e d up her 

h a i r , and across her head put a band o f diamonds and p e a r l s . 
135 

Then she shone l i k e the moon, and her beauty made n i g h t day. 

E l s , f o r whom the j e w e l s r e p r e s e n t e d 'Erlosung', s u r r e n d e r s them t o the 
133. I b i d . , 13 Cf. a l s o Act 3 ( p . 3 5 ) . 
134. The Princess M a l a j a s u n d a r i s t e a l s j e w e l s from the nueen i n no. 55 of 

l n d i s c h e Marchen (see Ch. 6 n. 63). P i e r r e Louys' c e l e b r a t e d e r o t i c 
n o v e l A p h r o d i t e (1892) has Pemetrios s t e a l i n g m i r r o r , comb and necklace 
courtesan C h r y s i s , and murdering i n o r d e r t o do so. But a s t r i k i n g and 
unexpected precedent f o r E l i s and Els i s t o be found i n Hardy's The 
Return of the N a t i v e (1895) where Clym Y e o b r i g h t and E u s t a c i a Vye 
appear s i m i l a r l y as golden messianic hero and demonic, u n s a t i s f i e d 
dreamer. 

135. I n d i a n F a i r y Tales, s e l . and ed. J. Jacob, l o c . c i t . , 9 ( t a k e n from 
Stokes, I n d i a n F a i r y Tales. 1§80..np. x x i i ) . Something o f t h i s 
t r a n s f o r m a t i o n Wag attempT'ed i n R icnard Teschner's 1919 l i t h o g r a p h f o r 
the v o c a l score of ner Schatzgraber. 
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amazed E l i s , who, throughout, knows n o t h i n g o f t h e i r o r i g i n . I n the l a s t a c t , 

the s t o l e n l u t e IS a l s o recovered, and Els h e r s e l f faces death. However, the 
136 

Narr, a 'krummbein'ger Don Juan 1 who i n the V b r s p i e l e x t r a c t e d from the 
k i n g a promise o f any woman he might choose, ' e i n susses Weibchen, e i n 

137 

Schatzchen', o f f e r s t o accompany E l s i n t o banishment i f her l i f e i s 

spared. The Na c h s p i e l shows how, a year l a t e r , b e r e f t of her j e w e l s , E l s 

f e v e r i s h l y l a n g u i s h e s i n a remote mountain cave. The Narr, now aged beyond 

h i s y e a r s , i s powerless t o h a l t her d e c l i n e , and can only watch w i t h E l i s as 

the g i r l d i e s i n the m i n s t r e l ' s arms. 

I t i s n o t hard t o see i n t h i s t e x t , so much more e l a b o r a t e than Das 

Spielwerk. many elements which bind the works c l o s e l y , a p a r t from the 

penuinbral medieval German s e t t i n g . I n the f i r s t p l a c e , Els and E l i s are 

o b v i o u s l y c l o s e i n t y p o l o g y t o the P r i n z e s s i n and the Bursch, though the 

n a r r a t i v e sequence and e x p l a n a t i o n o f motive are much b e t t e r worked out i n 

Per Schatzgraber. E l i s ' s s t o r y i n Act 2 and h i s Marchen i n Act k bemuse the 

crowd, as the Bursch's b r i e f i n t e r v e n t i o n had done b e f o r e . The magic l u t e i s 

a development of the Bursch's f l u t e , w h i l e some o f the 'Spielwerk's' ' e t h i c a l -

e r o t i c ' symbolism i s t r a n s f e r r e d to t h e j e w e l s . A l b i , the s i n i s t e r dwarf i s 

a developed v e r s i o n o f Wolf, the agency of crime. The queen, l i k e F l o r i a n ' s 

son, p l a y s a s i l e n t r o l e , but i n f l u e n c e s the a c t i o n t h r o u g h o u t . Once again, 

the townspeople, crowding on t o the stage, r e p r e s e n t a v e n g e f u l v i l l a g e 

community, w h i l e the Act 2 procession o f monks i s , perhaps, t h a t o f the pages 

and g i r l s i n another form, though f u n c t i o n a l l y s i m i l a r . 

N a t u r a l l y , t h e r e are o t h e r elements n o t found i n Pas Spi e l w e r k . One i s 

the i m p o r t a n t V o r s p i e l - N a c h s p i e l s t r u c t u r a l d e v i c e , e s s e n t i a l t o the a c t i o n , 

which a l l o w e d the i m p o r t a n t f i g u r e of the Na r r t o be i n t r o d u c e d . The i d e a o f 

banishment f o l l o w e d by unexpected 'rescue* can o n l y have come from Kent and 

C a r d e l i a i n Act 1 o f King. Lear. I t i s p o s s i b l e , t o o , t h a t the f i n a l scene, 

w i t h i t s t o l l i n g o f b e l l s , was i n f l u e n c e d by Melisande•s death, and i s t o t h a t 

e x t e n t i n d e b t e d to P e l l e a s e t Melisande. The g r i e f o f Golaud, however, i s n o t 
136. Textbuch, 1 1. 
137. I b i d . , 12. 
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echoed i n the more detached manner o f E l i s , w h i l e the l a s t comment i n any 

case comes from the Narr. I n a d d i t i o n , the enigma o f the c h i l d l i k e Melisande 

must be d i s t i n g u i s h e d from t h a t o f the e q u a l l y strange b u t more r u t h l e s s 

E l s , who has, a f t e r a l l , been the agent, n o t the pawn, o f d e s t i n y . On one 

l e v e l , she does conform t o another f a m i l i a r f o l k t a l e archetype, the p l o t t i n g 
138 ] 39 woman, j u s t as A l b i i s , though murderous, a ' h e l p f u l d w a r f , ' the l u t e 

140 
a 'magic o b j e c t ' , and E l i s the m i n s t r e l as, once more 'die Kunst a l s 

141 

k o r r e k t i v e s Vv'iderspiel b i i r g e r l i c h e r B e g r e n z t h e i t ' . U n l i k e the 'Schatzgraber' 

o f Goethe's b a l l a d , who seeks t r e a s u r e i n the b e l i e f t h a t 

Armut i s t d i e g r o s s t e Plage 
142 

Reichtum i s t das hochste Gut 

he stumbles across the s t o l e n necklace i n the wood by a c c i d e n t , but the 

manner o f h i s d i s c o v e r y i s presented i n the form of a dreamlike Marchen. 

A roe, pursued by h u n t e r s runs t h r o u g h the f o r e s t , t o be t o r n t o pieces by a 
143 

' K a t z e n g e t i e r ' w i t h f i v e gleaming eyes. L a t e r he hears a t e r r i b l e c r y , 

h i s l u t e begins t o tremble ' a l s n i s t e t e i n den S a i t e n das Echo des S c h r e i s ' 

and he sees nearby, i n the m o o n l i g h t , the f i v e eyes 'gr i i n wie Smaragd* which 
144 

a r e , i n f a c t , the necklace. The symbolism of the roe as E l s , and the 

j e w e l s as her e v e n t u a l d e s t r o y e r are c l e a r enough. 

The success of Per Schatzgraber was undoubtedly due t o t h e way the 

Marchen f e a t u r e s o f the n a r r a t i v e were c l o s e l y matched by the m u s i c a l s t y l e . 

For the f i r s t t i m e , Schreker dispensed w i t h an i n s t r u m e n t a l preamble, the 

V o r s p i e l here s k i l f u l l y s e t t i n g out much o f the thematic m a t e r i a l w h i l e 

s w i f t l y p r e s e n t i n g the r e l a t i o n s h i p o f King and N a r r i n c l e a r , b o l d g e s t u r e s . 
138. FT, 113. 
139. Grimm, Sagen I . nos. 29, 32, 34, 36, 45, 147, 148, 151 and o t h e r s . 
140. FT, 70f.; AT 594 a g a i n , a l s o AT560 t o 568 d e a l i n g w i t h 'the magic 

o b j e c t s t o l e n ' . 
141. T. W. Adorno: Anb., 1929, 265. 
142. 'Per Schatzgraber• i n J. A. (1860) I , i , 115. ^ T h i s was a l s o the 

German t i t l e o f Mehul's opera Le t r e s o r suppose (UE 3176). 
143. Cf. the c r e a t u r e i n Pie G l u c k l i c h e Hand. 
144. Textbuch, 25. 
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I t i s one o f h i s most concise and e f f e c t i v e achievements. From the C sharp 

major chord o f Ex. 194, scored f o r s t r i n g s and open horns t o the t h e m a t i c 

development of t h i s i n Ex. 195, w i t h f u l l e r i n s t r u m e n t a t i o n , t h e r e i s a 

balance o f energy and pathos p r o p e r t o the King's amusement and the Narr's 

sexual dilemma. The dramatic 'yearning* m o t i f (Ex. 196) prominent i n what 

f o l l o w s , and the modally i n f l e c t e d harmony o f Ex. 197 encapsulate the Narr's 

p l i g h t b e t t e r than h i s ingenuous words. Again, a t the mention o f E l i s , Ex. 

198A, w i t h i t s s o f t l y r e i t e r a t e d horn and m y s t e r i o u s l y c o n t r a d i c t o r y muted 

s t r i n g chords leads i n t o a ' b a l l a d e s k ' announcement of E l i s by the N a r r (Ex. 

198B) a n t i c i p a t i n g the l u t e p l a y e r * s p e r s o n a l i t y by i t s broad f o l k s o n g E 

major, w i t h the c l a r i n e t s prominent, as indeed i s woodwind g e n e r a l l y t h r o u g h 

out the opera. F e s t a l music i n D (Ex. 199) r e c a l l s the somewhat s i m i l a r 

passage i n Die Gezeichneten. A c t 1 (Ex. 46) g i v i n g way t o a v i g o r o u s ' h e r o i c ' 

passage i n /4 (Ex. 200) as the Narr evokes the reward of k n i g h t h o o d f o r E l i s . 

I t i s noteworthy t h a t Schreker c o n c e n t r a t e s the main dra m a t i c a c t i o n 

i n t o the f i r s t two a c t s , t o which A c t s 3 and 4 and the Nachspiel may be seen 

as a l y r i c a l pendant or f u l f i l m e n t . The q u e s t i o n of 'optimism' does n o t 

a r i s e , b u t i t may be s a i d t h a t the gloom emphasised i n the e a r l i e r a c t s i s 

markedly m o d i f i e d , d e s p i t e the t r a g i c c l o s e . This sombre mood i s r e f l e c t e d 

i n the prominence of the l i t t l e ' c e l l o m o t i f a s s o c i a t e d w i t h A l b i ' s murder 

f o r t h e f t ' (Ex. 201), the g r i m f i g u r e connected w i t h E l i s ' s condemnation as 

the murderous 'Schatzgraber* (Ex. 202) and i t s D rainor/C minor d e r i v a t i v e , 

Ex. 203, which opens the g a l l o w s scene of Act 2. 

The a r c h e t y p a l Marchen f i g u r e s on stage r e t a i n a f i r m c o n t r o l over the 

s w i f t l y d e v e l o p i n g n a r r a t i v e , so t h a t t h e melodrama i s never a l l o w e d t o f a l l 

i n t o g e n e r a l i t y . E l i s ' s a r r i v a l f o l l o w i n g E l s ' expressed l o n g i n g f o r a t r u e 

d e l i v e r e r i s one i n s t a n c e . Another i s the l o n g , sympathetic d i a l o g u e e a r l y 

i n Act 2 between E l s and the N a r r . This i s n o t o n l y i m p o r t a n t as regards the 

i n t e n s i f i c a t i o n o f E l s ' emotions over the condemned E l i s , b u t i t a l s o g i v e s 

p o i n t and c o n t e x t t o the Narr's e v e n t u a l o f f e r to accompany her i n t o e x i l e . 

As the work progresses, the two elements, romantic melodrama and Marchen 
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t y p o l o g y develop side by s i d e . I n e x t r e m i s . E l i s b u r s t s i n t o a passage -
'Y/underscun g r u s s t mich e i n neuer Morgen, ' Ex. 204 - which, i f f a i n t l y l i k e 
W a i t e r 's P r e i s l i e d , i s also a developed v e r s i o n of Ex. 187, the Bursch's 
d e c l a r a t i o n of h i s o r i g i n s i n Das S p ielwerk. The E f l a t t o n a l i t y , the h e r o i c 
a s p i r a t i o n , the c h a l l e n g e t o the crowd are the same i n each case, though 
E l i s ' s song i s much l o n g e r , and i s g i v e n more dramatic p o i n t by h i s 
unexpected escape. 

E l s ' A f l a t ' l u l l a b y ' i n Act 3 ( t h e melody i s g i v e n i n Ex. 205), l i k e 

Siegmund's Mv'intersturme wichen dem 'ivonriemund1 stands out i n i t s f o u r s q u a r e 

s i m p l i c i t y from the g e n e r a l t e x t u r e o f the work. I t i s w i t h o u t r e a l p a r a l l e l 

i n the o t h e r operas, though i t s v e i n of sharp n o s t a l g i a appealed s t r o n g l y t o 

Schreker, as i n Liese's l u l l a b y and, s t i l l more, Lola's song o f r e g r e t f o r 

her l o s t y o u t h f u l beauty e a r l y i n I r r e l o h e (Ex. 206). I n a l l t h r e e i n s t a n c e s 

the simple, fragmentary melody i s underpinned by a sensuous and r i c h l y 

harmonised accompaniment. Much the same tone of q u i e t l y tormented w i s t f u l n e s 

i s again i n evidence as Els gazes across the garden from the window of her 

room (Ex. 207) though the r e c i t a t i v e t e x t u r e here i s r e p r e s e n t a t i v e of 

Per Schatzgr'aber' s g e n e r a l s t y l e . 

As a whole, Act 3 i s the work's l y r i c a l c l i m a x , w i t h a l o n g Tristanesque 

duet of g r e a t i n t e n s i t y , and new sonorous them a t i c m a t e r i a l , n o t a b l y the A 

major melody i n Ex. 208 and the broad, rhapsodic E f l a t of Ex. 209. The 

T r i s t a n p a r a l l e l i s a l s o r e l e v a n t i n view o f E l s * and E l i s ' s p o s i t i o n as b o t h 

i n s t i g a t o r s o f events and v i c t i m s o f circumstance. I n E l s ' case, nothing-

c o u l d be wished f o r beyond b e j e w e l l e d consummation, w h i l e f o r E l i s , w i t h o u t 

h i s l u t e and i g n o r a n t o f the t r u t h , the v i s i o n o f Els seems a proper c o u n t e r 

poise t o the menacing f o r c e s s u r r o u n d i n g him since h i s a r r i v a l . His f e e l i n g 

f o r the c o n t e x t comes a f t e r the A l l e g r o con s p i r i t o ' f e s t l i c h ' opening of 

Act 4, when, now t h a t the j e w e l s are r e s t o r e d , he wears the u n i f o r m o f a 

k n i g h t . I n e x p l a n a t i o n o f events he g i v e s Schreker's r a t h e r opaque v e r s i o n 

of the U s e von I l s e n s t e i n Sage, a l r e a d y d e s c r i b e d , b e g i n n i n g i n an earnest 
> 145 

V o l k s t o n manner (Ex. 210) which c o n t r a s t s s h a r p l y w i t h the a c t s opening. 

145. This i s an o p t i o n a l cut i n the p u b l i s h e d V.S. (pp 242-9). 
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I t i s o n l y a f t e r the Vogt has r e t u r n e d the l u t e t o E l i s , however, (Ex. 211) 

w i t h the words ' I n d i e Traurae des F r e v l e r s / s c h l i c h s i c h i h r l l a u n e n 1 * ^ t h a t 

Els c r i e s out i n anguish. E l i s cannot b e l i e v e E l s * g u i l t , and m a t t e r s move 

to t h e i r g r i m c o n c l u s i o n . 

Thus the Na c h s p i e l . opening, l i k e the V o r s p i e l i n i n d e t e r m i n a t e key, 

but i n a mood of p a l p a b l e r e s i g n a t i o n (Ex. 212) only o c c a s i o n a l l y r i s e s above 

mf t h r o u g h o u t . The predominant t e x t u r e i s shown i n Ex.. 213 as E l s awakes, 

w i t h i t s s o f t s u s t a i n e d wind chords a g a i n s t u n d u l a t i n g t r i p l e t s on lower 
147 

s t r i n g s . For the Narr, 'niein K l e i d war mein Wesen, inein I c h war t o d * 
w h i l e f o r E l s , reminded by E l i s o f the t a l e of t h e hunted,roe, blandishments 

148 

are n o t enough. 'Es war k e i n Trauin', she c r i e s , 'es war grauses Leben 1. 

I n the end, though, weakness seizes her, and t h e c o m f o r t i n g v o i c e o f E l i s , 

and h i s l u t e i s al l o w e d t o evoke the ' h e r r l i c h e g l a s e r n e n Marchenpalast 1 

w i t h i t s 'Zinnen aus Gold und s i l b e r n e n Turinen 1, i t s w a l l s g l i s t e n i n g l i k e 

p r e c i o u s stones. E l i s ' s f i n a l g e s t u r e i s h i s reminder o f E l s ' o r i g i n a l hope 

(Ex. 213) t h a t they might, out o f the 'grausen Hatz des Lebens* d i s c o v e r the 

'hehrsten ..... schonsten Schatz' o f l o v e . 

IV 

When Per Schatzgraber was g i v e n i n B e r l i n i n 1922 as p a r t of a f e s t i v a l 

o f A u s t r i a n music, Schreker was a t the h e i g h t of h i s c a r e e r . D i r e c t o r o f the 

B e r l i n Hochschule s i n c e 1920, he was, along w i t h Busoni, B r a u n f e l s and 

Glazunov, e l e c t e d a member o f the Preussische Akademie der Kunste i n 1923. 

C r i t i c s o f h i s works a p a r t , however, t h e r e were some who, h o s t i l e t o the 
149 

h o l d i n g o f the B e r l i n post by an A u s t r i a n , c o n s p i r e d a g a i n s t him. He was 

146. Textbuch, 73. 
147. Textbuch, 78. 
148. I b i d . , 80. 
149. Schoenberg. S e l . L e t t e r s , ed. and t r . E. S t e i n , Faber, 132, 1964. 
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never to be e n t i r e l y f r e e o f t h i s u n t i l the f i n a l dark days of 1932-33 when, 
150 

n o t w i t h s t a n d i n g h i s r e s i s t a n c e and h i s c o n t r i b u t i o n t o malting the 

Hochschule a w o r l d - r a n k i n g c e n t r e o f e x c e l l e n c e , h i s p a r t l y Jewish parentage 

brought about d i s m i s s a l . Nor d i d the l a t e r operas p r o v i d e him w i t h 

compensatory rewards. The t h r e e post-war works performed i n Germany - each 

was g i v e n i n B e r l i n , though I r r e l o h e was premiered a t Cologne - c a r r i e d 

f o r w a r d some elements o f the alarchen s t y l e w i t h i n c r e a s i n g s t r e s s on the 

e t h i c a l - m o r a l undertow of the e a r l i e r works. But n e i t h e r the p u b l i c n o r 

the p r o f e s s i o n a l c r i t i c s i n B e r l i n were able t o view h i s new o f f e r i n g s w i t h 

the sympathy shown a t F r a n k f u r t between 1912 and 1920. Despite performances 

of Per f e m e Klang i n Stockholm and Leningrad, and the success o f t h i s work, 

Die Gezeichneten and Per Schatzgraber i n Germany g e n e r a l l y , f u r t h e r a c c l a i m 

eluded hiin. He became i n c r e a s i n g l y i s o l a t e d , and might w e l l have echoed 

Charles de Coster's sour comment 'Pie blauen Vogel e u t f l i e g e n : es i s t d i e 
151 

Stunde der Ra.ben'. 
IS2 , 

The S t i f t e r - i n s p i r e d t e x t o f I r r e l o h e dates from 1919 when Schreker was 

s t i l l i n Vienna, though the music dates from the e a r l y B e r l i n y e a r s . I t i s 

a t o r r i d drama o f sexual j e a l o u s y i n a 'rococo* s e t t i n g , based on a t h i r t y -

y e a r - o l d a b d u c t i o n c a r r i e d out i n the shadow o f I r r e l o h e c a s t l e , and c e n t r i n g 

round o l d L o l a , her 'b a s t a r d ' son P e t e r and Graf l i e i n r i c h , l e g i t i m a t e h e i r o f 

the now deceased count, t o g e t h e r w i t h the f o r e s t e r ' s daughter Eva, beloved 

by P e t e r b u t i n love w i t h I - l e i n r i c h . I t i s u n c l e a r whether the 18th c e n t u r y 

s e t t i n g was connected i n Schreker's mind (perhaps t h r o u g h F i g a r o ) w i t h t h e 

c u r i o u s , almost p a r o d i s t i c embodiment of the i u s p r i m a e u o c t i s i n t h e a c t i o n . 

'Erlosung* again p l a y s a major p a r t i n the s t o r y , p r i n c i p a l l y by Eva - who 
153 

longs f o r 'Sonne, L i c h t und Freude' - of the i n c a r c e r a t e d , i n t r o v e r t e d and 
150. Klemperer Conversations, 47-8. 
151. L e t t e r t o h i s f i a n c e e E l i s e , qu. Wesselski, t r . Nachwort to 

VTamische Maren (see 1 1 . 169) 237. 
152. Not r e f e r r e d t o i n Schreker's s h o r t i n t r o d u c t i o n (Anb., 1924, 93-4) 

or Hoffmann ( i b i d . , 62-4) 
153. HSB, 60. 
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anguished H e i n r i c h . A 'happy e n d i n g 1 i s achieved d e s p i t e the murderous 

plans o f P e t e r and the i n t r i g u e s o f C h r i s t o b a l d ( L o l a ' s f i a n c e t h i r t y years 

e a r l i e r ) w i t h h i s t h r e e grotesque m u s i c i a n - h e l p e r s . At the p o i n t when 

H e i n r i c h ' s l i f e i s t h r e a t e n e d , the two men are r e v e a l e d by L o l a t o have had 

the same f a t h e r . Though tense and uneasy on Peter's s i d e , the r e c o n c i l i a t i o n 

acknowledges t h a t f r a t r i c i d e i s i m p o s s i b l e . 

With t h i s t h r e e - a c t opera, i t s t e x t d e s c r i b e d as a 'hothouse f a n t a s y ' by 

W e r f e l when, l a t e r Schreker (jjerhaps j o k i n g l y ) suggested t h a t he might h e l p 
154 

r e v i s e i t , the composer has moved some d i s t a n c e from the Marchen tone o f 

Das S p i e l w e r k and Per Schatzgraber. I f the e i g h t e e n t h c e n t u r y background seems 

a r b i t r a r y and superimposed, the a n t i - u r b a n element o f the e a r l i e r works i s 

s t i l l p r e s e n t , a l o n g w i t h the atmosphere of u n j u s t b u t inescapable p e r s e c u t i o n . 

The r a t h e r u n i - d i m e n s i o n a l c h a r a c t e r s once again have t h e i r gaze f i x e d . 

c a t a l e p t i c a l l y on the p a s t , and are t h r o u g h o u t e m o t i o n a l l y obsessed w i t h 

e a r l i e r events. Only the d e s t r u c t i o n o f the c a s t l e by f i r e , i t seems, can 

f r e e H e i n r i c h from h i s withdrawn and shadowy p a s t . I t i s , again, the 

'purging' or ' c l e a n s i n g ' symbolism o f Das Spielwerk, t h i s time a c t u a l l y 

c a r r i e d o u t . When t h i s i s achieved, and a s o f t , r e d d i s h glow r i s e s from the 

b u r n i n g w a l l s , Eva sings ( ' F e i e r l i c h ' ) 'Offen s e l l ' i c h / e i n gobies Tor/Dort 

w i n k t F r i e d e , / d o r t l a c h t Erlosung! «^-* There i s no doubt about the r e a l i t y 

o f t h i s redemption; i t i s the dream o f E l i s and Els brought t o f r u i t i o n , the 

e a r l y hopes of F r i t z and Grete f u l f i l l e d . 

N e v e r t h e l e s s , such Marchen i n f l u e n c e s as are present i n I r r e l o h e are 

d i s c e r n i b l e n o t so much i n Eva and H e i n r i c h as i n the s u p p o r t i n g f i g u r e s , and 

e s p e c i a l l y i n the dominant, brooding r o l e o f the c a s t l e i t s e l f . As a symbol 

of d e s p a i r , i t bears some resemblance t o A l a r d i s ' l a i r i n Per Singende T e u f e l . 

Max L t i t h i has commented on the i m p o r t a n t symbolic r o l e of c a s t l e and l a i r i n 

Marchen and Sage: 

Das Schloss e i n i d e a l e s Gebilde, g e i s t g e z e u g t , e i n e r 

fremden, hohen Sphare angehorig, i n s i c h s e l b e r 
15^. Alma M a h l e r - W e r f e l , op. c i t . , 53. Frau Schreker denies t h i s . 
155. Textbuch, 62. 



259 

geschlossen und von g r o s s t e r Scharfe der K o n t u r . 

Die Hohle f o r m l o s , ohne s c h a r f fassbaren Umriss, 
~ 156 i n d i e T i e f e der Erde fuhrend, i n s Dunlcle, Unbestimmte. 

By p r o v i d i n g an e l a b o r a t e , o r c h e s t r a l l y - c o n v e i v e d p o l y t o n a l m o t i f (Ex. 2Lk) 

f o r Schloss I r r e l o h e , Sclireker p l a c e d d e l i b e r a t e emphasis 0 1 1 t he way the 

p r i s o n - l i k e oppressiveness of the c a s t l e was t o dominate the a c t i o n . Always 

v i s i b l e , i t s sound-image appears here i n D minor, and, j u s t b e f o r e the 

b u r n i n g begins ( A c t 3, Sc X I I ) i n a massively-scored E f l a t minor v e r s i o n 

('Mit Y/ucht und (irosse) w i t h organ and o f f s t a g e trumpets and horns. 

I n her i s o l a t i o n and d e s p a i r , L o l a i s , f r a n k l y a p l a i n d e r i v a t i v e of o l d 

Liese i n Das S p i e l w e r k . Her r o l e , as the ageing woman i n c r e a s i n g l y crushed 

by the emotive memory of long-ago events i s b o t h ' r e a l ' i n the p o s t - F r e u d i a n 

sense, and a l s o 'symbolic* i n t h a t she i s a marchenhaft ' i u u t t e r f i g u r 1 . E i t h e r 

way, her dramatic s i g n i f i c a n c e l i e s i n p r o v i d i n g a l i v i n g c o n n e c t i o n w i t h the 

p a s t . So, i n another way, does C h r i s t o b a l d , s m a l l , r e d - h a i r e d , e n i g m a t i c , 

borne down by the g r i m memories of" h i s t r a u m a t i c wedding-day t h i r t y years 

e a r l i e r . I n a r e a l i s t i c n a r r a t i v e , h i s reappearance a f t e r so l o n g an 

i n t e r v a l would,, t o say the l e a s t , be f a r f e t c h e d . i l e r e , i n c o n j u n c t i o n w i t h 

h i s r o l e as a ' H o c h z e i t s p i e l e r 1 , i t i s p a r t of the t o t a l e f f e c t o f dream. 

I n the sequence of £x. 21b, the emotion i s communicated th r o u g h the o r c h e s t r a l 

s t r i n g s r a t h e r than C h r i s t o b a l d ' s words. As he s i t s w i t h the wine placed 

before him by P e t e r , h i s s i g h o f p a i n f u l r e t r o s p e c t i o n , *lang, lang i s t ' s her* 

i s preceded by a r i s i n g f i g u r e over an F sharp pedal, t h e n enveloped i n a 

repeated cadence o f d e l i b e r a t e l y simple V o l k s t i i ' m l i c h k e i t . The mere 

r e c o l l e c t i o n seems to have brought on darkness, and he asks Peter t o l i g h t 

the candle. Again i n Ex. 217, ( A c t 1, end of Scene 2) the c a s t l e i s evoked 

by another huge o r c h e s t r a l g e s t u r e , as the three grotesques a r r i v e , a l r e a d y 

bent on e v i l , the music r e f l e c t i n g t h e i r empty, mechanical d r o l l e r y . T h e i r 

names, Funkchen, S t r a h l b u s c h and Hatzekahl - which can o n l y be a n g l i c i s e d w i t h 

fearsome t a s t e l e s s n e s s as Shorty, H a i r y and Baldy - were probably s t r a i g h t 

i n v e n t i o n . However, t h e r e are a u t h e n t i c f o l k t a l e precedents f o r such f i g u r e s , 

156. Volksmarchen u. Volkssage. 55. 
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as i n Bechstein's Die d r e i Musikanten. where they appear as v i o l i n i s t , 
157 

trumpeter and f l a u t i s t . I n t h i s c o n t e x t , the grotesques belong t o what 

Rohuch c a l l e d 'geglaubte W i r k l i c h k e i t 1 , which i s t o say t h a t they are 

marchenhaft but e n t i r e l y r e a l . 'Jeder e i n z e l n e J e n s e i t i g e 1 as L u t h i p u t i t , 

' s e i es e i n k l e i n e s Mannchen, eine a l t e Hexe, oder e i n T i e r m i t wunderbare 
158 

K r a f t e n , s t e h t s c h a r f umrissen v o r uns'. 

I n Per singende T e u f e l (1927-8), l i k e the 'Spielwerk' 'created t o 

express the sublime', Schreker moved s t i l l f u r t h e r along the road o f e t h i c a l -

redemptive drama he had r e c e n t l y e x p l o r e d i n C h r i s t o p h o r u s (See Ch. 3 ) . As 

i n h i s i n t e r p r e t a t i o n o f the St. C h r i s t o p h e r legend, w i t h i t s T a o i s t message, 

t h e r e i s i n t h i s f o u r - a c t work, o r i g i n a l l y e n t i t l e d Per Orgel. a p r e o c c u p a t i o n 

w i t h the r e j e c t i o n o f w o r d l y concerns, an i n c r e a s e d emphasis on the composer's 

personal eschatology. 'So habe i c h a l l / d e n i r d i s c h e u Maciiten/mich hingegeben' 
159 

C h r i s t o p h had d e c l a r e d . S i m i l a r l y , P a t e r K a l e i d o s , obsessed by the ' Z i e l e n 

der E c c l e s i a M i l i t a n s ' * ^ and p r e s s i n g ^he young monk Ainandus t-Jerz t o complete 

the organ begun by h i s f a t h e r , i s aware of the t a s k ' s e t h i c a l i m p o r t . 

'Dir f e h l t der Glaube/der i n n e r e F r i e d e . / E i n Gotteswerk zu v o l l b r i n g e n , / d a 

h e i s s t es entsagen/Den i r d i s c h e n P i n g e n ! ' ^ ^ 

I n a l i t e r a l sense, the opeia i s about the war between monastic 

C h r i s t i a n i t y and a paganism based on the c u l t of Freya. The archetypes o f 

'good' and ' e v i l ' f o r c e s face each o t h e r across the abyss. Jvaleidos, 

Amandus and the monks are on one s i d e , the Queen o f the N i g h t - l i k e A l a r d i s , 

her a c o l y t e s and the Beckiuesserish R i t t e r Sinnbrr-md von Frass on the o t h e r , 

t h e i r separateness symbolised by the Church and the rocky l a i r . L i l i a n e , 

A l a r d i s ' s u p p o r t e r , who loves Amandus and e v e n t u a l l y d i e s f o r him i n the 

flames o f the b u r n i n g church, i s the 'Erlosung' f i g u r e . The 'Maurischer 

P i l g e r ' i n ' n h a n t a s t i s c h morgenlandischen Kostiim' c a r r y i n g h i s t i n y , d e f e c t i v e 

p o r t a t i v e organ i s the r e p r e s e n t a t i v e of c y n i c i s m and despair.' ' D i s t a n t l y 
157. Peutsches Alarchenbuch (v/igand, L e i p z i g , 1846) 172-8. 
158. Loc. c i t . , 148. 
159. C h r i s t o p h o r u s . V.S., 171-2. 
160. Schreker's words, qu. HSB, 65. 
161. Act 2, Sc. 1. 162. R. S, Hoffmann c a l l s him ' a t h e i s t , v i e l m e h r P a n t h e i s t 1 . Jnh naoft -w-w, 
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r e minding one of the Bursch, the P i l g e r g l e e f u l l y anounces t h a t 'Gesunken 

i s t d i e Macht/des s t o l z e n K a l i f a t s ' . / E s k r a c h t i n a l i e n Fugen/von den Thronen 
163 

s t u r z e n j a c h / d i e Gotzen a l l e r R e l i g i o n e n . 1 

The c l o s e r e l a t i o n s h i p o f t h i s f r a u g h t Gothic f a n t a s y t o von S c h e f f e l ' s 

Ekkehard was commented 0 1 1 e a r l i e r . On one l e v e l , Schreker was unahshedly 

r e t u r n i n g t o the at.uosphere of t h a t n o v e l , which had so i n s p i r e d him i n h i s 

y o u t h . On another, he was d e v e l o p i n g the quasi-Raimundian Marchen and Sage 

elements l a t e n t i n e a r l i e r works i n the d i r e c t i o n o f a medieval m o r a l i t y . 

As i n C h r i s t o p h o r u s , h i s i n t e r e s t had moved d e c i s i v e l y towards the symbolic 

a l l e g o r y , whose imagery of flames ( d e s t r u c t i o n , b u t a l s o passion) v i o l e n c e 

( t h e a t t a c k on the monastery and monks) and the organ i t s e l f ( t h e symbol of 

p e r f e c t s p i r i t u a l freedom, but a l s o , ambiguously, o f sexual yearning., were 

in t e n d e d t o r e p r e s e n t a c o n f l i c t between d i v i n e and demonic f o r c e s . 

The problem w i t h t h i s work, d e s p i t e i t s l a r g e s c a l e , l i e s i n the l a c k 

of o v e r a l l c l a r i t y i n i t s t e x t , and the s u b j e c t i o n of c h a r a c t e r t o a b s t r a c t i o n . 

I n the dark, obsessive symbolism, w i t h the organ endowed w i t h a h i g h l y p e r s o n a l 

and u n f a s h i o n a b l e m y s t i c a l s i g n i f i c a n c e , the f o l k t a l e i n f l u e n c e had v i r t u a l l y 

disappeared. To quote L l i t h i once again: 'Das Marchen kennt n i c h t Dumpfes, 

Unbestimmte, unentschiedenes, seine B i l d e r s i n d h e l l und k l a r , seine 
164 

Handlungen e i n f a c h und s i c h e r ' . P a r a d o x i c a l l y , the c o n c e n t r a t i o n o f 

l i n e a r i t y and harmonic s i m p l i c i t y e v i d e n t i n the c l o s i n g pages of the 

C h r i s t o p h o r u s score ( c f . Ex. 14) i s the c h i e f m u s i c a l f e a t u r e of Per singende 

T e u f e l . a l l i e d t o a g e n e r a l l y g r e a t e r r e s t r a i n t i n the use o f the o r c h e s t r a . 

Thus, the gnomic D minor t w o - p i r t c o u n t e r p o i n t which opens the work (Ex. 218) 

i n p l a c e o f a V o r s p i e l : thus a l s o the spare t e x t u r e , w i t h a predominance o f 

f o u r t h s and f i f t h s i n the harmony, as i n K a l e i d o s ' d e s c r i p t i o n e a r l y i n Act 

1 (Ex. 219) o f the monks pale w i t h t e r r o r , h e a r i n g the ' f u r c h t b a r Tonen' from 

the depths o f the e a r t h . 

Despite a d m i r a t i o n f o r Schreker's t h e a t r i c a l g i f t , and the sumptuous 

p r o d u c t i o n a t the Staatsoper under K l e i b e r , th e opera was c o o l l y r e c e i v e d . 
163. Act 4, Sc. 1. V.S., 246. 
164. Loc. c i t . , 16. 
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165 S t e i n h a r d once again drew the Meyerbeer comparison w h i l e Walter Schrenk 

f e l t i t was 'eine Menge w e l t a n s c h a u l i c h e r Betrachtungen sowie h a l b p h i l o s o -
166 

p h i s c h e r D u n k e l h e i t e n a l s B a l l a s t m i t g e s c h l e p p t 1 . I n the year 

o f Per Dreigroschenoper and Schwanda der D u d e l s a c k p f e i f e r . o t h e r s f e l t i t 3 

i r r e l e v a n c e t o contemporary t h e a t r i c a l mores. The four-volume autograph 

f u l l score was d e p o s i t e d i n the Deutsche S t a a t s b i b l i o t h e k n e x t door i n 

Unter den Linden, where i t remains t o t h i s day. 

With Der Schmied von Gent, h i s l a s t opera, Schreker r e t u r n e d f i r m l y t o 

aiarchen and Sage t e r r i t o r y (though eschatology was s t i l l p r e s e n t ) e x p l i c i t l y 

d e c l a r i n g a wish t o w r i t e a 'Oper f u r Jederiuann', a *ganz p r i m i t i v e s , n aives 

T h e a t e r s t i i c k ' u n e q u i v o c a l l y i n the 'Zauberoper' mould. A Punch and Judy 
168 

performance a t P a l l a n z a gave hira the k e r n e l , and A l b e r t Wesselski's 

t r a n s l a t i o n o f de Coster's Legendes flamandes (1858) the t e x t . * ^ De Coster's 

t i t l e Smetse Smee became Sniee und d i e seben Jahre, subsequently changed t o 

Der Schmied von Cent. When the Legendes flamandes o r i g i n a l l y appeared, t h e i r 

good r e c e p t i o n was due, f e l t H e n r i L i e b r e c h t t o 'une langue archaique, 

d e l i c i e v s e m e n t savoureuse, q u i f l e u r e son Montaigue e t son Rab e l a i s , une 

langue d ' a u t r e f o i s non pas a p p r i s e mais p a r l i e comme un langage n a t u r e l ' . 

The Smee s t o r y o r i g i n a t e d i n the Nieuwe K i n d e r d i c h t . j e s o f Prudens van Buyse, 
i n which i t appeared, e m b r y o n i c a l l y , and. i n v e r s e , as the f i r s t o f the D r i e 

171 
Winteravonden De Coster (1827-79) was f a m i l i a r i n Germany thr o u g h h i s 

U l e n s p i e g e l legend (1857-67), h i s main achievement. The centenary o f h i s 

b i r t h i n 1927 s t i m u l a t e d i n t e r e s t i n h i s work, and one f e e l s t h a t Schreker 

encountered the s t o r y o f Smee w i t h some r e l i e f . 'Was w o l l t i h r mehr?' he 
165. A u f t . , 1929, 26. 
166. Anb., 1929, 30. 
167. DM, 1929, 697 and DM 1928/9 375. 
168. Anb., 1932, 150-2. 
169. Viam'sche Mareri. I n s e l V e r l a g , 1919. Oppeln-Bronikouski's t r a n s l a t i o n 

had appeared, c u r i o u s l y , i n the same year. His t r a n s l a t i o n o f the 
Smee legend was r e i s s u e d s e p a r a t e l y by P i e d e r i c h i n 1925. Schreker 
a l s o prepared a t e x t on another de Coster s t o r y 'Pie BrOder vom guten 
v o l l m o n d g e s i c h t 1 , but t h i s remained i n MS (HSB, 77). 

170. La v i e e t l e r£ve de Ch. de Coster. Ed. du l l i b o u , B r u x e l l e s , 1927, 30. 
171. van der Busscher, Gent, 1849, 72-83. 



263 

N 172 
asked d e f e n s i v e l y , *eine Oper a l a Breughel!' Even L e i c h t e n t r i t t p o i n t e d 
t o i t s v i r t u e s as ' e i n r i c h t i g e s .Marchen-und Zauberstuck, oline h i n t e r g r u n d i g e 

173 174 t i e f e r e Bedeutung' though b o t h he and E i n s t e i n f e l t t h a t Schreker's 

score was too heavy and overloaded f o r what was e s s e n t i a l l y a magic puppet-

p l a y . 

The s e t t i n g o f Per Schinied i s t h a t o f the Spanish hegemony over Flanders 

under P h i l i p I I , and i t s e x p r e s s i o n through the t y r a n n i c a l Duke o f Alba. 

German l i t e r a t u r e ' s c l a s s i c a l t r e a t m e n t o f t h i s p e r i o d i s , o f course, Goethe' 

Egmont, remote though t h a t drajna i s from de Coster i n sc a l e and t r a g i c - h e r o i c 

s t y l e . I n t h i s simple s t o r y o f the Ghent b l a c k s m i t h ' s time o f p o v e r t y , 

f o l l o w e d by seven years o f p l e n t y i n t h r a l l t o L u c i f e r , and a much-challenged 

e v e n t u a l passage i n t o heaven, c e r t a i n s u p e r f i c i a l resemblances to the Faust 

legend are e v i d e n t . I n t e r e s t i n g though such p a r a l l e l s are, Smee i s a ve r y 

un-Faustian f i g u r e , and i t i s more p r o f i t a b l e t o see Schreker's t r e a t m e n t as 

a step f u r t h e r back i n t o the magic t h e a t r e a s s o c i a t e d p a r t i c u l a r l y w i t h 

Haimund. Per Bauer a l s k i i l l i o n a r (such as Smee i n e f f e c t becomes) was the 

s u b t i t l e of Pas Madchen aus der Fee, and though the Smee s t o r y l a c k s the 

i r o n y and v a r i e t y o f Raimund's p l a y - i n p a r t i c u l a r the love of L o t t c h e n and 

K a r l , the f a i r y Lacrimosa and the m o r a l i s i n g s p i r i t Z u f r i e d e n h e i t - the magic 

e f f e c t s of de Coster's s t o r y are i n the t r u e Zaubermarchen. even Zauberposse 

t r a d i t i o n . Smee i s l'homme moyen sensuel, n o t u n l i k e Raimund's F o r t u n a t u s 

Vmrzel i n h i s simple greed and h u b r i s . A t the same time t h e r e i s a touch 

of the F a l s t a f f i a n about him, and perhaps a h i n t o f A l i s t r e s s Q u i c k l y ( n o t t o 

say F r i c k a ) about h i s s c o l d i n g y e t concerned w i f e . 

A l l o w i n g f o r the e a r l i e r bass r o l e o f C h r i s t o p h i n C h r i s t o p h o r u s . t h i s 

i s the f i r s t time Schreker chose t o r e p l a c e t e n o r and soprano t o g e t h e r by 

bas s - b a r i t o n e and a l t o , most l i k e l y i n acknowledgment of the advanced years 

o f Sraee and h i s w i f e . Also f o r the f i r s t t i m e , something a k i n t o c l o s e d 

172. Anb., 1932, 151. 
173. DM, Dec. 1932, 199. 
174. AIM, 1934, 70. 
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forms appeared i n the score, though the t e x t u r e o f the t h r e e - a c t work remains 

c o n t i n u o u s . Despite the l i g h t n e s s and s i m p l i c i t y o f the s t o r y , however, the 

s t r o n g a l l e g o r i c a l ' m o r a l i t y p l a y ' f l a v o u r o f C h r i s t o p h o r u s and Der singende 

T e u f e l was f a r from w h o l l y s e t as i d e , nor coul d i t have been. Though i t i s 

no t c l e a r how f a r Schreker was conscious o f the way Der Schmied resembled 

the two e a r l i e r works i n i t s e s c h a t o l o g i c a l f o u n d a t i o n , one senses from h i s 
175 

subsequent remarks quoted e a r l i e r t h a t he would have endorsed the 
d i s t i n c t i o n made by Bachofen between the "form o r event* o f a t a l e o r myth, 

176 
and i t s 'content or idea* o r ' g u i d i n g thought'. The n o t i o n t h a t 
'jedwede Kunst w u r z e l t ira V b l k e 1 , w i t h i t s s t r o n g i f u n s a t i s f a c t o r y V/agnerian 

177 

overtones, had i n c r e a s i n g l y become h i s b e l i e f , i m p l y i n g ' n a t u r a l n e s s ' 

r a t h e r than a r t i f i c e as the s p r i n g of a r t i s t i c e x p r e s s i o n . I n p r a c t i c e , 

however, h i s choice of s u b j e c t was governed more by d i d a c t i c than 

• e n t e r t a i n m e n t ' c r i t e r i a , n o t w i t h s t a n d i n g the many p u r e l y and g r a p h i c a l l y 

t h e a t r i c a l scenes he d r a f t e d , o r h i s remarks about the s e l f - s u f f i c i e n c y o f 
178 

' e f f e c t i v e music t h e a t r e ' made i n 1933. Schreker's own l a t e n t f e a r s o f 

hunger and d e s t i t u t i o n , and h i s naive d e l i g h t i n w o r l d l y panoply and success 

found t h e i r way i n t o the Smee s u b j e c t , a t whatever unconscious l e v e l . So 

a l s o d i d h i s moral p h i l o s o p h y , r e l f e c t e d i n the d i v i s i o n o f the c a s t - l i s t 

i n t o t h r e e . Smee and h i s entourage ( i n c l u d i n g h i s r i v a l Slimbroek) r e p r e s e n t 

e a r t h l y l i f e , L u c i f e r , A s t a r t e , the Mephistophelean Junker Hessels and 

Ilerzog Alba the underworld and the p r o p e n s i t y t o e v i l , w h i l e heaven i s 

embodied i n Joseph, Mary and the c h i l d Jesus, t o g e t h e r w i t h the s t e r n f i g u r e 

of St. Pet e r . 

The opera i s d i v i d e d s c e n i c a l l y i n t o n i n e t a b l e a u x , as f o l l o w s : 

1. Smee's smithy 

2. Frau Smee s i t s on a bank o f f l o w e r s . 
175. See 1 1 . 13. 
176. J. J. Bachofen, Das M u t t e r r e c h t (1861), qu. i n Myth. R e l i g i o n and 

Mother R i g h t : s e l . w r i t i n g s o f J. J. Bachofen, t r . H. Manheim, RKP, 
1967, 199-200. Bachofen was r e f e r r i n g t o the legend o f Alexander the 
Great and •.jueen Candace o f I n d i a . 

177. Qu. HSB, F r o n t i s p i e c e , i n Schreker's own h a n d w r i t i n g . 
178. Anb., 1933, 11. 
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3. Before Sliinbroek's smithy. The R i v e r Lys. 

4. Stadtgraben 

5. Siuee's smithy 

6. Garden i n f r o n t o f Smee's smithy 

7. Garden 

8. S t r e e t near H e l l 

9. Roadway t o Heaven, w i t h door l e a d i n g t o Purgatory. 

De Coster's n i n e t e e n episodes were r e s t r u c t u r e d i n the f o l l o w i n g way, 

embodying a t o t a l o f 34 scenes: 

de Coster 

(1) Of Smetse, h i s b e l l y and h i s 
f o r g e . 

(2) Slimbroek puts out Smee's f i r e 

( 3 ) Slimbroek i s pushed i n t o the Lys 

(4) The d e v i l o f f e r s Smee seven years 

(5) The lantern-man s t r i k e s Smee's 
w i f e 

(6) Smee's w i f e scolds 

(7) Smee the Rich 

Schreker 

ACT ONE. 1. BILD 
Scenes 1- 2/3 ( 2 . BILD) 

3. BILD Scenes 4-5. 

Scene 6 

4. BILD. 'Nun b i n i c h g e r a c h t . . . ' 
Scenes 7 and 8. 

) 
) 
) 
) 5. BILD 
) 
) 

Scene 13) Scenes 9 to 
) 11 ( f o o d and 
) d r i n k brought on 
) by g h o s t l y forms) 

Scene 12) and 
) 14 

(8) A r r i v a l o f ragged w a y f a r e r s and 
c h i l d (Joseph, M a r i a and Jesus) 

(9) Smee keeps s i l e n t 

(10) Smee beats I l e s s e l s 

(11) F l i p k e and the Gesellen know of 
the D e v i l ' s pact 

(12) Smee w i l l n o t s u r r e n d e r h i s secret 

(13) Alba 

(14) Smee's w i f e ' s pains and f e a r 

(15) Of P h i l i p I I : the seven years end 

(16) Suiee sees L u c i f e r on the R i v e r Lys 

ACT TWO. 6. BILD 
) 
) Garden Scenes 1-5 
) 

Scene 6 

) 
) 
) 
) Scenes 7-8 
) 
) 

Scene 9. References t o 

P h i l i p I I removed. 

Smee d i e s a t 93 End o f Act 2. Opening o f 
ACT THREE. 7. BILD, Sc. 1 
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8. 13ILD, Sc. 2 ( S t r e e t ) 

9. DILD, Scenes 3 t o 11 
(way t o Heaven and gateway). 

Frau Smee's death o m i t t e d . 
Hessels and L u c i f e r keep Sinee out 
of H e l l . 
Jesus replaceAby Joseph as 
i n t e r m e d i a r y . 
Scales i n t r o d u c e d on stage t o 
symbolise Smee's moral r e c o r d . 

There i s no doubt t h a t i n t h i s work Schreker c o n s c i o u s l y s t r o v e t o 

achieve a s t y l e matching the Zauberstuck c o n t e n t , and succeeded i n s o f a r as 

the music i s more c o n s i s t e n t l y i n t e r e s t i n g than t h a t o f Der singende T e u f e l . 

Although one may q u e s t i o n whether the b o l d , f o r c e f u l 'Vv'uchtig' opening m o t i f , 

Ex. 220, i s t r u l y a p p r o p r i a t e t o the s u b j e c t o f Ghent and i t s c i t i z e n s , i t s 

purpose i s c l e a i " . L i k e the analogous opening of Die M e i s t e r s i n g e r i t i s 

communal, ' p u b l i c ' music, ceremonial and m a j e s t i c , and, as such, i s a n t i c i p a t e d 

i n e a r l i e r works. I n s t a n c e s are Adomo's a r r i v a l i n Die Gezeichneben, Act 1 

(Ex. 50), the Narr's r e f e r e n c e t o knighthood i n Der Schatzgraber (Ex. 200) o r , 

i n parody form, the Sinnbrand von Frass m o t i f i n Der singende T e u f e l . Also 

i n the ' p u b l i c ' sphere, those f e s t a l scenes which Schreker l o v e d (see Exx. 
179 

46 and 199) f i n d t h e i r echo here i n the 'Rosentanz* song of Act 2, 3c 5, 

the O r f f - l i k e melody of which i s quoted i n Ex. 228. I t i s placed a t a 

p o i n t which emphasises the g u l f between communal r e j o i c i n g and Smee's inward 

s t r e s s as he faces h i s 'hour o f t r i a l ' . The Dance o f the Gese l l e n i n t h i s 

scene, a l s o p u b l i c music, r e c a l l s t o some e x t e n t the v i l l a g e L a n d l e r o f 

Das Sp i e l w e r k (Ex. 190) i n f u n c t i o n , j u s t as t h e e t h e r e a l song of tne pages 

and g i r l s i n the e a r l i e r work (Exx. 184 and 186) f i n d s i t s more e a r t h y 

descendant i n Ex. 222, the S p o t t l i e d o f the c h i l d r e n and young s a i l o r s i n 
» * •, c - ISO Act 1, Scene 7. 

I n a work which, more than any o f i t s predecessors, c o n s i s t s o f a 

s e r i e s o f f o r m a l ' s e t - p i e c e s ' , the a n a l y t i c a l i n t e r e s t l i e s i n the way the 

c e n t r a l s u r r e a l i s t i c events o f the s t o r y are i n t e g r a t e d i n t o Smee's d e s t i n y , 

179. Textbuch, 34. 
180. Textbuch, 14. 

(17) H e l l , p u r g a t o r y and l a d d e r t o 
Paradise 

(18) Why Sinee was whipped (Smee as 
ghost) 

(19) F a i r judgment of Jesus 
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and, i n p a r t i c u l a r , the o v e r a l l m u s i c a l c o n c e p t i o n . I n p r a c t i c e , t h i s means 

the r e l a t i o n of harmonic s t y l e t o the n a r r a t i v e . This f a l l s under t h r e e 

headings; p o l y t o n a i chromaticism, l i n e a r i t y and. d i a t o n i c i s m . The v e r y 

f i r s t communal song o f Der Schmied. the Act 1 Geusenlied. i l l u s t r a t e s the 

f i r s t o f these. Here, a g a i n s t an e x t r e m e l y simple G major background those 

f e a t u r e s adumbrated i n I r r e l o h e ( c f . Ex. 215) reappear. As i n I r r e l o h e . 

however, p o l y t o n a i i t y i s e s p e c i a l l y a s s o c i a t e d w i t h the f o r c e s o f darkness, 

such as A s t a r t e , female temptress e x t r a o r d i n a r y . A s t a r t e , b r i e f l y evoked 

by de Coster, i s , o f course, the J>!oon-goddess o f Sidon, the lecherous sea-
l 8 l 

goddess, ' r u l e r o f men' or the L i l y Goddess Susannah. The shimmering 

music of Ex. 224 ( i n e v i t a b l y r e c a l l i n g the scene w i t h Florence t h e medium i n 

C h r i s t o p h o r u s , q.v. Ex. 12) i s from Act 1, Sc. 7, i n which she f i g u r e s 

namelessly, t e m p t i n g Smee w i t h the p r o s p e c t o f seven years* abundance, when 
182 

he i s on the p o i n t of drowning h i m s e l f i n d e s p a i r . This same music r e c u r s 

l a t e r i n Act 2, Sc. 9, where she appears 'naked and wounded beneath her 

p u r p l e c l o a k ' . At the end o f t h i s scene, L u c i f e r ' s appearance 'nackt und 
184 

schon*, b e a r i n g a banner w i t h the words 'Schoner a i s G o t t ' i n f i e r y l e t t e r i n g 

i s conveyed i n a passage o f f i e r c e harmonic dissonance (Ex. 231) w i t h 

superimposed trombone g l i s s a n d i and high, p e r c u s s i o n and woodwind t r e m o l a n d i 

over a low E f l a t p e d a l . This i s the ' I l o l l e n v i s i o n ' i n which the e n t i r e 

landscape i s convulsed, the f o o d r a p i d l y removed, and e v e r y t h i n g e n g u l f e d by 

the r i s i n g R i v e r Lys. 'Nun i s t a l l e s beira T e u f e l 1 c r i e s Smee, and indeed i t 

seems as though the d e v i l has had the l a s t word. 

Despite the s i z e o f the o r c h e s t r a , i n p a r t i c u l a r the e n l a r g e d p e r c u s s i o n 

s e c t i o n , the l i n e a r w r i t i n g i n Der Schmied stands out as one o f i t s n o t a b l e 

f e a t u r e s . Swee's lament 'Nun b i n i c h geracht/Doch das Leben i s t rair v e r g a l l t * 

near the end o f Act 1 (Ex. 223) a t once r e v e a l s i t s descent from C h r i s t o p h o r u s , 
181. Graves, I , 197, 244 and I I , 320 - l i n k e d w i t h ivlemnon's 'Susians' or 

'Lily-men'. 
182. Textbuch, 15. 
183. I b i d . , 43. 
184. I b i d . , 48. 
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e s p e c i a l l y C h r i s t o p h ' s solemn judgment ( c f . Ex. 11) and the Lao-Tse 

pronouncement (Ex. 1 4 ) . The second and t h i r d a c ts b e g i n w i t h passage o f 

s i n g u l a r s t a r k n e s s , as though t o balance the optimism and gusto of Act l ' s 

opening. As Act 2 s t a r t s , Sraee i s 'hochgeehrt i n Gent 1 and (says h i s w i f e ) 

about t o become a Senator. He i s , however, uneasy about h i s m a t e r i a l 

success ('an ineinem Kopfe i s t ' s n i c h t r i c h t i g mehr*) and d i s r e g a r d s h i s w i f e ' s 
~ 185 

c h i d i n g ' f l i s t l a n g s t k e i n gewohnlicher/Schmied mehr*. Ex. 226 demonstrates 

the way the a c t ' s sombre opening f i g u r e i n low octaves i s c a r r i e d f o r w a r d by 

' c e l l o s and basses'against an ambling accompaniment on the horns, w i t h an 

added trumpet c o u n t e r p o i n t . S t i l l more l i n e a r i t y i s e v i d e n t i n Ex. 232, 

where the gnomic bassoon f i g u r e over a s u s t a i n e d A f l a t , a g ain on the horns, 

s i g n i f i e s Staee i n extreme o l d ago. 

Most remarkable, however, i s the P a s s a c a g l i a on the Duke o f Alba i n 

Act 2, Sc. 7, h e r a l d e d by Ex. 229 w i t h i t s augmented f o u r t h . The long 

P a s s a c a g l i a theme (Ex. 230) i s w i t h o u t r e a l precedent i n e a r l i e r works though 

Derg had used t h i s s t r u c t u r a l device i n Act 1 o f V/ozzeck and, much e a r l i e r , 

i n the l a s t of the A l t e n b e r g l i e d e r . I t i s based on the F minor/B f l a t minor 

key r e l a t i o n , and, w i t h i t s sharp harmonic c l a s h e s , such as the E major 

woodwind chord i n bar 4, c l o s e l y expresses the Spanish envoy's sub-heroic 

grandeur. I t i s p r o o f , i f any were needed, t h a t Schreker uses Alba here more 

f o r h i s niarchenhaf t q u a l i t y as a c o l o u r f u l , p r i m l y menacing b u t m a g n i f i c e n t l y 

a t t i r e d grotesque, than out of i n t e r e s t i n h i s s t r i c t l y h i s t o r i c a l s i g n i f i c a n c e 

Alba appears 

ra i t einem hochmutigen, f i n s t e r e n spanischen 

G e s i c h t , s t a r r e n Augen und einem langen weissen 

S p i t z b a r t , i n r e i c h v e r g o l d e t e s Eisen g e k l e i d e t 

und m i t dem Orden vom H e i l i g e n V l i e s s , u i i t 

e i n e r schonen r o t e n Scharpe, d i e l i n k e Hand 

auf dera Knauf seines Schwertes, i n der r e c h t e n 
186 

Hand den M a r s c h a l l s t a b . 
185. I b i d . , 27. 
186. I b i d . , 39. This d e s c r i p t i o n may d e r i v e from the p o r t r a i t o f A l b a by 

Anthonis Mor, d a t i n g from 1548, when Alba was much younger t h a n fie I s 
here. Cf. Johannes Wilde, Venetian A r t from B e l l i n i t o T i t i a n , OUP, 
1974, 2i:9, 
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Though the Gensen chorus, a n t i c i p a t i n g h i s appearance had ( I , i ) sung 'Die 
•I Ory 

spanische Pest f r i s s t uns im B l u t 1 the t r a g i c , p o l i t i c a l i m p l i c a t i o n s o f 

t h i s are q u i t e submerged i n the g e n e r a l g a i e t y , as they are i n de Coster. 

F i n a l l y , and perhaps most i m p o r t a n t l y , the d i a t o n i c f o u n d a t i o n of the 

score has a s p e c i a l dramatic s i g n i f i c a n c e . Der Schmied von Gent i s an opera 

based on f o l k t a l e m a t e r i a l i n v o l v i n g , not j u s t a s i n g l e episode, but the 

l a s t y e a r s , s u f f e r i n g , apparent damnation and u l t i m a t e redemption o f a 

p l a i n c i t i z e n . Though not a m u s i c i a n , Smee i s a c r a f t s m a n whose s k i l l s are 

p l a c e d i n the s e r v i c e of the community. As w i t h Baumeister Solness, t h a t 
188 

o t h e r c r a f t s m a n whose c h r o n i c l e had so impressed Schreker years b e f o r e , 

the f a s c i n a t i o n l a y i n the combination o f p r o f e s s i o n a l d i g n i t y and p e r s o n a l 

v u l n e r a b i l i t y . He had gone beyond the comic burlesque o f Der B a r b i e r von 

Bagdad, and n a t u r a l l y had no wish t o echo Mime's r o l e i n S i e g f r i e d . The 

message of Der Schmied von Gent was t o be one of broad, s m i l i n g optimism, the 

triumph o f s e r e n i t y and courage over p r i v a t i o n and daemonic mockery. To t h i s 

end, and d e s p i t e the g r a p h i c use o f side-and bass-drums, cymbals and tamtam, 

the t o n a l s t r u c t u r e of each a c t i s s t r e s s e d t h r o u g h o u t . I f each one begins 

r a t h e r e q u i v o c a l l y ( t h e i m p l i e d F major o f the 'Gent' theme i s n o t f u l l y 

r e s o l v e d ) the a c t endings, i n A, C and C r e s p e c t i v e l y , are s o l i d l y and 

e m p h a t i c a l l y t o n a l , as though the composer wished t o r e a f f i r m h i s f a i t h i n 

the m u s i c a l language o f h i s y o u t h . 

Even i n the Gespenstermarsch ( 1 , Scenes 10-12) when f i g u r e s 'mit b l e i c h e n 

Larven, hohlen Augen, g e k r a l l t e n F i n g e r n ' s i l e n t l y c a r r y food and beer i n t o 

the smithy, the q u i e t , steady t r e a d , v e e r i n g f i r s t towards C sharp minor, 

t h e n E major (Ex. 225) leans h e a v i l y on the c l o s e k e y - r e l a t i o n , w h i l e s t r e s s i n g 

the sequence o f f o u r t h s i n the accompaniment. S i m i l a r l y , the P a s t o r a l e i n 

Act 2 ( e n t r y o f the Holy Family) begins w i t h a r i s i n g E major melody on f l u t e s 

and bassoons over an u n d u l a t i n g o s t i n a t o o f bare f i f t h s i n the lower s t r i n g s . 

I n t h i s case, the passage b e g i n n i n g as i n Ex. 227 moves through C major i n t o 
187. Textbuch, 7. 
188. See Sepra, on Die tBnenden Spharen. 
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A major, thus c o n f i r m i n g a k e y - r e l a t i o n s h i p present i n the work o v e r a l l . A 
t h i r d i n s t a n c e , s t i l l more r u d i m e n t a r y i n i t s s t a r k s i m p l i c i t y i s the 
be g i n n i n g o f Smee's j o u r n e y to heaven near the opening of Act 3. Before the 
bassoons p r o c l a i m the ' f l o a t i n g * A major melody of Ex. 233, the darkened 
stage has been i l l u m i n a t e d o n l y by two t o r c h e s , g i v i n g way t o an 'unreal 
green l i g h t 1 d u r i n g an o r c h e s t r a l passage of g r e a t c o m p l e x i t y and i n t e n s i t y 
( b ars 67 t o 102). 

S i m i l a r l y , the broad B major theme, f o l l o w i n g the appearance of s t a r s , 

moon and sun, occurs as the heavenly c i t y comes i n t o view, surrounded by 

emb a t t l e d w a l l s , w i t h houses, t r e e s and towers. This (Ex. 234) i s heralded 

by the hidden d i v i d e d chorus, s i n g i n g t h e i r chromatic D major paean (Ex. 235), 

causing Smee t o gasp i n v o l u n t a r i l y '0 diese l i n d e V/arme! D i e schone Musik! 

M i r s c h e i n t i c h b i n v o r dem Paradies!' Some time l a t e r , f o l l o w i n g Smee's 

r e u n i o i i w i t h h i s w i f e (C major, 'sehr i n t e n s i v ' ) and a simple d r i n k i n g song 

i n Gr from F l i p k e , Slirabroek and Smee, Ex. 234 r e t u r n s , Grandioso and i n D 

major, as the door o f heaven i s f l u n g open and ' u n e r h o r t e r Glanz d r i n g t auf 

di e Szene'. Smee's Erlosuug ( o r rescue, i n t h i s case) i s achieved o n l y a f t e r 

the e x t r a o r d i n a r y e l e v e n t h scene. Probably t o avoi d o f f e n c e , the presence 

of Jesus i s here r e p l a c e d by the more n e u t r a l f i g u r e of Joseph, w h i l e 

Schreker a l s o adds t o de Coster's ' f a i r judgment' a p a i r o f scales to weigh 

i n the balance Smee's good and bad achievements i n l i f e . R i g h t l y , Smee has 

to plead h i s own case, a i d e d by h i s w i f e , F l i p k e and, s u r p r i s i n g l y Slimbrock -

This l a s t i s the composer's own touch - f i n a l l y succeeding to the e v i d e n t 

r e l i e f o f the assembled angels. The work ends w i t h a c h o r a l ' G l o r i a i n 

e x c e l s i s ' and ' A l l e l u i a * r e m i n i s c e n t of the o f f s t a g e chorus a t the end of 

Der Schatzgraber. As Exx. 234 and 235 combine"in C major d u r i n g the f i n a l 

b a r s , Smee solemnly e n t e r s heaven. 

D_er Schmied von Gent's importance t o Schreker may be measured by the 

ex i s t e n c e of two v o c a l scores, r e s p e c t i v e l y h i s own w o r k i n g d r a f t and t h a t of 
189 

h i s p u p i l K u r t F i e b i g ; the l a t t e r became the p u b l i s h e d v e r s i o n . I f the 

189. The autograph f u l l score was kept by UE, and, u n l i k e h i s e a r l i e r scores 
was not bound i n t o volumes by them. 
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hopes he had l o r the opera were u n f u l f i l l e d , i t stands as the l o g i c a l end 

of a. life-work devoted to the almost impossible i d e a l of r e c r e a t i n g the 

ivlarchenopei- as seen by modern, p o s t - i n d u s t r i a l yet anti-urban man. This was 

not a conscious or consistent prograjume, and was i n l a t e r years merged with 

an i n c r e a s i n g preoccupation with r e l i g i o u s imagery and m i l l e n i a l , c h i l i a s t i c 

v i s i o n s . His aim can he compared with S t i f t e r ' s d e s i r e i n Nachsommer to 

oppose a 'great, simple e t h i c a l f o r c e 1 to the 'wretched degeneration' of h i s 

time. 

Schreker would have f e l t i t high p r a i s e i f h i s works at t h e i r best had 

been said to possess 'noble s i m p l i c i t y and serene grandeur 1 i n the e v e r l a s t i n g 

U'inckelmannian phrase. His use of f o l k t a l e motifs has i n i t an implied 

r e j e c t i o n of the ' r e a l world* he knew, an espousal, however naive i t seemed 

to some, of h i s own ' i d e a l world*. What emerges o v e r a l l i s not a f u l l y 

thought-out, coherent philosophy, but a s e r i e s of f i g u r e s and images de r i v i n g 

from pre-iyi*t and u l t i m a t e l y from Diedermeier Germany and A u s t r i a . I t was a 

view of l i f e conditioned, l i k e that of Erwin in Leopold Andrian's 1895 novel 

Pes Garten der Erkenntnis l a r g e l y by a e s t h e t i c considerations, much of whose 

a t t r a c t i o n lay i n t h e i r close r e l a t i o n to the numinous, the i n e f f a b l y 

mysterious. 

This may seem strange i n one who, l i k e h i s b r i e f mentor Ferdinand, von 

Saar, was -in the l i g h t of his own experiences a s o c i a l a m e l i o r i s t c l o s e l y 

i d e n t i f i e d with the astrocious conditions of l i f e around him. But despite 

h i s d i s l i k e of the ' r e a l ' and yearning for the 'deal' world, p a r a d o x i c a l l y 

Schreker did not draw a sharp d i s t i n c t i o n between r e a l and imaginary. His 

treatment of the f o l k t a l e came near to Rohrich's view of i t as 'Geglaubte 

W i r k l i c h k e i t ' i n which 'Zauber, P a r t i z i p a t i o n und Verwandlung sind magische 

R e a l i t a t e n ' . I t i s possible to see the r e l i g i o u s tendencies of Scnreker's 

l a t e r years as akin to the fusion of Marchen and Christentum i n Novalis, who 

saw the Marchen and 'gleichsaju der Kanon der Poesie' and e x t o l l e d the 

•poetische Staat' as the sole true one. But h i s v i s i o n was unexpectedly 

a n t i c i p a t e d i n the 'Universalpoesie' of another Jena C i r c l e f i g u r e , F r i e d r i c h 
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Sc h l e g e l . That c l o s e , tense r e l a t i o n between 'Leben' and 'Kunst' i n a l l 

Schreker's works from Per ferne iQang to Per Schniied von Gent, that nature 

mysticism seen everywhere from the garden scene i n Flammen to and beyond 

the Whitman songs are redolent of Schlegel's 'bewusstlose P o e s i e 1 . This 

q u a l i t y or concept which ' s i c h i n der Pflanze regt, im L i c h t e s t r a h l t , ini 

Kinde l a c h e l t , i n der Bliite der Jugend schimmert, i n der liebenden Brust 
190 

der Frauen g l i i h t ' uses language s t r i k i n g l y s i m i l a r to Schreker's, and 

may throAv l i g h t i n h i s r e g r e t f u l comment that most a r t i s t s are born a 

century too l a t o . 

190. Gesprach uber die Poesie. K.A. I I , 285. 
191. BS, 1921, 3. 



PART FOUR 

THE TRADITION OF CLASSICAL MYTH 

As I gaze across at the green land, and think of 

the numberless a t h l e t e s and war r i o r s , a l l the young, v i t a l 

handsome, godlike Greeks who had made i t resound with t h e i r 

deeds, I again become aware of a powerful reA'erberation of 

sound from the rocks, i t s source hidden from me. I r i s e 

from the ground, c a l l out loudly and hear a mighty s i x f o l d 

echo. S i x times the name of the god of Delphi, the 

conqueror of the Python resounds from the heart of the 

mountains. 

I am alone. The ancient parnassian c l i f f s have caused 

t h i s overwhelming reply, so that the power of the past 

might s e i z e and penetrate me through i t s triumphantly 

awesome e f f e c t on the present. As a r e s u l t , I f e e l as though 

consumed by b r i l l i a n c e and f i r e . P r a c t i c a l l y trembling, I 

l i s t e n to the s i l e n c e which has f a l l e n once again above and 

around me, almost deeper than i t was before. 

From Hauptmann, G r i e c h i s c h e r F r u h l i n g (1908) 

G. V/., Bd. 6, F i s c h e r , Bin, 100. 



CHAPTER EIGHT 

ANTIQUE MYTH; HEROIC OPERA. 

KULTDKAMA AND ZEITDRAMA 

I Heroic opera as i d y l l , m a r t i a l c o n f l i c t 
and rescue drama 

I I Wellesz, Hofinannsthal and E u r i p i d e s 

I I I Orpheus, Orestes and Krenek 

I 

The foregoing two chapters have i n d i c a t e d how Schreker and Zeinlinsky, 

i n t h e i r d i f f e r e n t ways were - with Braunfels and Schoeck - the c h i e f 

r e p r e s e n t a t i v e s of Marchen-based post-Romantic opera, unsystematic though 

t h i s evidently was and 1unprogressive 1 though i t may have been according to 

the more advanced trends of the time. C h a r a c t e r i s t i c a l l y , n e i t h e r composer 

sought to codify or elaborate h i s ideas on opera, e i t h e r i n general or i n s o f a r 

as h i s own works were concerned. Unlike Schoenberg, n e i t h e r man was much 

given to a b s t r a c t r a t i o c i n a t i o n , or, by extension, to expressing himself 

through the w r i t t e n word. E s s e n t i a l l y Instinktmusiker. they were content to 

r e a c t to the l i t e r a r y and t h e a t r i c a l s t i m u l i of t h e i r own youth. Though 

recognised as leading serious t h e a t r i c a l musicians, they wrote nothing bearing 

on t h e i r work to compare with, f o r example, Berg's Wozzeck l e c t u r e or Krenek's 

numerous polemical and c r i t i c a l a r t i c l e s . 

I t i s , therefore, hard to imagine them approaching c l a s s i c a l myth on 

any s c a l e f o r operatic m a t e r i a l , f o r a l l that study of the c l a s s i c s , 
1Altertumswissenschaft•, was the foundation of Austro-German pedagogy, even, 

as S c h e l l i n g put i t 'die notwendige Bedingung und der e r s t e S t o f f a l l e r KunstV 

Admittedly, Gide's Le Roi Candaule formed the b a s i s ok Zemlinsky's f i n a l , 

unperformed stage work, but, as Leo Aylen has noted, the e f f e c t of the 
2 

Candaules story as t o l d by Herodotus i s more • o r i e n t a l ' than ' c l a s s i c a l ' . 

1. Philosophic der Kunst, Werke, I I I , 425. 
2. Greek Tragedy and the Modern World, iJethuen, 1964, 265. 
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The myth of Memnon the Ethiopian, e s p e c i a l l y i n the form quoted by Simonides 
3 

and Pausanias formed the i n s p i r a t i o n (no more) for Schreker's Memnon t e x t . 

Yet no event i n t h e i r l i v e s can be set beside the young Wagner's reading 

of Uroysen'.S1 Pes Aischylos Werke (1832), which i s s a i d to have opened h i s 

eyes to the 'berauschende B i l d eines a t t i s c h e n Tragodietages', together with 

h i s continuing romantic preoccupation with Aeschylean tragedy and 'der 

gri e c h i s c h e G e i s t ' i n Kunst und Revolution (18^9). Nor, though Nietzsche's 

Zarathustra was part of the period's i n t e l l e c t u a l f u r n i t u r e , i s there any 

evidence that e i t h e r was f a m i l i a r with the equally s i g n i f i c a n t Geburt der 

TragSdie. The dec i s i o n to approach c l a s s i c a l mythology for dramatic purposes 

has u s u a l l y required a c e r t a i n d i s t a n c i n g q u a l i t y , a conscious separtion from 

s e l f which n e i t h e r Schreker nor Zemlinsky (nor even Schoenberg) possessed i n 

s i g n i f i c a n t measure. Despite h i s thorough teaching of 16th century counter

point a t the Vienna Staatsakademie, Schreker, according to Krenek, 'hatte 

wenig Respekt vor den Arbeiten des Musikhistorischen I n s t i t u t s der Wiener 

U n i v e r s i t a t . E r war i n t e l l e k t u e l l n i c h t besonders i n t e r e s s i e r t und kiimmerte 

s i c h .Um diese Pinge n i c h t , so dass man s i c h s e l b s t auch n i c h t gerade 

ermutigt funite Musikgeschichte ernst zu nehmen'.^ Krenek was looking back 

beyond the period of h i s two 'mythological' operas of the 1920s, r a t h e r 

u n f a i r l y blaming Schreker for h i s own lack of involvement i n musicology u n t i l 

a f t e r h i s a r r i v a l at Vassar, N.Y. i n 1939. 

A c e r t a i n irony attends t h i s matter. One of Vienna's r i s i n g musicologists 

3. Graves, I I , 315-16. 
4. C. v. Westemhagen: Wagner. A t l a n t i s Vlg. Zurich, 1968, 100. I n 1913 a 

young American s c h o l a r drew d e t a i l e d analogies between Wagner's works 
and the corpus of Greek drama, showing how the Ring p a r a l l e l e d the 
Ovesteia. Amfortas Ajax, I s o l d e Phaedra, and so f o r t h . Cf. Wagner's 
Dramas and Greek Tragedy. Columbia U.P., 1913. But Wagner's music was, 
of course, 'nicht um den Torso e i n e r sophokleischen Tragodie ranken, 
sondern der Schopfer des Gesamtkunstwerkes muss fahig, den Mythos seines 
Volkes, so wie der gr i e c h i s c h e Tragiker, d i c h t e r i s c h zu entbinden'. 
Walter Vetter: Mythos. Melos. Musica. I , 333. 

5. Notwendige Entscheidungen. Musica, 1971, 560-1. I n Anb,, 1928, 112, 
the young Krenek s i n g l e d out r e l i a n c e on c r e a t i v e i n s t i n c t , s e l f -
c r i t i c i s m , p r o d u c t i v i t y and openness to a l l i n f l u e n c e s as marks of 
Schreker's teaching. But he i s disparaging again i n Horizons C i r c l e d 
( l o c . c i t . , 19-20). 
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during the period of Krenek's study with Schreker was Wellesz, nearer the 

older man i n age, but r e p r e s e n t a t i v e of that very s c h o l a s t i c mentality which 

Schreker i s s a i d to have d i s l i k e d . As has been shown, he was himself drawn 

to the Zauberoper i n Girnara. but h i s main operatic endeavour was the 

representation of Greek drama on the modem stage, focussing a t t e n t i o n on 

the i d e a l s of Gluck at a time of g r e a t l y renewed i n t e r e s t i n Handelian opera. 

Li k e the young Krenek's e n t i r e l y d i f f e r e n t involvement with Greek myth 

(Wellesz, s i g n i f i c a n t l y , approached i t through Hofmannsthal, Krenek, 

i n i t i a l l y , through Kokoschka) i t can now be seen as part of that postwar 

concern with c l a s s i c a l a n t i q u i t y which affected the a r t s i n Europe i n so 

many ways. Though sometimes described as a ' r e v i v a l 1 , i t i s a n a t u r a l 

extension of that long-standing post-Renaissance involvement of a r t i s t s , 

w r i t e r s and musicians with antique myth, stimulated by French c l a s s i c i s m , 

and l a t e r by German Hellenism. I n Rehm's words: 'In und s e i t der 

Renaissance und den von i h r ausgehenden g e i s t i g e n Stromlaufen t r i t t das 

Antike aus den Unbewussten i n s Bewusste, 1 driven by what he c a l l e d the 

'Idea der Humanitas zum Z i e l des inneren Lebens und zum Vo r - B i l d ' . ^ 
7 

A r n f r i e d E d l e r has demonstrated how a notable feature of 19th century 

European music was the e x p l o i t a t i o n of c e r t a i n c l a s s i c a l myths, e s p e c i a l l y 

those, l i k e Orpheus and Dionysus, Pan, the S i r e n s and the harmony of the 

spheres, which had some overt musical reference. But the impulse to draw 

on Greek mythology was much wider ranging than t h i s . For most composers 

(and w r i t e r s ) i t stemmed from awareness of an imaginatively inexhaustible 

store of themes and c h a r a c t e r s , a b a s i c f e e l i n g for human tragedy i n i t s 

greatest l i t e r a r y archetypes, and, perhaps, something of that double awareness 

of characters as i n d i v i d u a l s and as symbolic e n t i t i e s which has been 
g 

a t t r i b u t e d to the ' p r i m i t i v e ' audiences of Aeschylean times. This modern 
' i n t e l l e c t u a l ' dimension may be seen as a r e f l e c t i o n of the Greek's own wish 

9 
to make t r a g i c s u f f e r i n g appear as 'part of an i n t e l l i g i b l e order* and of 

6. Rehm (G) 12, 14. 
7. See B i b l i o g . ( I I ) . 
8. A. M. G. L i t t l e : Myth and Society i n A t t i c Drama. Columbia UP., 19^2, 9. 
9. D. J . Conacher: Eurioidean Drama. Toronto U.P., 1967, 3. 
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the sheer v a r i e t y of patterns a v a i l a b l e , ranging, i n Lesley's a n a l y s i s 

from the t r a g i c ' s i t u a t i o n ' up through the ' t o t a l t r a g i c c o n f l i c t ' to the 

' t o t a l l y t r a g i c world view'.*^ I n 19th century German drama, the ' t r a g i c ' 

view was expressed most cogently by Hebbel, with h i s s t r e s s on the over

whelming power of 'primeval g u i l t ' . Much l a t e r Cocteau s t i l l expounds t h i s 

pessimism i n h i s adaptation f o r llonegger of Antigone: 'L'homme e s t iinou'i, 

l'homme navigue, l'homme labore, l'homme chasse i l invente des codes, 

i l couvre s a maison, i l echappe aux maladies - l a raort e s t l a seule maladie 

q u ' i l ne guerisse pas ' 

As the Weimar H e l l e n i s t s had responded to and elaborated on Winckelinann, 

so most major post-1870 w r i t e r s had evolved t h e i r own responses to a n t i q u i t y , 

the immortality of ancient myth, and the perpetual presence of the u n i v e r s a l 

yet i n d i v i d u a l image of the Greek ' I d e a l b i l d ' . The powerful evocation of 

Dionysiac Greece i n Nietzsche's Geburt der Tragb'die of 1872 had been over

whelmingly the most spec t a c u l a r stimulus since the once axiomatic 1edle 

E i n f a l t und s t i l l e Grosse' of Winckelniann 1 s Laocoon. Hauptularin's l a t e r 

e c s t a t i c v i s i o n of Apollo on Olympus on h i s 1908 journey was no i s o l a t e d c r y . 

I t echoed the lament for dead Greek d e i t i e s i n S c h i l l e r ' s Die Goiter 
• 12 

Griechenlands of 1788, Ho l d e r l i n ' s d e s c r i p t i o n of Grecian l i g h t , sea and a i r , 

and, from a d i f f e r e n t angle, Heine's Venus-Apollonian dream i n h i s 1826 

Harz r e i s e . 
Despite the ambiguous, even c r i t i c a l s t r a i n running through German 

l i t e r a r y a t t i t u d e s to H e l l e n i c a n t i q u i t y from Wieland through Novalis, both 
14 

the Schlegels and Heine to Durckhardt, the enormous p r e s t i g e of Weimar 

c l a s s i c i s m long o u t l i v e d the age of Humboldt, l e t alone of S c h i l l e r and Goethe 

themselves. George, the Apollonian, i n t e n s e l y evoked the southern landscape 
10. A l v i n Lesky: Greek Tragedy, 1938, rev. 1957, E. Benn, 1965, 13-14. 
11. Antigone. Chorus, Act 2. 
12. Werke I I , 65, qu. Rehm (G.) 347. 
13. I l l , 23. 
14. E.g. A. W. Sc h l e g e l : Dram. Vorlesungen. I , f o r whom the Greeks 'invented 

the poetry of j o y 1 but to whose c i v i l i s a t i o n he was unable to grant 
'a higher character than that of a r e f i n e d and ennobled s e n s u a l i t y ' . 



278 

i n h i s Teppich des Lebens (1900) while HiIke, the sensual mystic, abased 

himself before e a r l y Greek sculpture and embodied himself in the Sonnets to 

Orpheus. But i t was Hofmannsthal who showed the most complex and profound 

response to the ' t i e f e , und gleichsam z e i t l o s e fiinsamkeit' of the Greek 
15 

countryside. His comment that the Greek experience was not that of the 

mysterious present, as i n I t a l y , but of being 'as though outside a l l t i i n e ' * ^ 

was more than a stock genuflection. Long before Das Vermachtnis der Antike 

(1928) 'Gegenwart und Vergangenheit, Ant ike und Modeme* were for Hofmannsthal 

' f a s t aneinander geklammert'.*^ I n the Vorspiel zur Antigone the student 

watching Oedipus Rex i s met by a dream fi g u r e , the genius of ancient tragedy 

who persuades him to surrender to the s p i r i t of Antigone and say: 'This must 
18 

be true. For here i s r e a l i t y . A l l e l s e i s s i m i l e , l i k e a play i n a mirror.' 

I n h i s old age, Richard Strauss dated h i s introduction to Greece (and Egypt) to a convalescent holiday i n 1892: 'Von den Augenblick an, b i n i c h 
19 

germanischen Grieche geblieben b i s heute'. Ten years before S t r a u s s ' s 

b i r t h , C. L, Cholevius had begun h i s study of a n t i q u i t y ' s influence on 

German poetry (1854-6); the composer's youth was contemporary with the work 

of Nietzsche, the maturity of Wilamowitz-Mollendorf, Burckhardt's l a t e 

G r i a chische Kulturgeschichte. and the epoch-making study, Psyche published 

by Erwin Rohde i n 1893. Now, h a l f a century l a t e r , Strauss expressed a 

h e a r t f e l t wish that educational s t r e s s be l a i d on the Greek c l a s s i c s i n good 
20 

German t r a n s l a t i o n s , e s p e c i a l l y Homer, the O r e s t e i a and Oedipus. Since 

1918, others had already r e f l e c t e d t h i s preoccupation, as revealed -by Otto 

Gruppe's historiography of c l a s s i c a l mythology (1921), the l a t e r work of the 

B i b l i o t h e k Warburg, the foundation of the j o u r n a l Die Antike i n 1925 and the 

huge compilation Das Erbe der Alten. 36*"voluraes i n a l l , published between 1910 
15. Jens, 138. 
16. qu. Jens, lkk. 
17. I b i d . , 6. 
18. Dramen, I , 275. Cf. a l s o quotation at head of Part 3. 
19. B r i e f uber das humanistische Gymnasium (19^5) i n Betrachtungen und 

Erinnerungen. Loc. c i t . , 106. 
20. I b i d . , 110. 
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and 1936 under the p r e s i d i n g influence of Otto Irumisch. 

In the period from E l e k t r a to Die Dakchantinnen. there was no p a r t i c u l a r 

consistency i n the way o p e r a t i c use of Greek myth r e l a t e d to precedents. 

Such consistency as did occur was bound up more with continued and v a r i e d 

f a s c i n a t i o n with the dramatic p o t e n t i a l of c l a s s i c a l drama. I n adapting 

Sophocles' play, f i r s t as a spoken drama, then as an opera, Hoffmannsthal 

produced something e s s e n t i a l l y new and of i t s time, more thorough going i n 

i t s departure from the o r i g i n a l than h i s A l k e s t i s had been. The play E l e k t r a 

impressed some, l i k e Bahr, who, approvingly r e c a l l i n g S c h i l l i n g s ' Symphonic 

Prologue to Sophocles' Oedipus of 1900, recognised Hofmannsthal's depiction of 
21 

the ' t i e f s t e n Hohlen i r d i s c h e r Pein*. A l f r e d F r e i h e r r v. Derger, too, 

refused to endorse the widespread c r i e s of 'Schandung'. However, Maximilian 

Harden was not slow to see the connections with contemporary Viennese 
psychoanalysis, sneering 'Aischylos und Sophokles, Freud und Breuer, antike, 

s 22 
modeme Kathar/is'. While A l f r e d K e r r saw the connections with Maeterlinck, 
Wilde and d'Annunzio, he g r a p h i c a l l y described E l e k t r a ' s behaviour as 'der 

23 
p r i v a t e Rachedurst e i n e r E p i l e p t i k e r i n ' . I n the same year, 1905, Paul 
Goldmann saw E l e k t r a as 'die Verirrung eines Talents* i n which 'an die S t e l l e 

2k 

der Psychologie t r i t t die P e r v e r s i t a t * . Years l a t e r , the play (and opera) 

as a product of Freud's pathology, were d i r e c t l y compared with Goethe's 

' r a t i o n a l i s t ' Iphigenie and Racine's 'Jansenist' Phedre. Thus the most 

celebrated c l a s s i c a l o p eratic adaptation of t h i s century became, from the 

moment of i t s appearance, notorious as an instance of l u r i d t h e a t r i c a l 

extremism. S t r a u s s ' s score was only secondarily the cause of t h i s , since 

most of the c r i t i c a l abuse had already been l e v e l l e d a t the stage-play. After 

S t r a u s s ' s death i t was to be compared at length with the Wedekindian Lulu; 

i t i s to be wondered what Hofmannsthal would have s a i d of t h i s l a t t e r - d a y 
21. 1905; qu. Wunberg, 137. 
22. I b i d . , 85. 
23. I b i d . , 78. 
2k, I b i d . , 116-17. 
25. E. M. Bu t l e r : E l e k t r a : a Gracco-Freudian Myth. JWI, i i , 1938, 168. 
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c r i t i c a l commonplace. 

There had been no previous opera based on the p e r s o n a l i t y of E l e k t r a , 

f a m i l i a r though she was from c e r t a i n 18th century works. The sole s e t t i n g of 

the Bacchae had been Les Bacchantes of P i e t r o Generalis (1810) though 

Iwaszkiewicz had used the play i n preparing King Roger f o r Szymanowski. 

Apart from forgotten works by S a c c h i n i (1786) and Z i n g a r e l l i (1790), the 

T r a e t t a - C o l t e l l i n i Antigone (1771-2) and Mendelssohn's two s e t s of i n c i d e n t a l 

music, no composer had tackled the powerful Sophoclean subjects of Antigone 

and Oedipus; Cocteau, Honegger and Stravinsky had remedied t h i s gap by 1927* 

By h i s own admission, despite the numerous h i s t o r i c a l precedents, Krenek's 

Orpheus opera was composed very much i n deference to, even awe of, Kokoschka, 

while h i s Leben des Orest had only f o r t u i t o u s precedents i n S t r a u s s , 

Weingartner (1902) and Taneiev (1895). Among Krenek's near-contemporaries, 

only Milhand wrote theatre music f o r Aeschylus' O r e s t e i a , as i t was he who 

had collaborated with Claudel over Les Malheurs d'Orphee. 

Aside from the u n f u l f i l l e d and much-discussed Semiramis p r o j e c t , 

Hofmannsthal had followed E l e k t r a with the t o t a l l y d i f f e r e n t , s t y l i s e d 

Kammerspiel Ariadne auf Naxos i n which 'TragSdie und S a t y r s p i e l s i n d zu 
26 

Mysterium und Harlekinade geworden', almost a return to h i s ' L o r i s ' years 

i n poetic transparency and l u c i d i t y . Like the Orpheus theme, Ariadne's 

abandonment belongs to the very beginnings of baroque opera. The choice of 

subject r e f l e c t e d Hofniannsthal's f e e l i n g f o r the 17th century as w e l l as h i s 

fondness of the myth i t s e l f . At the time .Krenek and Wellesz were completing 

t h e i r Orpheus and A l c e s t e operas i n 1923, the l a t t e r , at l e a s t , was deeply 

aware of the permanent repertory v e r s i o n s of these two s u b j e c t s . Hofmannsthal 

had not experienced t h i s problem, but shared with them the problem of s e l f -

consciousness and a r t i f i c e , of c r e a t i n g a sense of spontaneity and freedom 

out of the elaborate texture of backward reference. Thus the f i r s t v e r s i o n 

of Ariadne t r i e d to overcome i t through the framework of Moliere, the second 

by p l a c i n g the myth i n the r e a l i s t i c context of i t s own stage preparation. 
26. Jens, 108. 
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Further attempts at a s o l u t i o n can be seen i n three works of the 1923-31 

period, Die Xgyptische Helena. P e n t h e s i l e a and Der B e t t l e r namerlos. whose 

connecting l i n k i s Troy and the Trojan war. 

The problems of Die A'gyptische Helena, from i t s o r i g i n a l conception as 

a l i g h t - h e a r t e d parlando work i n three acts to i t s eventual two-act v e r s i o n 

have been discussed at length elsewhere. Although nothing has ever seemed 

l i k e l y to redeem i t s reputation, e s p e c i a l l y that of the supererogatory, 

subsequently v a i n l y r e v i s e d second act, Hofinarmsthai took an inordinate pride 
27 

in the work. His l a t e r introductory essay, i n which he described the f i r s t 
act as a 'Gespenstergeschichte', the second as an ' I d y l l e 1 , was the most 

28 
expansive of i t s kind. E a r l i e r , however, he boasted to Strauss of the 
sto r y ' s 'suspense', and the j u x t a p o s i t i o n of the ' i d y l l i c f a i r y - t a l e - l i k e 

29 

f i r s t with the e x c i t i n g second'. Drawing v a r i o u s l y on the Odyssey. Book IV, 

Stesichorus' palinode and Euripides' Helen, he wished to portray the reunion 
30 

of the r e a l Helena - 'though I am innocent, my name i s a byword of reproach' 

as d i s t i n c t from her phantom 'Doppelganger' with her war r i o r husband Menelaus 

on the magic i s l a n d of the s o r c e r e s s - p r i n c e s s A i t h r a o f f Egypt. 

Helena, who has not aged during her ten years on the i s l a n d , i s described 
« 31 

by A i t h r a as the 'beruhmteste, g e f a h r l i c h s t e , h e r r l i c h s t e Frau der Welt', 
32 

and even by the sneering elves as the 'schonste der Schonen'. She was no 
l e s s than a u n i v e r s a l symbol of feminine beauty, not l e a s t f o r Menelaus, 
though f o r him she would have been so whatever her outward shape on 

33 

rediscovery. Although the subje c t of the work i s the 'Verherrlichung' of 

Helena and Menelaus, f o r which Strauss wished to provide music analogous to 
27. Corr., 381 (14.2.24) 
28. Prosa. IV, 447. 
29. Corr., i b i d . 
30. E u r i p i d e s , Helen, t r . P. V e l l a c o t t , 133. 
31. Textbuch, Fttrstner, 1928, 14. Also as 'die L i e b l i c h e ' and 'du S e l i g e ' , 

i b i d . , 70-2. 
32. I b i d . , 45. 
33. Cf. E. Kobel: Hugo v. Hofmannsthal. de Gruyter, Bin, 1970, 346. 
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34 the 'pure, sublimated' mood of Goethe's Iphigenie. i t i s arguable that, 

even allowing for the element of bathos and dramatic tautology i n Act 2, the 

r e l a t i o n s h i p of A i t h r a and Helena i s of equal i n t e r e s t . I n A'ithra's words: 

Starker a l s Krieger, r e i c h e r a l s Konige 
35 

sin d zwei Frauen, die s i c h vertrauen. 

By s t r i v i n g to present Helena as a 'Symbol z e i t l o s e r Gegenwartigkeit• 

Hofraannsthal was drawing a p i c t u r e d i f f e r e n t from Goethe's Helen as 'Symbol 
37 

f u r die Antike s e l b s t * . He was acutely conscious of the Greek background, 

s t r e s s i n g that A t l a s , Egypt and Libya a l l occur i n Pindar and Aeschylus, 

and thus have authentic c l a s s i c a l connotations. The world of the Trojans, 

not that of a modern ' i s l a m i c o r i e n t ' was, he s t r e s s e d , at the forefront of 
og 

h i s mind. I t i s curious, therefore, that the introduction of A l t a i r , Da-ud 

and the r e s t i n Act 2, causing Strauss many problems, should have created an 

ambiguity of the kind Hofmannsthal wished to avoid. The t o t a l e f f e c t aimed 
39 

at being 'modern und antike zugleich, neu und a l t i n einem' or, as 
40 

I-Iofmannsthal t y p i c a l l y put i t , 'ewig: vergangen zukunftig'. Yet i f , on a 

mythological l e v e l , there i s much to admire i n the f i r s t a c t , as a c c u r a t e l y 

based and s e r i o u s l y intended as Ariadne, no r e a l counter-argument has ever 

d i s p e l l e d the c r i t i c i s m of the fantasy element i n Act 2, or, more important, 

that Act 2 functions dramatically as a r e p e t i t i o n of Act 1. Strauss denied 

t h i s , claiming that Act 2 showed Helena overcoming the problem of doubt 
through 'got t l i c h e Macht der Schonheit und i h r schicksaibewusste damonisches 

41 
Wesen'. The 'magic potion' of Act 1 he s t o u t l y defended on i t s h i s t o r i c a l 
34. Corr., 404 (1.6.25). 
35. Textbuch, 31. 
36. Jens, 122. 
37. Strauss, Betrachtungen 125. 
38. Corr., 405 (30.6.25). 
39. Kobel, op. c i t . , 331. 
40. Prosa. I l l , 360. Hofinaimsthal even wanted the costumes to approach 

modern evening d r e s s . Corr., 445 (13.10.27) 
41. Betrachtungen 125. 
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antecedents, using language l i t e r a l l y put into h i s mouth by Hofmannsthal. 

Almost eighteen months before staging Die Xgyptische Helena, a romantic 

i d y l l i n which Menelaus i s l e s s than t r u l y heroic, the Dresden Opernhaus had 

given the f i r s t performance of Othmar Schoeck's Penth e s i l e a . Cast e n t i r e l y 

on the b a t t l e f i e l d of Troy, and pervaded i n Schoeck's shortened v e r s i o n by 

the sense of continuous b a t t l e and doomed struggle, i t i s a s e t t i n g of K l e i s t ' 

tragedy which does not attempt to go beyond the K l e i s t i a n . The play was of 

s u f f i c i e n t l y c l a s s i c s t a t u s i n Germany for i t to be p o s s i b l e that many who 

knew i t w e l l had forgotten how the o r i g i n a l myth, that of A c h i l l e s ' murder 

of the Amazons' queen, Penthesilea i s here reversed by K l e i s t . I t i s worth 

s t r e s s i n g that K l e i s t n e i t h e r was nor wished to be part of the H e l l e n i s t 
43 

l i t e r a r y movement of h i s time, something Schoeck recognised from the outset. 
He was w e l l aware of the Amazons i n the I l i a d , the ' b r u t a l i t y ' of which he 

44 
much admired. Presumably, l i k e K l e i s t before him, Schoeck was f a m i l i a r 
with the d e t a i l s of P e n t h e s i l e a 1 s bloody death at A c h i l l e s ' hands, and the 

45 
n e c r o p h i l i a c embrace which followed. I t has even been suggested that, 
though P e n t h e s i l e a 1 s name does not appear i n the I l i a d , the whole episode i s 

46 

Homeric i n s t y l e , and may have been a l a t e r e d i t o r i a l suppression. Others, 

however have seen i n t h i s obverse of Weimar c l a s s i c i s m a treatment not 

merely of the i r r a t i o n a l element i n Greek a n t i q u i t y , but of 'der Mensch ... i n 

s e i n e r t i e f s t e n wahnverstrickten Entwiirdigung und Zernichtung, i n s e i n e r 
47 

widermenschlich - hihidischen Ungestalt'. 

Schoeck's wish was p r i m a r i l y to expand through music a drama which had 

t h r i l l e d him as a stage play, despite h i s caveat that 'den Worten i s t zu 
48 

wenig Z e i t eingeraumt. Sie gehen v i e l zu rasch vorbei ....' The r e s u l t of 
42. Corr., 473 ( 3 0 . 4 . 1 9 2 8 ) . 
43 . Vogel, op. c i t . , 153. 
44. I b i d . , 136. 

45 . Graves, I I , 313. Also the oddly a n t i c i p a t o r y struggle and embrace 
of A c h i l l e s ' f a t h e r Peleus with the Nereid T h e t i s . Cf. Graves, I , 
271. 

46 . Graves, I I , 319-

47. Renin (G) 290. 

48. Vogel, 152. 
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h i s labour was 'das P e n t h e s i l e a - S t i l ' , stemming from aggressive harmonic 

clashes (such as the opening chords, Ex. 236) and a large measure of spoken 

dialogue against o s t i n a t i bass f i g u r e s , of which Ex. 237 i s r e p r e s e n t a t i v e . 
49 

The two chords of Ex. 236 are o s t e n s i b l y the music of the High P r i e s t e s s , 
50 

though Schoeck claimed that they symbolised the two sexes. At any r a t e , 

F sharp and C minor/major represent P e n t h e s i l e a and A c h i l l e s r e s p e c t i v e l y . 

P e n t h e s i l e a i s , to a greater extent than Die Agyptische Helena, a human 

drama. This i s so i n s p i t e of Renin's reductive comments, despite i t s 

unrelenting violence of mood, and despite the f a c t that A c h i l l e s i s at h i s 

l e a s t heroic, while Penthesilea, f a r from reaching quasi-Olympian s t a t u r e 
51 

i s d e c e i t f u l and wantonly aggressive by turns. Nevertheless, j u s t as 

Schoeck the songwriter did not conceal h i s preference for Morike and K e l l e r 

over the H e l l e n i s t H o l d e r l i n , so he made i t c l e a r that he was a t t r a c t e d to 

P e n t h e s i l e a as drama an s i c h . r a t h e r than through i t s connotations with 

c l a s s i c a l mythology. I n t h i s he placed himself i n t e l l e c t u a l l y at a great 

distance from the l a t e r Hofmannsthal, with h i s comment •im Mythischen i s t 
52 

jedes Ding, durch einera Doppelsinn, der s e i n Gggensinn i s t , getragen'. I t 

was Schoeck's view that the Greek notion of s e x u a l i t y was a more sober, 

r e a l i s t i c one than the C h r i s t i a n , 'denn ihr e Gotter waren !„ . . j denselben 
53 

Anfechtungen auegesetzt wie die S t e r b l i c h e n ' . Beyond t h i s he did not care 

to go. Unlike Strauss, he showed l i t t l e l i k i n g f o r that touchstone of German 

H e l l e n i s t drama, Goethe's Iphigenia. complaining of the 'fabelhafte R o l l e n ' 

and the ' a r i a - l i k e speeches'. This l a t t e r comment comes oddly from an opera 

composer who might have seen, as others have done, a p a r a l l e l between the 

l y r i c - i a m b i c pattern of Greek tragedy and the technique of a r i a and r e c i t a t i v e 
49. Corrodi, op. c i t . , 153. 
50. Vogel, 106. Though the Wagnerian idiom was f a r from congenial to 

Schoeck, he saw i t as an analogy to the T r i s t a n opening. 
51. Cf. Paul K. Whittaker: P e n t h e s i l e a and the Problem of Bad F a i t h . 

CG, 1972, 59 f f . H a t f i e l d ( A e s t h e t i c Paganism. 177-8) r e l a t e s 
P e n t h e s i l e a to F. Schlegel's e r o t i c novel Lucinde (1799). 

52. Aufzeichnungen. 35 (and Prosa, 11, 200). 
53. V'ogel, 169. 
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54 used i n Baroque and c l a s s i c a l opera. . But Schoeck's r e a l a t t i t u d e i s 
explained i n h i s remarks that 'Doch diirfte der S t o f f n i c h t urugedeutet, n i c h t 
ins Menschliche gewendet werden. Mythos s o i l Mythos bleiben, die Gestalten 
werden uns sonst fremd This approach betrays one who, for a l l h i s 

involvement i n 19th century German poetry, found i t hard to escape from the 
„ r 

Zurich p r o v i n c i a l i s m of h i s nurture. 1 Ich kann n i c h t b e g r e i f e n 1 , he exclaimed, 
55 

•wie Goethe dieses Umbiegen i n s Humane hat p a s s i e r e n konnen* 

The A l s a t i a n composer-conductor Robert Ileger was no l e s s p r o v i n c i a l i n 

o r i g i n than h i s exact contemporary Schoeck, but h i s f i r s t major stage work, 

Der B e t t l e r namenlos. produced i n 1931, r e v e a l s a d i f f e r e n t a t t i t u d e . I t i s 

c l e a r enough from t h i s that the composer had a d i r e c t , unassuming love of 

Homer, e s p e c i a l l y the Odyssey, going back to h i s y o u t h . T h o u g h he did not, 

l i k e Hermann Reutter a decade l a t e r , choose to turn the adventures of 

Odysseus into an opera, he i s u n l i k e l y to have made much, i f any d i s t i n c t i o n 

between what has been c a l l e d the f o l k t a l e element of the Odyssey and the 
57 

'mixture of r e a l i s m and ordinary non?mythical f i c t i o n ' which c h a r a c t e r i s e s 

much of Homer's e p i c . Heger's f e l l o w - A l s a t i o n F r i e d r i c h Lienhard (1865-1929) 

had impressed him deeply with h i s three-act dramatic poem Odysseus of 1911, 
58 

r e v i s e d as Odysseus auf Ithaka i n 1914. I n the same year, he published 
h i s Gedicht; Aucil i n Ithaka. echoing e a r l i e r poetic treatments by Heyse and 

59 

Wildenbruch. I t was the temper as w e l l as the scope of Lienhard's play, 

summed up i n J . Menrad's phrase 'der Sonnengottes Erdenfahrt'^° which provided 
54. Cf. L.H.G. Greenwood: Aspects of Euripidean Tragedy. C.U.P., 1953» esp. 

138-9. However t h i s was something A.W. Schlegel (Dram. Vorlesungen, I ) 
had strenuously argued against. 

55. Vogel, 106. 

56. L e t t e r of 15 .10 .73 . 

57. G. S. K i r k : The Greek Myths. 168 
58. Greiner and P f e i f f e r , S t u t t g a r t . Paul Gaude compared Lienhard's simple 

•Reldenhaft' Odysseus unfavourably with the wide-ranging 'hOchst 
se n s i b l e Nature* of Hauptmann*s i n Der Bogen des Odysseus. Cf. Das 
Odysseusthema i n der neueren deutschen L i t e r a t u r e , Karras, H a l l e , 
1916, 32. Yet the element of the grotesque, Odysseus as an 'almost 
maniacal' VValdmensch i n liauptmonn i s not hinted at by Gaude. Cf. on 
t h i s W. B. Stanford: The Ulysses Theme. Blackwell, 1954, esp. 198-9. 

59. Btlhrie u. Welt, Feb. 1914. 
60. Der Urmvthus der Odvssee u. s e i n e d i c h t e r i s c h e S r n e u e m n e . Ullnchen. I Q l f i 
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Heger with the framework from which he prepared h i s own much s i m p l i f i e d t e x t . 

August Bungert's tedious and over-ambitious Homerische Welt t r i l o g y of 

the 1890s had made i t d i f f i c u l t f o r any composer to approach t h i s m a t e r i a l 

with the same temerity, for f e a r of experiencing a s i m i l a r d i s a s t e r . Heger's 

s o l u t i o n to the problem, repeated a few years l a t e r i n Der verlorene So bin, 

was to create an opera i n which a l l the c h a r a c t e r s were anonymous, though 

mostly recognisable i n t h e i r e s s e n t i a l s . The r e s u l t of t h i s was a c e r t a i n 

ambiguity, so that Paul Stefan rather disingenuously argued the case f o r 

regarding the 'nameless beggar 1 of the t i t l e simply as a hero returning i n 

d i s g u i s e to h i s homeland, r a t h e r than Odysseus returning to I t h a c a to claim 

Penelope. 

The a c t i o n i s set on ' eine I n s e l unter mi Idem Himinel'. I t h a c a i s thus 

not i d e n t i f i e d , but turned into a g e n e r a l i s e d poetic image, surrounded by 

vagueness and mystery: 

Der B e t t l e r : Sag mir, wie h e i s s t das Land 

auf deiu ich stehe? 

Der H i r t : Past scheu' i c h mich 

rait Namen es zu neimen; 

e i n s t hochgeruhint, 

erwiinschtes Z i e l der s t o l z e n Segel 

i s t es verrufen heut'. 

Der S c h i f f e r dreht e r s c h r e c k t den K i e l 
62 

wenn er die roten Klippen s i c h t e t . 

Odysseus himself, an heroic tenor, i s throughout most of the opera the 

nameless beggar, proclaiming at the outset 'Ich i r r e namenlos/von Meer zu 
Co 

Meer/von Land zu Land' to the point when he becomes 'mit entblosstem Haupt, 

v o l l i g verandert, e i n Konig im Bettlergewand 1. ( I l l , 3 ) ^ As l a t e as Act 2, 

Sc. 3, he i s deeply unhappy, and apparently uncertain of the outcome, as the 
61. Anb. 1931, 84. 
62. Textbuch, 17. 
63. I b i d . , 16. The previous l i n e 'Ich bin e i n B e t t l e r , der die Heimat 

sucht 1 i s taken from Lienhard's Odysseus. page 5. 
b4. I b i d . , 47. 
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pathos of Ex. 238 reveals. I t i s only i n Act 3, Sc. 5 t h a t he turns i n t o 

•der Konig' at which stage he and his wife address each other i n t h e i r true 

i d e n t i t y f o r the f i r s t time. Long before t h i s , from the work's opening scene, 

i n f a c t , the S e t t l e r ' s heroism has been musically established through the 

work's upward-surging main m o t i f , Ex. 239. 

Penelope i s Die Konigin (sopr.) throughout, her d i g n i t y u n f a i l i n g , even 

when, hard-pressed by the s u i t o r s , she discovers the extent of t h e i r 

f o r n i c a t i o n w i t h the serving-maids. The other characters have already spoken 

of her i n tones of awed sympathy: 

Die Konigin - noch inliner hoffend 
6 5 

wartet und weint and 

Sie l e b t und h a r r t 

i n Treu und Tranen des Gemahls.^ 

Her m o t i f of longing, Ex. 240, i s rhythmically r e l a t e d to the 'heroic 1 Ex. 

2 3 9 , and i s given i n two l a t e r d e r i v a t i o n s from the same scene, Exx. 2k1 

(Konigin) and 242 (Sc h a f f n e r i n ) . The other roles were more problematical, 

and Heger s i m p l i f i e d by merging or o m i t t i n g them. Thus the nurse Eurykleia 

and housekeeper Eurynome become the Schaffnerin ( a l t o ) whose important r o l e 

i s t h a t of intermediary between Queen, household and the beggar on h i s a r r i v a l 

I t i s she who (11, 3) announces to the Queen, a f t e r the argument w i t h the 

Freinde Preier: 

Ein fremder B e t t l e r 

Kam ins Land, 

Er sass am Rande des Meers 

und weinte bestiindig. 

Vom femen Konig 
67 

b r i n g t er wicht'ge Kunde. 

I n the Odyssey t h i s occurs i n Book XIX, where Eurykleia recognises 

Odysseus by the scar above his knee. The characters of the s u i t o r s i n Homer 
65. I b i d . , 13. 
66. I b i d . , 18. 
67. I b i d . , 29 - 3 0 . 
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are mostly delineated i n sharp d e t a i l , e specially those of Antinous and 
Euryinachus. Here, the Fremde Freier ( b a r i t . ) , most personable and p e r s i s t e n t 
among them, i s a c o n f l a t i o n of these two; of the r e s t , only two, the second 
and t h i r d , are given singing roles ( b a r i t . and t e n o r ) . This, w i t h the 
matching of these three by three d i s l o y a l g i r l s (sopr., mezzo and a l t o ) must 
be accounted less than wholly s a t i s f a c t o r y , even though Meger concentrates 
e n t i r e l y on the t r i a l of strength i n Act 3, and sidesteps the carnage w i t h 
the bow so g l o a t i n g l y described i n Homer Book XXII, or the energetic f i g h t 
i n L i e n h a r d . 6 8 

Der fremde Freier w i l l s ich auf den B e t t l e r 

sti i r z e n , taumelt zuruck und f l i e h t aus der Halle. 

Der P f e i l s c hwirrt - man ho'rt den Todesschrei des 

fremden Freiers. Die ubrigen F r e i e r f l i e h e n 

aus dem Saal, es erhebt sich auf der Schwelle 

e i n Jagen, Fliehen, Verfolgen: die H i r t e n und 
69 

Getreuen morden die Freier. 

As t h i s i s an e n t i r e l y human drama, Athene plays no p a r t i n the a c t i o n . 

The c r i t i c a l r o l e of Telemachus i s also eliminated, and w i t h i t the element 

of conspiracy and c o l l u s i o n so important i n the Odyssey. His disappearance 

also removes any necessity f o r r e f e r r i n g to Odysseus' adventures f o l l o w i n g 

the end of the Trojan war, i t s e l f not e x p l i c i t l y named. I n place of 

Telemachus i s the emotional, p a t r i o t i c Shepherd (Der H i r t ) , bearing a 

resemblance to Eumaeus, through whom we learn t h a t the king l e f t twenty years 

e a r l i e r 'zuin grossen Krieg' and has not been seen since. His r e c o g n i t i o n 
of the king 

Er i s t ' s -

An diesera Schwung 
70 

erkenn' i c h ihn! 

68. Odysseus. 1911 ed. Act 3, Sc. 1 (p. 7 5 ) . 
69. I b i d . , 48. 

70. I b i d . , 38-9. Act 1 of Lienhard's play, to which Heger's opera adheres 
i n o u t l i n e , has Odysseus i n dialogue f i r s t w i t h Eumaios (Eumaeus) 
then Telemach(us). 
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occurs at the end of Act 2, at an equivalent point to Book XIX, i n replace

ment of the Eurykleia episode. This important recognition i s based on e a r l i e r 

information t h a t 'Er war inir Konig, Herr/und Freiad der Jugend - / I c h war sein 
, „ • 7 1 Jagdgenpss 1. 

I t i s the H i r t who, appropriately, opens the opera, s i t t i n g on a rock 

before the hut and gazing out to sea w i t h h i s E minor MVoge rauscht auf, 

Y/oge r i n n t ab: At em der Jahre, Herzschlag der Z e i t ' (Ex. 239). His son, the 

Liirtenknabe, appears i n Scenes 3, 5 and 7 as a young, bright-eyed contrast 

to the older man's i n t e n s i t y , while Heger adds a non-Homeric f i g u r e , the 
72 

A l t e s t e des Rats, echoing Lienhard's old man Aigyptios to convey the sense 

of the Ithacan community and i t s sorrows of twenty years. As he declares 

to the Shepherd ( I , 5): 

Uns f e h l t der Eine 

der V i e l h e i t bindet 

der Ordnung und 

Gesetz verblirgt: 
Ein neuer ltonig 

73 
t u t uns not. 

But the Fremde F r e i c r , whose succession the old counsellor welcomes at t h i s 

p o i n t , i s the declared enemy of the Shepherd. The F r e i e r l a t e r suggests 

(11, 2) that 

Des Schicksals Sterne zwangen 
74 

an dieses Felseneiland mich. 

Musically, his personality i s expressed f i r s t of a l l i n a four-bar passage 

(Ex. 243) i n Act 1. Later, however, before the contest, his tension can be 

r e l a t e d to the e a r l i e r Lento misterioso passage (Ex. 244) from Act 2, Scene 1 

i n the more extended terms of Ex. 245. He sustains his ambition through the 

l a s c i v i o u s 'exotic dance 1 of bacchantes (Ex. 246) and the f o l l o w i n g Danza 
71. I b i d . , 16. 
72. Cf. Odysseus. 1911 ed., esp. Act 2, pp 31-2. 
73. I b i d . , 13. 
74. I b i d . , 27. 
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f u r i o s a i n Act 3. Scene 1, to the great bow contest. At the point of his 
f a i l u r e , when a great gust of wind causes the l i g h t s to f l i c k e r , Heger brings 
the Fremde Magd (Lienhard's Ale 1 ant ho) forward, to lead him away - 'was 
niit z e t Konigsniacht! • she c r i e s - another non-Homeric element. The Fremde 
Freier stays, of course, to greet the queen and her r e t i n u e , then to s u f f e r 
execution by the Beggar i n the manner already described. 

I may be t h a t no operatic treatment of the Homeric epic beyond Heger 1s 

comparatively s i m p l i s t i c one was possible during the post-war years. I t 

stands as an heroic opera tout pur, a rescue drama whose force of n a r r a t i v e 

and pri i i i i t i v e n e s s of presentation i s balanced by the overconscious device of 

anonymity. Perhaps I-leger was too aware of the i m p l i c a t i o n s of a 'mythological' 

opera as such. Long before, Schelling had observed t h a t 'der Ursprung der 

iVlythologie und der des Homer f a l l e n also zusainmen wie der Ursprung 

beider schon den friihesten hellenischen H i s t o r i k e r n g l e i c h verborgen i s t ' 

and goes on to remark t h a t 'schon HerodotOs die Sache e i n s e i t i g v o r s t e l l t , 
~ 7 5 

namlich Hoineros habe den Hellener zuerst die Gottergeschichte gemacht'. 

Others a f t e r 1918 avoided what Schelling c a l l s the ' U r b i l d ' of Homer, and 

d i r e c t l y approached, w i t h one exception, the m a t e r i a l of c l a s s i c a l drama f o r 

t h e i r re-presentation of mythological f i g u r e s . 

I I 

The association of Wellesz' Euripidean operas w i t h the n o t i o n of Kultus 

springs from t h e i r place alongside Girnara and Die Opferung des Gefangenen 

as manifestations of r e l i g i o u s awareness i n a s o c i a l or f a m i l i a l context. I n 

these works, the Kultus. or act of worship i n i t s broadest sense, i s the 

emotional core of the a c t i o n , and the n a r r a t i v e sequence as such l a r g e l y 

secondary. I t i s t h i s , as much as the obvious p o l a r i t i e s of musical s t y l e , 

which d i s t i n g u i s h Wellesz 1 mythic operas from the e s s e n t i a l l y n a r r a t i v e 

structures of Krenek. The concept of Kultus i n r e l a t i o n to myth was 

adumbrated at length i n 1 9 3 3 by Walter F. Otto, who saw i t , not as the 

7 5 . 1 8 0 2 : V/erke, I I I , A 3 6 . 
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i m i t a t i o n of myth but as 'the immediate response of enraptured mankind to 

his manifestation or r e v e l a t i o n . I t bears the myth w i t h i n i t s e l f , he f e l t , 
76 

'and i n the imminence of d e i t y establishes i t as a l i v i n g f orce'. Wellesz 

spoke of the dance-element i n his Opferung as ' v o l l i g d r a m a t i s i e r t * , as an 

•integrierender Bestandteil der Handlung, so wie er es bei den grossen 
77 

kultischen Feiern der Griechen war.• Since he eventually saw t h i s work as 

the conclusion of a t r i l o g y begun by the short b a l l e t A c h i l l e s auf Skyros 

(sketched by Hofmannsthal soon a f t e r they had met i n Altaussee i n 1918) and 

A l k e s t i s (the outcome of lengthy discussions between w r i t e r and composer) the 

point i s important. The Stucken drama, w i t h i t s conscious use of communal 

'mythic' r e l i g i o u s behaviour, points the way to Die Bakchantinnen. which i n 

t u r n stands i n a l o g i c a l r e l a t i o n s h i p w i t h A l k e s t i s . 

The postwar 'Handel renaissance' and the impact of Diaghilev helped to 

d i r e c t Wellesz towards his i d e a l t h e a t r i c a l conception of 'a combination of 
solo songs, choruses, pantomimes and dances .... c u l t i v a t e d through intense 

78 
rehearsing'. Some years l a t e r Otto Beer remarked th a t Wellesz' a r t sprang 

79 

*aus dera Religio'sen und dera Kultischen, aus dem Heroischen und den FestlichenJ 

while many years afterwards, Wellesz observed t h a t A l k e s t i s . a s a c r i f i c e 

tragedy compounded w i t h a rescue drama 'musste aus der Sphare menschlicher 
80 

Beziehungen i n die des Allgemeinen, f a s t Kultischen erhoben'. The c u l t i c 

element i s rooted i n the theme of 'Opfertod und V/iedergeburt 1 which p r i m a r i l y 

i n t e r e s t e d Ilofmannsthal, r e s u l t i n g i n a version i n which • der Mythos nahert 
81 

sich dem Mysteriuin'. 'Kultisch' here r e f e r s not so much to the Dionysiac 

Herakles' entry to Hades and struggle w i t h Thanatos, as to the death and 

funeral of A l k e s t i s h e r s e l f . The queen's departure r e f l e c t s the ' c u l t of 

the departed 1, i n whose honour the elaborate funerary r i t u a l was c a r r i e d 
76. Dionysos. Myth and Cult, t r . R. B. Palmer, Indiana U.P., 1965, 45. 
77. Anb., 1926, 12. 
78. MM, 1926, 23. 
79. Anb., 1934, 177. 
80. NR, 1961, 30. 
8 1 . Gttnther Erken, KLL, 1965 ed., I , 441 . 
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through, f o r , as Rohde pointed out, the soul of the dead on these occasions 
8 2 

was s t i l l thought to be i n v i s i b l y present. For dramatic purposes, A l k e s t i s 

does not l i e i n state f o r the o b l i g a t o r y f u l l day, nor i s her body burned. 

One of the several i r o n i e s of A l k e s t i s i s that Herakles' boisterous carousal 

and Admet's elaborate h o s p i t a l i t y occur i n the palace when the bereaved family 
go 

would conventionally be about to begin the funeral f e a s t . 

While E l i z a B u t l e r saw Hofniannsthal' s A l k e s t i s as l i t t l e more than a 

l i t e r a l t r a n s l a t i o n of Euripides .... i n the vein of G i l b e r t Murray', not to 
84 

be compared w i t h RiIke's 1907 poem, the more recent d e t a i l e d comparison by 
Qez 

Jens persuades us of s i g n i f i c a n t d i f f e r e n c e s . These amount e s s e n t i a l l y to 

the f a c t u a l , detached, anti-psychological tone of Euripides as against the 

more d e t a i l e d c h a r a c t e r i s a t i o n , atmosphere 'Erinnerung und Association 1 of 

Hofmannsthal•s 1 8 9 3 - 4 version, f i r s t published complete by I n s e l Verlag i n 

1909. Euripides A l c e s t i s . seen by G. iJ. A. Grube as 'a. disconcerting mixture 
8 6 

of the comic and the t r a g i c ' has provoked a whole range of modem c r i t i c a l 
8 7 

reactions. I t i s a play of 'stark macabre atmosphere' f o r one , possesses 
8 8 

'a curiously t a r t , almost b i t t e r f l a v o u r 1 , i s f o r another a ' r h e t o r i c of 
89 90 death 1 and f o r yet another o f f e r s 'a gleam of hopefulness'. I t has 

demonstrable roots i n f o l k t a l e m a t e r i a l , through the Marchen archetypes of 

young man and woman, voluntary s a c r i f i c e and heroic l i b e r a t i o n , as w e l l as the 
91 

melodramatic f i g u r e of death. Yet a strong claim can be made f o r a dual 

draraatic-ironic pattern i n Euripides' play (the rescue of A l c e s t i s - the 
8 2 . Psyche ( t r . ) 164. 
8 3 . I b i d . , 167. But 'Thanatos i s t koine Person des Glaubens, weder als 

Zwillingsbruder des Schlafes noch als der Scherge des Hades'. 
Wilamowitz, Der Glaube der Tiellenen (1931) Darmstadt, 1959, I , 309. 

8 4 . J'A'I, 1 9 3 7 , 5 7 . 
85. Jens, 30 f f . , esp. 42-3. 
86. The Drama of Euripides. Methuen, 1941, 131. 
87. Conacher, op. c i t . , 3 3 6 . 
88. K. Dale, cd., A l e e s t i s . x v i i i . 
89. T. G. Uosenm eyer The Mask of Tragedy. 1963, 2 1 6 . 

90. P. V e l l a c o t t , ( t r . ) A l c e s t i s . i n t r o . , 24. 
91. c f . K. von F r i t z , Ant ike u. moderne 'fraaodie. 1962, 299f. 



293 

t e s t i n g of Admetus) which alone would place i t at some remove from the 
92 

•Marchenstimmung1. S i m i l a r l y the l i t e r a l i s m of the Thessalian background 
helps to distance i t from the f o l k t a l e , e s p e c i a l l y i n connection w i t h Admetus 

93 
as 'grandseigneur' and protector of the house. 

Reference to Gluck's 3-act Alceste o f f e r s no guide to the one-act drama 

of Wellesz, though Calzabigi's t e x t also strove towards e t h i c a l l o f t i n e s s , 
94 

entering the t e r r i t o r y of the sacred and sublime. The concentrated, arch

l i k e s t r u c t u r e of V/ellesz 1 opera centres on three areas: the lament over the 

s a c r i f i c e and A l k e s t i s 1 death and f u n e r a l ; the a r r i v a l and feast of Herakles; 

the plunge of Herakles i n t o Hades and his r e t u r n w i t h A l k e s t i s . The important 

r e c r i m i n a t i o n between Adraet and his fat h e r Pheres i s omitted, as i t had been 

by Calzabigi. Thus at one stroke i s removed that b i t t e r , argumentative scene 
95 

described as the technical agon of Euripides 1(as of Ilofraannsthal *s) play, 

one which gives the s a c r i f i c e of A l k e s t i s an ext r a , f a m i l i a l dimension, and 

p a r a l l e l s the e a r l i e r Apollo-Thanatos confrontation also deleted from the 

opera. 

I t was v i r t u a l l y i n e v i t a b l e that the Pheres scene should have gone, 

given the h i e r a t i c format of t h i s opera, and Hofmannsthal 1s suggested r i g o u r 

i n preparing the t e x t . He provided V/ellesz w i t h f o ur pages of t e x t as an 

example of treatment, but the composer, though r e s p e c t f u l , did not adopt t h i s 

wholesale. He abandoned the chorus' opening 'So l i e b s t du n i c h t mebr/dies 

ga s t l i c h e Haus .... die s t e r b l i c h e n Menschen so Bald?' a f t e r composing i t , 
96 

s u b s t i t u t i n g the present '0 Gott, heilender Gott' (Ex. 248) the mood of 
which, w i t h t h a t of the E minor Prolog (Ex. 247) conditions most of the work. 
He also returned to the play and reintroduced the o l d female slave, though 

97 
her c o n t r i b u t i o n makes no use of Hofmannsthal's long o r i g i n a l speech (play, 
92. See V/. D. Smith, The i r o n i c s t r u c t u r e of A l c e s t i s . Phoenix. 1960, 127 f f . 
93. See D. M. Jones, CR, 1948, 50-2. 
94. Cf. Rudolf Gerber, C. W. R i t t e r von Gluck. Athenaion, Potsdam, 1941, 86-7. 
95. Burnett, Catastrophe survived. 1971, 42. 
96. Dramen. I , 17-18. 
97. Textbuch, 7. 
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15-17) apart from the l i n e 'Nein, das i s t Geschick'. On the other hand, he 

took over complete the ' r e z i t a t i v i s c h 1 speeches of the older and younger 

women over A l k e s t i s ' b i e r (play, 25 -26) as funereal t r i p l e - t i m e Trauergesange 
9 8 

(Exx. 2 5 8 and 2 5 9 , Pesante). The Gesang der Sklavinnen i s omitted, making 

way f o r the 'Bewegung, wachsende Unruhe' of Herakles' a r r i v a l (the tremolandi 

and basso a g i t a t o of Exx. 2 6 0 and 2 6 1 ) during which the stage i s f i l l e d w i t h 

people. 

From t h i s p o i n t to the end, the adaptation i s Wellesz' own. The loss of 

the Pheres scene i s balanced by i n c l u s i o n of most of the important Herakles-

a l t e Sklave scene, during which hhe r e a l i d e n t i t y of the newly deceased 
< 

woman i s revealed. Most of Admet's heartbroken speech which follows Herakles' 
departure f o r Hades, 'Aus leeren Augenhohlen s t a r r s t du her,/Mein Haus!' i s 

99 

retained, though the Jii n g l i n g , l i k e l i t t l e Eumelos e a r l i e r i s removed, and 

llerakles' r e t u r n w i t h the v e i l e d A l k e s t i s i s unheralded by the onlookers who 

appear i n the play ( p . 4 3 ) . * ^ The remainder, beginning w i t h the second l i n e 

of llerakles' o r i g i n a l speech 'Als i c h i n deinem Leid d i r nahte/liatt i c h uiich 

gern als Freund erprobt ....' covers only 2'A pages, reduced from eight i n the 

In s e l e d i t i o n of 1909 (pp. 44-52).'^'*" What has been eliminated i s the 

protracted anguish of Adiuet over thepresence of a strange woman i n the house 
M 1 0 2 (•Ich konnte dieses Weib n i c h t selin im Haus/Und ohne Tranen bleiben! *) 

The character of the o r i g i n a l i s d r a s t i c a l l y a l t e r e d by two f a c t o r s . One i s 

the chorus's presence, w i t h the cry of re c o g n i t i o n ' A l k e s t i s 1 , followed by 

the f i n a l , l y r i c a l 'Stimmt an, stimmt an den Lobgesang/Herakles, d i r sei 

Rubra und P r e i s 1 (Ex. 2 6 8 ) . Then A l k e s t i s , s i l e n t throughout i n the play, 

here f a l l s to her knees i n welcoming her c h i l d r e n , and 'wie aus einem Traum 

erwachend* slowly intones Admet's name (Ex. 2 6 7 ) as a symbol of her r e t u r n to 

l i f e . Grube commented that nothing she could have said i n such circumstances 

9 8 . I b i d . , 1 1 . 

99. Play, I n s e l edn., 23-5. 

1 0 0 . I b i d . , 18 -19 . 

1 0 1 . Dramen, I , 4 3 / 4 - 5 1 . 

102. I b i d . , 44. 
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103 would have seemed adequate. I n any case, according to Herakles, (11. 

1144-6) she required three days' p u r i f i c a t i o n before speech. Yet the operatic 

convention demands more. Hence A l k e s t i s ' womanly '0 meines l i e b s t e n Aug und 

Leib/Ich hah' dich wieder, den i c h nimmermehr/Gehofft zu sehn! 1 and embrace 

of Adinet as the crowd surrounds Herakles. Though p r i n t e d i n the Hofmannsthal 

G. W. (Dramen, I , 432-33) t h i s f i n a l scene appears to have been drafted by 

Wellesz, i n s p i r e d by A l k e s t i s ' motherly concern as emphasised by Hofmannsthal 

i n the e a r l i e r death scene. 

The sense of doom i n s t i l l e d by the Prolog and opening scene before the 

Konigsburg i s closely bound up w i t h the music's harmonic language. This i s 

unpredictable rather than complex, designed, as w i t h the incantatory c l a r i n e t 

f i g u r e i n Ex. 248, to r e i n f o r c e the mood of unrelieved solemnity. The : 

p r e d i l e c t i o n f o r open fourths and f i f t h s , o f t en i n combination (as i n Ex. 248 

or the sustained chords of Ex. 250) seems to be associated w i t h d i v i n i t y or 

awareness of the sacred. I n the elaborate chord of superimposed f i f t h s 

symbolising Dionysos i n Die Bakchantinnen (Exx. 276, 286, 288) t h i s i s again 

revealed. Beyond t h i s , the rhythmic patterns are of a s p e c i f i c , usually 

r e p e t i t i v e ostinato nature, as in.the lugubrious chords of Ex. 243 or the 

repeated bass f i g u r e of Ex. 250; they are extensively used i n the old Sklavin's 

commentary (Ex. 251) and the renewed lament of the chorus, Ex. 252, where the 

muffled bass drum helps to r e i n f o r c e the r i t u a l q u a l i t y . 

The s t i l l centre of the A l k e s t i s score, however, stres s i n g the romance 

and pathos of her s a c r i f i c e , i s i n Ex. 253 (bars 309-318) before A l k e s t i s * 

words 'Die Sonne, schau. Sie s t r e i c h e l t nieine Hande'. I t reappears w i t h 

some harmonic changes at bars 417 to 426, when she begins to t e l l Adinet that 

she i s w i l l i n g l y g i v i n g up her l i f e f o r him. The e f f e c t of t h i s r e t u r n i s 

re i n f o r c e d by her anguished f a r e w e l l to the c h i l d r e n , expressed 'init warms ten 

Ausdruck' i n the flowing movement of Ex. 254. When death overtakes her, 

heralded by priestesses (Ex. 255) and followed by the a r r i v a l of p r i e s t s (Ex. 

256, a f i g u r e repeated at bar 8 8 3 f . ( f f ) as Admet returns to the palace, and 

103. Loc. c i t . , 145. 
104. Nil, 1961, 35. 
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at 920f., F e i e r l i c h , p dolente) i t i s i n the form of s t a r k l y simple r e s t r a i n e d 

octave passages, co n t r a s t i n g w i t h the concentrated emotion of Ex. 253. The 

temperature i s raised again during the Aufbahrung (Ex. 257) but only through 

the sharply b i t o n a l harmony and m e t r i c a l i r r e g u l a r i t y of t h i s ceremonial 

passage, while the complementary Trauergesahge (Exx. 258/9) give the f a r e w e l l 

scene a l y r i c a l , undisturbed, even reconciled q u a l i t y . Tonally and m e t r i c a l l y 

they r e l a t e d i r e c t l y to the f i n a l A f l a t Lobgesang. 

Herakles 1 a r r i v a l (on behalf of Eurystheus of Tiryns en route to 

Diomedes of Thrace) o f f e r s an opportunity to change the tempo of the score, 

i f only temporarily. The f i r s t s ignal of his appearance (Ex. 260) i s not 

unl i k e the Magier's r i t u a l i s e d a ction i n Girnara, Act 1 ( c f . Ex. 102) though 

though the r o l e of Herakles, embodying as i t does the s p i r i t of Dionysos as 

w e l l as the more earthy, vinous courage of Bacchus, i s more ambiguous. Both 

of these aspects are portrayed i n the score, the long passage beginning w i t h 

the r a p i d semiquavers of Ex. 261 suggesting his vigorous energy, the bold B 

f l a t t r i a d i c fanfares of Ex. 262 his heroic fearlessness and questing s t a t u r e . 

The descending f i f t h s E^ - Â  - D|> i n the bass here give way to a bass 

moving from E^ to G by way of B^, and C, only f o r the sustained superimposed 

f i f t h s , w i t h t h e i r divine Dionysiac i m p l i c a t i o n s , to r e t u r n i n the harmony 

when Herakles u t t e r s his f i r s t words, 'Geh i c h h i e r recht zur Schwelle des 

Admet?1 Certainly the lower, bibulous g l u t t o n Herakles i s emphasised i n the 

'Wilde Larmen' which f o l l o w s , beginning w i t h running servants (Ex. 263) and 

continuing w i t h Herakles* worless drunkenness, Ex. 264 ('ungefuge, n i c h t 
105 

d e u t l i c h verstandliche, trunkene Singen' ) echoed n o i s i l y by the chorus of 

fo l l o w e r s . Here he i s the 'roller Bursch', the 'Strassenrauber' of the o l d 

slave's accusations. But i t i s Herakles who near the end of the 'orgiastischer 

Larm', and f o l l o w i n g his hymn to drunkenness ('Gottliche A r t der.Trunkenheit 

v i e l l e i c h t / I s t , was wir Totsein heissen!') has the t r u t h revealed t o him by 

the old slave. Addressing the absent Admet, Herakles declares 'Mann, i c h w i l l / 

Mich n i c h t vor d i r so was wie schamen! Mann,/Ich geh und hole d i r dein Weib 

zuriick! ....' The stage remains empty as the music (Lebhaft. using m a t e r i a l 
105. Play, 35. Textbuch, 15. 
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developed from Exx. 250, 251 and 269) resolves i n t o the quiet, severe 

contrapuntal Andante of bar 1516 f f . (Ex. 265) r e c a l l e d from bar 552f., 

f o l l o w i n g the obsequies. 

Admet's broken-spirited reappearance, s i g n a l l e d by Ex. 251, i s the point 

at which his character and behaviour appear at t h e i r most sympathetic, though 

one need not agree w i t h Rosenzweig that he i s i n Hofmannsthal's play a 

'grosse Held ... der durch Seelenstarke herrscht* AS against his earlier-

awareness of h i s supra-personal, k i n g l y r o l e i n the t r a g i c s a c r i f i c e - 'Mir 

i s t a u f e r l e g t , so k o n i g l i c h zu sein,/Dass i c h vergessen konne a l l mein eig'heS 

Leid!• - poured out against the s t a r k rhythm and broad harmonies of Ex. 269, 

he i s now conscious only of his lon e l i n e s s , his palace, l i k e his f u t u r e l i f e , 

s i l e n t , cold and u n l i t . Paradoxically, the s e t t i n g of t h i s passage, beginning 
107 

'Als Kind/In V/internachten* marked Sehr ruhig i s , despite the reappearance 

f o r f i v e bars of the sustained D minor bare f i f t h from Ex. 253, warmly l y r i c a l , 

w i t h extensive harmonic movement. Ex. 270, Admet's cry to h i s dead w i f e , 

r a i s i n g his f i s t to heaven, sets a passage i n Hofmannsthal which has no 

equivalent i n Euripides: 'Und doch bebt deines Herzens Herz Al k e s t i s , / H i e r 
d r i n , und solcher Aufschwung, solche Traume,/ Die ohne dich i n dieses B l u t 

108 
nie kamen'. The soaring melodic l i n e of t h i s r e l a t e s i t clos e l y to Ex. 

253, while the l a t e n t tension only expands though the f o l l o w i n g bars as he 

cri e s 'Tot, t o t ! Kann denn es sein? Nicht da! n i c h t d o r t ! und konunt nie 

mehr herein!' I n the play at t h i s p oint he breaks down, then goes on to 

invest the very landscape w i t h his g r i e f . The opera t e x t instead moves on 

to his outcry, summoning of Adrastus, and sudden, convulsive thought that 

Herakles, appearing through the doorway, the v e i l e d woman on h i s arm, i s 

Death himself w i t h A l k e s t i s . This whole passage, down to the curious, dream

l i k e n e a r - a n t i c i p a t i o n of what i s about to occur, i s Hofmannsthal's idea. 

I t has no source i n Euripides, where at t h i s p oint the Chorus' strophes and 106. Anb., 1924, 97. 
Textbuch, 18. 
I b i d . , 19, Play ( I n s e l edn.) 42-3. 

107. 
108. 
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antistrophes dominate the a c t i o n . As the stage slowly f i l l s , the h i e r a t i c 

Ex. 266 appears f o r the f i r s t time. I t signals the enigma of the v e i l e d 

woman (bar l646f.) but also the mystery of her u n v e i l i n g , and i d e n t i f i c a t i o n 

as A l k e s t i s . With i t s sustained s t r i n g chords and stress on E f l a t i n the 

p l a i n t i v e octave melodic l i n e , there i s a connection w i t h A l k e s t i s ' attempt 

to arouce h e r s e l f from the sleep t h a t was death (Ex. 267) i n which the 

divided upper.string chords seem to a n t i c i p a t e both her struggle to breathe, 

and to form Admet's name. Compared w i t h t h i s poignant moment, the f i n a l 

A f l a t / D f l a t chorus singing the praises, not of Adiuet, but of llerakles 

( i n e v i t a b l y rousing Ex. 262) are a formal, conventionally triumphant close. -

I n retrospect, the s a c r i f i c e element i n A l k e s t i s and the Mexican 

Tanzdrama seem to lead.Wellesz n a t u r a l l y to The Bacchae. that play of 

Euripides' o l d age even more productive of c r i t i c a l controversy than the 

A l c e s t i s . The Bacchae comprises 1392 l i n e s to A l c e s t i s ' 1163, yet while the 

opera A l k e s t i s runs to 1945 bars i n a l l , Die Bakchantinnen's two acts 

(fourteen scenes) take up respectively 2300 and 1243 bars. Clearly there are 

important differences of treatment, but the problems posed by The Bacchae were 

i n any case much greater. Alicestis has the character of a huge symphonic 

slow movement w i t h an Allegro i n t e r l u d e . I n s e t t i n g The Bacchae (Wellesz' 

t i t l e i s a fusion of Wilamov/itz' 1923 t r a n s l a t i o n Die Bakchen and B. V i e r t e l ' s 

Die Bacchantinnen of 1925) the d i f f i c u l t i e s were met by a quite d i f f e r e n t 

formal plan. The r e s u l t was i n t e r e s t i n g l y reminiscent of Gimara i n being set 

out i n two parts; Girnara 1sMVeltspiel was broadly equivalent to the f i r s t act, 

p o r t r a y i n g the tensions i n the court of Thebes and Pentheus' hubris. while 

the second act, dominated by Dionysos on the slopes of f,{t, Cithaeron, i s 

analogous to the Buddha-dominated Legende i n Gimara. 

'Warcn die reinen Operntexte zum grossen T e i l banal i n der Sprache, aber 

buhnenwirksam', V/ellesz had w r i t t e n i n 1919, 'so waren die als gesprochene 

Dramen konzipierten Texte d i c h t e r i s c h von Q u a l i t a t , aber ungeeignet f u r die 
109 

Vertonung'. I n l a t e r years, Otto Beer was apt to r e f e r to Wellesz 1 terse 

109. Anb., 1920, 10. 
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comment 'Ilandlung i s t , was geschieht', and described h i s stage works as 
» 110 

' g r o s s l i n i g und blockhaft, l i k e the Altaussee landscape. I t was there 

that Die Bakchantinnen. l i k e A l k e s t i s . was w r i t t e n , a f t e r Hofmannsthal had 

seen the t e x t prepared by Wellesz, and advised him to proceed w i t h 

composition. Hofmannsthal 1s death on 15 August 1929 occurred when the f i r s t 

act was almost f i n i s h e d ; the whole work was completed on 15 September 1930. 

His influence broods over the whole conception, even though we can be sure 

that he would have elaborated the Euripidean t e x t i n other ways. 

Hofmannsthal*s ideas and sketches f o r a drama c a l l e d Pentheus date from 

1904. They were among a number of projects ( i n c l u d i n g J u p i t e r und Semele and 

Konig Kandaules) found among his posthumous papers. He t o l d Wellesz about 

t h i s , but i t i s very doubtful t h a t the composer had sight of the manuscript 

itself.'*'*''' The s i m i l a r i t i e s e x i s t i n g between the two-act Trauerspiel p i aimed 

by Hofiuannsthal and the subsequent two-act opera doubtless arose through t h e i r 

discussions. S t a r t i n g from Pater and Beardsley, Ilofiaannsthal 1 s notes - they 

are l i t t l e more - f a l l i n t o three sections. F i r s t , there i s a very b r i e f 

sketch of the whole, centring e n t i r e l y on Pentheus, his mother, shepherds and 

the Bacchae, and ending w i t h ,Ermordung , and •Totenklage 1. The second and 

t h i r d parts are a f u l l e r working-out of t h i s , and conform to what would have 

been the two acts of the drama. The o l d men ('Greise') appear, Teiresias 

l i k e Goethe i n old age, Cadmus *ein a l t e s K i n d 1 , l i k e M e r l i n or Klingsor. 

Pentheus himself i s 'Konig ein einem strengen clansystein', w i t h Dionysos 
112 

seen by him as a dangerous outsider, as 1Verbrecher, B e t t l e r , Pariah'. 

Agave i s f u l l of 'dunkler fcfdglichkoiten' and t i e d to Chaos; Pentheus m i s t r u s t 

f u l l y asks her 'Glaubst du meiner Gotter?' When the Stranger appears 

(Hofmannsthal suggests 'ein Asiate, Dionysos selbst?') Pentheus explains i n 
113 

a manner ' r e i n hesiodisch, ethisch' the nature and f u n c t i o n of the gods. 

Thus i n the ' f i r s t act' notes, Pentheus appears as p o t e n t i a l v i c t i m , even 
110. A u f t . , 1934, 177. 
111. Johannes Presse, V/ien, 1936. Dramen. I I , 523-30. 
112. I b i d . , 524. 
113. I b i d . , 526-7. 
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114 martyr, but c e r t a i n l y not as v i l l a i n ; he i s , rather, the defender of 

orthodoxy and s t a b i l i t y . I n the notes f o r Act 2, 1 1^ the manner of Pentheus' 

death i s not even b r i e f l y described. Although i t conforms s u r p r i s i n g l y 

closely to Act 2 of Die fiakchantinnen, Hofmannsthal does not seem concerned 

to present a clear view of Pentheus, s t i l l less of Dionysos, whose 'gewaltige 

Stiinme erhebend wie eherne Trompete 1 appears only i n the l a s t sentence. The 

actio n i s s e l f - s u f f i c i e n t , assumed, and moral judgments are eschewed. 

At that time (1904) Hofraannsthal i s u n l i k e l y to have known the notions 

of Euripides as r a t i o n a l i s t and Dionysos as a p l a i n impostor which were 

becoming f a m i l i a r i n the English-speaking w o r l d . W e can be sure he would 

have d i s l i k e d thein. His conception, i n Pentheus i s of a pat h o l o g i c a l study 
117 

merged wi t h features of a medieval mystery play. The ' r a t i o n a l i s t ' view 

would i n any case have been t o t a l l y at odds w i t h operatic treatment. I n 

Die Dakchantinnen. we are l e f t i n no doubt about the r e a l i t y and i r r e s i s t i b l e 

power of the Dionysiac r e l i g i o n . Equally Pentheus, s h r i l l and unpleasant 

though he may be, i s s t i l l King of Thebes (as the 'cowardly' Admet was of 

Pherae) and his a t t i t u d e s are, i n the words of a French c r i t i c of 1912 

•appropries a. son ro l e et aux circonstances dramatiques•. Nihard r e f l e c t e d 

something of Hofmannsthal's viewpoint i n Pentheus i n h i s remark t h a t the king 

•s'oppose a 1'introduction d'une r e l i g i o n qui l u i p a r a i t Stre l a negation 

meroe de l'honnetete des moeurs et de l a d i g n i t e de l a v i e i l l e s s e 1 . 

Nihard had pointed out the supernatural events, the sacral atmosphere and the 

almost constant presence of a god on stage as fa c t o r s g i v i n g The Bacchae i t s 
'physionomie p a r t i c u l i e r e 1 . T h o s e basic features of Euripides' play noted 

120 
by Dodds, i t s archaism and i t s emotion, and the f a c t that the meaning of 

121 
the play l i e s p r e c i s e l y i n i t s accumulation of tensions made i t s a t t r a c t i o n 
114. Cf. Greenwood, l o c . c i t . , 50-54. 
115. Dramen. I I , 529-30. 
116. A.W.Verrall, Euripides the R a t i o n a l i s t (1895), l a t e r G.Norwood, The 

Riddle of the Bacchae (1908). 
117. Cf. Rosenmeyer, 109. 
118. Rene Nihard: Le Probleme des Bacchantes d'Euripide H.Champion, Paris, 

1912, 48. 
119. I b i d . , 3. 
120. The Bacchae (1944), 2nd ed., O.U.P., 1960, xxxvi and X l v i i . 
121. The point i s w e l l made by Conacher, loc. c i t . , 59. 
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to Wellesz i n 1927-8 quite n a t u r a l and explicable. 

I n h i s i n t r o d u c t i o n to the Textbuch. Wellesz b r i e f l y summarises the 

mythic background, i n p a r t i c u l a r Dionysos as son of Zeus and Agave's now dead 

s i s t e r Semele, the mother whose death the young god seeks to avenge. Without 

passing i n t o d e t a i l , he points out the need f o r t u r n i n g the n a r r a t i v e 

reportage of much of The Bacchae i n t o 'Sichtbares Geschehen', and ref e r s to 

the single s u r v i v i n g l i n e of Aeschylus' Pentheus as having given him the clue 

(he does not say how) to treatment. The l i n e , not quoted, i s ̂ /tyS i/ltot'7bJ> 

upon F€/t<j>//0< Wf>oS T€$d $C*/j)S - do not s p i l l a drop (pemphix) of blood 
122 

the ground - which Dodds r e l a t e d t o The Bacchae 1.837, 'but you w i l l cause 
123 

bloodshed i f you j o i n b a t t l e w i t h the worshipping women' i n the context of 

Pentheus r e l u c t a n t l y dressing as a Bacchant and going to spy on them. 

Euripides' chorus a c t u a l l y p a r t i c i p a t e s i n the action only twice 

(11. 604 f . and 1024 f . ) . " The most important part of the t e x t u a l 

preparation lay i n incorporating i t s f u n c t i o n as commentator and reinonstrator 

i n t o the r a p i d flow of the n a r r a t i v e . Wellesz' s o l u t i o n was to divide the 

stage chorus i n t o two, the Asiatische?. Manaden - conforming to Euripides' 

o r i g i n a l chorus of Dionysiac o r i e n t a l women - and the women of Thebes as 
125 

Bakchantrinen, led by Agave, Ino and Panthea (not Autonoe ) and eventually 
driven i n t o ecstasies by the song 'Selige 'deimat, h e i l i g e Hohn* from the 

126 

f o r e i g n Maenads. S i g n i f i c a n t l y i t i.3 the Maenads who have the f i r s t and 

l a s t words i n the opera, whereas i n The Bacchae. the whole background of the 

play i s i n i t i a l l y presented by Dionysos himself, standing near Semele's 

monument before Pentheus' palace. I n e f f e c t , t h i s becomes Scene 2. 

Beyond t h i s Wellesz had to incorporate the important expositions provided 

by Pentheus ( 1 . 215 f . on his f i r s t appearance) Teiresias (11. 266-327) and 
122. Aischylos: Fragmente der Tragodien. hg. H. J. Mette. Akademie Vlg., 

B e r l i n , 1959, 137. 
123. Loc. c i t . , x x x i , also V e l l a c o t t , 207 
124. Cf. M. Arthur: The choral odes of The Bacchae. YCR, 1972, esp. 145-6. 
125. 11. 230 and 681. 
126. Textbuch, 40 Cf. Edler, 196, f o r discussion of the Bacchanal of early 

19th C. operas as a synonym f o r b a l l e t . 
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the rather shorter one by the Guard (11. 434-50). Above a l l , he had to 

remove the de t a i l e d report of the Herdsman who had seen the 'holy Bacchae• 

summoning milk, wine and honey from the snowy slopes of Cithaeron (11. 660-

774) and, l a t e r , the horror-struck Messenger's account of the death of 

Pentheus from his appearance ( 1 . 1024) to his e x i t at 1. 1152. The Teiresias 

monologue was p a r t l y incorporated i n Scene 4 and that of Pentheus i n Scene 5. 

The r o l e s of the Herdsman and Messenger are eliminated altogether, and t h a t 

of the Guard absorbed i n t o the old servant, Pentheus 1 companion on Cithaeron, 

and placed at the beginning of Act 2. S i g n i f i c a n t , too, i s the b r i n g i n g 

forward i n time of Agave. I n the play, she does not appear u n t i l 1. 1167, 

when, 'with eyes w i l d l y r o l l i n g ' she carries i n Pentheus' severed head. I n 

order to give her greater c r e d i b i l i t y i n the kaleidoscopic sequence of the 

opera, V.'ellesz provides her w i t h a s o l i l o q u y , comprising Scene 8 of Act 1. 

Ke follows i t w i t h a scene between Agave and Pentheus which explores something 
127 

of the mother-son psychology which also i n t e r e s t e d Hofmannsthal, and f o r 

which The Bacchae o f f e r s no precedent at t h i s p o i n t . 

The fourteen short scenes r e s u l t i n g from the play's reworking each 

centre on one or two main protagonists, as fo l l o w s : Scene 1. Chorus of O r i e n t a l Maenads 

Scene 2 Dionysos 

Scene 3 The people of Thebes 

Scene 4 Teiresias 

Scene 5 Pentheus ( w i t h his wa r r i o r s ) 

Scene 6 Kadinos 

Scene 7 Pentheus and Dionysos 

Scene 8 Agave 

Scene 9 Agave and Pentheus 

Scene 10 Pentheus and the 'Bakchantinnen'. 

Scene 1 Pentheus and h i s o l d servant 

Scene 2 Agave, Ino and Panthea. Bakchantinnen. 
(Death of Pentheus) 

127. Pentheus was 28, Agave 42, he suggested. Loc. c i t . , 527. 
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Scene 3 Agave, Kadmos and T e i r e s i a s 

Scene 4 Dionysos. 

'The Power of the Dance', observed Dodds i n 1940, ' i s a dangerous power. 
1 28 

Like other forms of s e l f - s u r r e n d e r , i t i s e a s i e r to begin than to s t o p 1 . 

I t was Dodds who l a t e r drew a c l e a r d i s t i n c t i o n between the Apolline ecstasy 

and the Dionysiac trance or E k s t a s i s . with i t s r e l i a n c e on wine and the 
129 

s a c r a l dance or o r g i a . S i m i l a r l y Guthrie, pointing out how by E u r i p i d e s ' 
time Thebes was the centre of the Greek c u l t of Dionysus, claimed that the 
peak of the Dionysiac ecstasy (mania) meant that the worshipper was 'at one 

130 

with h i s god 1. Thus despite the demonstrable c r u e l t y of Dionysos, and the 

f a c t that the Bacchae i s p r i m a r i l y about the fate of Fentheus, the ultimate 

impression i s not simply of Pentheus as heroic protector of balanced 

enlightenment and of Dionysos as the persecuting, malevolent god. Ambiguity 

a r i s e s in that however much one f e e l s the punishment to be severe out of 
131 

proportion to the hubris or 'blasphemy', and that maenadism i s indeed a 
s i n i s t e r , b e s t i a l c i v i l disorder, Dionysos' godhead i s admitted by a l l but 

132 
Pentheus; h i s power and miracles are not doubted. As Dodds observed, for 

133 

Apollo and Dionysos the human ' r i g h t ' has no meaning. 

Die Bakchantinnen s e t s out t h i s p o s i t i o n c l e a r l y i n Scenes 1 and 2. The 

work's musical s t y l e i s generally simpler than that of A l k e s t i s . mainly 

because of the subject-matter, and the necessary prominence of motoric 

rhythmic pat t e r n s . To n a l i t y or t r i a d i c harmony are c e n t r a l to the score. I n 

c h a r a c t e r i s i n g the a s i a t i c maenads, Wellesz presents three main ideas, of 

which Ex. 271 i s the c h i e f , with i t s oblique D major/minor and use of the 

J. I J also present i n the strongly F minor Ex. 272. The t h i r d main idea i s 

the s i x - c r o t c h e t p a t t e r n of Ex. 273, ass o c i a t e d p a r t i c u l a r l y with bacchantic 
128. Maenadism. App. I of The Greeks and the I r r a t i o n a l . 271-2, o r i g . HTR, 

1940, 155 f f . 
129. Cf. also Rohde, Psyche, 288-9. 
130. Guthrie (G) 174. 
131. Dionysos c a l l s Pentheus 'blasphemer' {bttfToJ ) , 1.502 Cf. Kadmos' 

rebuke, 1. 134a. 
132. Cf. A. R. Bellenger: The Bacchae and i-lippolytus. YCR, 1939, 24. 
133. The Bacchae. 238. 
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ecstasy or s e l f - s u r r e n d e r . Much use i s made of i t i n Scene 1, both i n a 

l y r i c a l , tonal context - the unabashed B f l a t major of 'Selige Ileimat', Ex. 

274 ( c f . Agave's e c s t a t i c song, Ex. 290, or even the Schone Dame's B major 

melody i n Girnara, Ex. 99) and i n an equally c h a r a c t e r i s t i c polytonal manner 

(Ex. 275) where the v i o l i n s pursue the s i x - c r o t c h e t idea through e f f e c t i v e l y 

opposed block chords of B f l a t and B minor/major, as the maenads summon up 
134 

Dionysos, the 'strahlender Gott'. 

Dionysos appears from the smoking flames over Semele's tomb, and the 

maenads f a l l to the ground with a s h r i e k . His symbolic sustained chord 

c o n s i s t s of seven superimposed f i f t h s begins on D and ends on B+f* , while h i s 

own vocal entry (Ex. 276) while beginning on D sharp seems to move quickly 

into an unequivocal E major. His inc a n t a t i o n , punctuated by worshipping c r i e s 

from the maenads i s notable f or i t s s t r e s s on Semele as the motive f o r 
135 

revenge, and the non-Euripidean mention of Agave, Ino and Panthea. The 

main part of t h i s scene i s completed with the return of Ex. 271 as the 

maenads rush out, and a new motif (Verwandlung, Ex. 277) appears i n rapid 4 

crotchets, l a s t i n g f o r 114 bars i n a l l , as the maenads of Tniolus and women 

of Thebes j o i n i n offstage c r i e s . 

Busy, severe counterpoint heralds the short Theban scene (Ex. 273a, bars 

579-80 followed by Ex. 278b, bars 597-600) which serves to s t r e s s the e f f e c t 

of the maenads on the Theban community, to introduce t h e i r acknowledgment 
] 36 

of Pentheus as king (he has already been mentioned by Dionysos ) and to 

set the scene f or T e i r e s i a s * a r r i v a l (Exx. 279 and 280). Scenes 4 to 6 

amount to a r a d i c a l r e s t r u c t u r i n g of 11. 170 to 369 of The Bacchae. Euripides 

presents T e i r e s i a s and Kadiuos with fawnskin and thyrsos planning to dance to 

Bacchus, while Pentheus on h i s f i r s t entry does not at f i r s t see them; 

T e i r e s i a s ' long reinonstration follows. Here, the i n i t i a l appeal of T e i r e s i a s 

i s to the people of Thebes, to whom 'in v o l l i g e r E n t r u c k t h e i t ' he o f f e r s the 
134. Cf. Herakles 1 B f l a t motif i n A l k e s t i s , Ex. 262. 
135. Textouch, 11. 
136. I b i d . , 10. Bacchae. 11. 43-6. 
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advice to s a c r i f i c e and pray (the languid A major of Ex. 281) explaining 

the true s i g n i f i c a n c e of Dionysos, and bewailing Pentheus* d i s b e l i e f -

•V/elcher Dainon/Verwirrt ihm den Sinn,/Dass er n i c h t ehrte/Das g o t t l i c h e 

Wunder!' After h i s prayer, Pentheus' a r r i v a l with h i s s o l d i e r s has a l l 

the a i r of dangerously s i m p l i s t i c ' r a t i o n a l i s t * e f f i c i e n c y , with the C 

major chord ( a parody of the Dionysos chord) and m i l i t a r i s t i c timpani of Ex. 

282 c r e a t i n g the new atmosphere. The empty s t r i n g s figure of Ex. 283 

exposes the f u t i l i t y of h i s t h r e a t s . 

Pentheus' impatience with T e i r e s i a s i s soon t r a n s f e r r e d to h i s grand

father when Kadmos enters (Sc. 6) equally i n the grip of superhuman f o r c e s . 

At f i r s t he simply intones 'Die Gotter, .... Sie sind die R i c h t e r unsrer 

Taten' (Ex. 284, making bold use of the s i x - c r o t c h e t m o t i f ) , then e c s t a t i c a l l y 

invokes 'die gottergriff'ne Semele' and the d i v i n i t y of Dionysos. This 

corresponds (though not i n tone) to 11. 330-42 of The Bacchae. Kadmos1 

attempt to place an ivy-wreath on Pentheus' head meets with s c o r n f u l r e j e c t i o n 

and contemptuous d i s m i s s a l to 'go and j o i n i n the Bacchic r i t e s ' ( 1 . 344). 

In Ex. 285 f t h i s i n j u n c t i o n i s matched by a dry, broken accompaniment, 

suggesting, l i k e Ex. 283, i t s d i s a s t r o u s wrongheadedness. 

Scenes 7 to 10 from another n a t u r a l group, dominated as they are by the 

presence of Dionysos. Agave's introduction by Wellesz (Scenes 8 and 9) has 

been noted; he went further, however, by dispensing with the ambiguous notion 

of Dionysos as h i s own p r i e s t and as prisoner of Pentheus (11. 451-518). He 

also s i m p l i f i e d the c o n t r o v e r s i a l miraculous destruction of the palace 
137 

(11. 576-603) by placing i t i n the f i n a l scene, and allowing the co l l a p s e d 
•I oSJ 

w a l l to r e v e a l the d i s t a n t prospect of Cithaeron to the w i l d l y dancing 

Bacchants, who cry 'Auf zum Kitharon!/ Ihm zum P r e i s / Ihm zur F e i e r / S c h l i e s s t 
139 

den K r e i s ! 1 This l a s t incorporates the general sense of the Herdsman's 

report. 

Dionysos, on h i s second appearance, i s not j u s t a 'sexual c r i m i n a l ' , 
137. Cf. Doclds, Bacchae. 147-8. 
138. See Girnara again, Legende. (Exx. 108-9) 
139. Textbuch, 33. 
140. Win. Sale, The psychoanalysis of Pentheus, YCIl 1972, 67. 
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though he i s c e r t a i n l y t h i s too f o r Pentheus. He i s not j u s t the wine god 
141 

e i t h e r , but Lord of the S p i r i t s , simultaneously ' l e plus doux' of a l l the 
142 

gods and ' l e plus t e r r i b l e pour ses ennemis'. I n preparing the way for tl 

sparagmos of Act 2, Wcllesz had to emphasise t h i s i n Act l ' s c l o s i n g scenes. 

Thus i n Exx. 286-8, one sees three successive instances of h i s use of the 

Dionysiac chord. These i l l u s t r a t e s u c c e s s i v e l y the god's i n i t i a l patience 

(the f i f t h s chord i n f u l l , but pianissimo, quickly overtaken by Pentheus 1 

aggressive response; then a modified v e r s i o n of the chord, with Dionysos' 

calm w i l l i n g n e s s to bring f r i e n d s h i p r e f l e c t e d i n the v i o l a doubling the 

vocal r e c i t a t i v e (Ex. 287); f i n a l l y , i n Ex. 288, the f u l l chord'again, 

f o r t i s s i m o , with Dionysos 1 menace and anger reaching i t s height. Pentheus 

v a i n l y draws h i s sword on the god, who disappears suddenly i n a shower of 

flames ('aufflaaiinendem L i c h t * ) upon which Pentheus, t r y i n g to regain h i s 

composure, rushes a f t e r him c r y i n g '.... war es riach des Kades Tiefen - I c h 

folge d i r ! ' 

The Agave scene which follows i s b u i l t around her s t a t e of trance, f i r s 

at the cry of the maenads and Theban bacchants (Ex. 289, using a d e r i v a t i v e 

of the five-note rhythm of Ex. 277, Sc. 2) then at t h e i r d i s t a n t singing. 

This s e c t i o n ' s B f l a t l y r i c i s m , Ex. 290, d i r e c t l y r e c a l l s the B f l a t song of 

the maenads from Sc. 1 ( c f . Ex. 274). The i n t e r e s t i n g point here i s Agave's 

comparison of the maenads' song with Orpheus' musical response to Eurydice's 

c a l l from Hades. This i s Wellesz' own image, and follows quickly on Pentheu 
143 

evocation of Hades i n Sc. 7. When she and Pentheus meet i n Sc. 9, the 

emphasis i s on Pentheus as c h i l d (•Ich b i n der Rnabe!/ Pentheus bin i c h ! ) 

and Agave f i r s t r e c a l l i n g her days as loving mother, long ago (the l u l l a b y 

passage, Ex. 291) then r e j e c t i n g Pentheus as 'einer von den S t e r b l i c h e n ' as 

she rushes off, drawn by the bacchic sound, crying 'Zerissen a l l e s , was uns 
144 

einte,/Abgetan die Bande unsres B l u t s ! ' Scene 10 c l o s e s the act with the 
141. Hohde, 285. 
14 2. Nihard, 102. 
143. Cf. E u r i p i d e s , A l c e s t i s 1. 252 f. 
144. Textbuch, 31. 
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the f i r s t d i r e c t confrontation of Pentheus and a group of imprisoned 

Bacchants i n d i s a r r a y . The new. rhythmic m a t e r i a l (Ex. 292) as they f i r s t 

appear quickly gives way to a sequence of e a r l i e r ideas, Exx. 282 (Pentheus) 

275 (B major and C, the Bacchants) 277 (as darkness and thunder a r r i v e and 

the palace shakes) and 271 (as the Bacchants dance w i l d l y i n e c s t a s y ) . 

Act 2's main events v i r t u a l l y s e l e c t e d themselves. Pentheus had to 

appear on Cithaeron as a Bacchant; the orgia leading to h i s d e s t r u c t i o n had 

to be set i n motion by Dionysos; Agave's remorse and the Theban community's 

consternation had to be portrayed; f i n a l l y , Dionysos had to appear i n 

concluding immortal triumph. Seen thus, the second a c t , unlike the f i r s t , 

begins and ends s o f t l y , exploding into action only i n the middle. I n keeping 

with h i s treatment i n Act 1, however, V/ellesz went beyond The Bacchae by 

bringing back T e i r e s i a s as well as Kadmos i n Scene 3, minimising the 

Euripidean punishments of e x i l e and transformation of Agave and Kadmos, 

ending the opera with the o r i e n t a l maenads who had opened i t , and, above a l l , 

reducing the h o r r i f i c e f f e c t of Pentheus' death to something j u s t as 

shockingly f i n a l , but l e s s v i s u a l l y i n t o l e r a b l e . 

So f a r as the V o r s p i e l to Act 2 i s concerned, the opening idea (Ex. 293) 

with i t s s t r e s s e d note A reappears b r i e f l y i n bar 49 and again at bar 897-9 

(Agave with Pentheus' corpse at her f e e t ) and 1011-1013 (Agave crying MVeh! 

I h r Allesschauenden, i h r Euiueniden! Rachedurstige!). The idea thus goes 

beyond the violence of fentheus' death to the moment of r e a l i s a t i o n , of 

awakening »zur v o l l e n K l a r h e i t ' . The repeated A a l s o a n t i c i p a t e s the f i n a l 

scene's opening (Ex. 301) when the funereal gloom i s combined with the f i r s t 

l i g h t of dawn and the sudden appearance of a now s t e r n l y sacerdotal Dionysos. 

Further, since the o r i e n t a l maenads' f i n a l chorus '0 du gewaltiger' s h o r t l y 

r e s o l v e s unexpectedly into A minor (see Ex. 302) and c l o s e s the work i n that 

key, a broad tonal strategy can be seen enveloping the e n t i r e a c t . 

Pentheus, now dressed i n white, with ' P a r d e l f e l l und Thyrsosstab' 

d e c l a r e s , despite warnings from the servants, that the night i s good and 
145 

'helps h i s d i s g u i s e ' . Standing ' f i n s t e r ' and 'gross' h i s determination i s 

145. I b i d . , 36. 
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stronger than any possible discouragement. Ex. 294, with i t s woodwind bass 

chords and aggressive t r i p l e rhythm has f a i n t l y Mahlerian echoes. A warning 

rhythm (Ex. 295) on timpani and s t r i n g s turns to the five-note pattern of 

Ex. 277 as Pentheus r e a l i s e s that the Bacchants are approaching. I n another 

quiet E f l a t minor/major passage (bar 220 f f . ) he c r i e s 'Pentheus Seele i s t 

aufgeflogen wie e i n P f e i l r . Ex. 271 returns i u f u l l force as the scene ends; 

Agave, Ino and Panthea appear with Ex. 271 turning into the summoning c a l l of 

Ex. 296 (bars 303-4) and, as the Bacchants draw c l o s e r , to Ex. 297 (bars 31S-

19). The scene i s dominated by Agave, something Ino's and Panthea's 

p a r t i c i p a t i o n (Ex. 298, as the f i r s t Bacchants appear and gaze fro;n the 

heights) cannot minimise. 

Ex. 274, the song of the maenads dr i v e s the Theban bacchants forward. 

A s a c r i f i c i a l f i r e soon glows; lno, then Panthea urge them on to draw milk, 

wine and honey from the earth. Pentheus' figure i s caught by the f i r e l i g h t 

(bar 630) as Dionysos' great voice c a l l s to the maenads to 'Racht den F r e v e l ' . 

The scene i s b r i l l i a n t l y l i t by torches ( b l u t r o t ) while Pentheus (as hunted 

l i o n ) i s chased from rock to rock by h i s mother. V/e cannot know now whether 

the obvious dangers of a comic e f f e c t were e n t i r e l y avoided here i n the 

Vienna production. There i s no doubt that i t represents a major, perhaps 

f a t a l d i l u t i o n of the events i n The Bacchae. The Bacchants' blood-lust 

expresses i t s e l f i n a f i e r c e d r i v i n g rhythm (Ex. 299, E f l a t minor again) as 

Agave chases Pentheus the 'Bergleu' on to a narrow ledge, brandishing her 

torch, whereupon he f a l l s forward to h i s death. 

No s i g n i f i c a n t pause occurs here as the stage i s f i l l e d with w a r r i o r s 

and servants, led by Kadiuos and T e i r e s i a s . The old men's reproaches and 

Agave's growing anguish and remorse are portrayed i n t h i s long, penultimate 

scene i n the work's most f l o r i d , complex w r i t i n g , e s p e c i a l l y between bars 

908 and 993. Drunken, d e s t r u c t i v e triumph give way to t o t a l i n c r e d u l i t y and 

bottomless g r i e f . The r e c i t a t i v e quoted i n Ex. 300, i n which Agave takes f u l l 

conscious blame for her son's death, appears at bar 1039 f., s h o r t l y before 

Pentheus' body i s raided up and solemnly removed. This Aufbanning, u n l i k e 



309 

A l k e s t i s ' i s without hope, a point r e i n f o r c e d by the c l o s i n g (Sehr b r e i t ) 

general chorus 'Pentheus! Pentheus! Allaukuhner!/V/ehe der Irdischen/Dunkles 

Geschick'. The references to e x i l e i n E u r i p i d e s ' f i n a l scene f i n d no place 

i n Scene 4, which r e f e r s to none of the preceding events s p e c i f i c a l l y . 

Dionysos* rebuke, beginning as i n Ex. 301, i s e n t i r e l y general, and the 

maenads' f i n a l chorus avoids the dry 'anapaestic c l a u s u l a ' of The Bacchae 

11. 1388-92, s u b s t i t u t i n g a prayer to Dionysos himself (Ex. 302) which brims 

with i n t o x i c a t e d self-abnegation. 

I l l 

*\ 
Two years a f t e r i t s premiere at K a s s e l , U'ellesz included the 'Orpheus' 

146 

l y r e ' motif from Krenek's opera (Ex. 303) i n h i s Neue Instrumentation to 

i l l u s t r a t e the xylophone used alongside other instruments. He admitted that 

he found W e i l l ' s scores more i n t e r e s t i n g from the s t r i c t l y instrumental 

viewpoint, but n a t u r a l l y could not express there a view of Krenek's approach 

to ancient myth. Such a view would i n any case have been premature, since 

the composer of Orpheus und Eurydike was completing the much long Leben des 

Orest at the same time as Wellesz was s t i l l working on the f i r s t act of Die 

Bakchantinnen. This c o i n c i d e n t a l overlap i s f a r l e s s s i g n i f i c a n t than the 

d i f f e r e n c e i n mood between V/ellesz' Ku I t drama and the notion of Ze i t drama 
147 

inherent i n Krenek's two e a r l i e s t mythic operas. For Yfellesz the myth 

was timeless; for Krenek, powerful mainly because of a d a p t a b i l i t y to 

contemporary problems. 

The comparison of the A l c e s t i s legend with that of Orpheus and Eurydice 

as i l l u s t r a t i o n s of the power of love ( p h i l i a as w e l l as Eros) i s at l e a s t as 
148 

old as Phaedrus' discourse i n the Symposium. But i f an element of 

burlesque i s present i n E u r i p i d e s ' ' p r o - s a t y r i c ' play, which ends happily, 
146. DNI, I , 149. 
147. H. Joachim, P a l l a s Athene weint Programmheft. Hauiburgische Staatsoper, 

1955/6. 
148. Plato, Symposium, ed. U. B. Bury, C.U.P., 1932, 23-30. 
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149 Kokoschka's three-act drama of 1915-17, conceived i n 'Ekstase und D e l i r i u m 1 , 
a product of h i s wartime experience, h i s wound and h i s turbulent a f f a i r w ith 
Alma Mahler, i s flavoured throughout by h y s t e r i a and the grotesque. The 

150 
problem of i n d i v i d u a l i t y , the 'Ich und Du1 d i v i s i o n i s the o v e r a l l theme. 
•I l i n t e r jedem Werke .... steht e i n Leidender* noted Soe'rgel i n 1927, observing 

151 

that 'Kokoschka mag den Text a l s eine Art P a r t i t u r 1 . The young Krenek, 

prompted by Leo Kestenberg to seek out Kokoschka with a view to adapting the 

play ( f i r s t p e rf. 1919) as an opera, was aware that Hindemith had already 

adapted Morder Hoffnung der Frauen (q.v. Ch. 3 ) . He quickly became av/are of 

the convoluted syntax and ' n e o l o g i s t i c additions to the t r a d i t i o n a l vocabulary' 

i n Orpheus und Surydike. as he also was of the d i f f e r e n c e s i n p e r s o n a l i t y 

between himself and Kokoschka. This d i v i s i o n was seen c l e a r l y by Weissiaann, 

among others who saw no ' s e e l i s c h e Gleichung' p o s s i b l e ; Kokoschka was *der 
J 52 

unruhevolle Maler, weniger l o g i s c h a l s der a u s s e r o r d e n t l i c h gescheite Krenek r. 
'As a young man of the postwar period' Krenek s a i d l a t e r , ' I obviously wanted 

] 53 
to be as r a d i c a l as p o s s i b l e * . Radicalism, i n h i s case, meant a t o n a l i t y . 
The very young, s e l f - c o n s c i o u s l y 'progressive' composer, the 1 i d e a l i s t i s c h e r 

154 
S o z i a l - r e v o l u t i o n a r • who provided, u n f l a t t e r i n g i y , the model f o r Matthias 

155 

Fischbock i n V/erfel's Verdi at t h i s time, f e l t the 'roving i r r a t i o n a l i t y * 

of the p a i n t e r to be remote from h i s own s p i r i t . He admired the 'aura of 

demonic and mysterious power' emanating from t h i s t ext, which he confessed to 

f i n d i n g incomprehensible on a f i r s t r e a d i n g . K r e n e k himself was b r i e f l y 

and unsuitably married (1922-4) to Anna Mahler i n B e r l i n . He was a f a m i l i a r 
l 4 y . L e t t e r of 9.11.50, qu. Cobet, ICLL, V, 1112. A. V i v i a n i (Z fd P, 1972, 

515) suggests 1917 as the date for the whole play. 
150. Cf. II. F. Redlich, Anb., 1930, 55. 
151. Soergel I I , 738. 
152. A. Weissmann, B e r l i n e r Z. am M. 29.11.26. 
153. Music here and now, t r . B. F l e s , Norton, N.Y., 193y, 85. 
154. II. F. nedlich, L e s e z i r k e l Hottingen, Zurich, 1930, 6. 
155. Alma Mahler, Mein Leben. 158-9. 
156. Yet he subsequently s a i d that reading the play made him ' r e a l i s e i n a 

f l a s h ' the notion of i n v e s t i n g a myth of remote o r i g i n s with new 
s i g n i f i c a n c e . Waruin P a l l a s Athene weint, (1955) i n Zur Sprache Gebracht. 
MOnchen, 1958, 335-6. 



311 

f i g u r e i n h e r mother's household, and, thus a c q u a i n t e d w i t h both Oskar 

and Alma, was i n a unique p o s i t i o n to see i n p e r s o n a l terms the s t o r y o f 

• l o v e , p a s s i o n , s u s p i c i o n , d e v o t i o n , m e l a n c h o l y , r e s i g n a t i o n , f i e r c e 

v i n d i c t i v e n e s s and d e s t r u c t i v e h a t r e d ' b e h i n d the r e w o r k i n g o f the Orpheus 

myth. 

I n v i e w of the h i g h l y p e r s o n a l i s e d t r e a t m e n t of the Orpheus f i g u r e , and 

the p i v o t a l p o s i t i o n of the oc//£)fy&K^tf/* ( a n a g . Oskar/Alma) r i n g e n g r a v i n g 

i n the t e x t , i t would be t e n d e n t i o u s to r e p e a t even b r i e f l y what i s known of 

the A p o l l o n i a n m u s i c i a n , son of K a l l i o p e and O i a g r o s , who was a s o r t of 

' H e l l e n i c m i s s i o n a r y i n T h r a c e 1 . J Kokoschka s i m p l y s e i z e d t h o s e e s s e n t i a l s 

i n the s t o r y a pt f o r h i s purpose, most p r o b a b l y from V i r g i l ' s and Ovid's 
158 

L a t i n v e r s i o n s . As G u t h r i e s u g g e s t e d , the f a m i l i a r ' f a i l u r e through 

l o o k i n g back 1 m o t i f may be a l a t e r A l e x a n d r i a n a d d i t i o n . The 'tabu a g a i n s t 

s p e e c h ' v a r i a t i o n i s t r a n s f o r m e d by Kokoschka i n t o a r e n u n c i a t i o n o f e n q u i r y 

i n t o S u r y d i c e ' s p a s t , a r e q u i r e d d i s a v o w a l of j e a l o u s c u r i o s i t y by Orpheus, 

which he i s too weak to f u l f i l . Orpheus here may be a r t i s t but he i s no 
159 

god. There i s n o t h i n g A p o l l i n e about t h i s Orpheus' d e s c e n t i n t o the 
16o 

underworld, nor a n y t h i n g m a j e s t i c a l l y h e r o i c l i k e H e r a k l e s ' f i g h t w i t h 

Thanatos t o r e g a i n A l k e s t i s ; y e t h i s t o r i c a l l y , he was a s s o c i a t e d w i t h the 

underworld, and had i n t u i t i v e knowledge of i t s s e c r e t s and i n f l u e n c e . Though 

one v i e w of Orpheus' de a t l i ( a s o l d as A e s c h y l u s ) was t h a t he was s t r u c k down 

by D i o n y s o s , the commonly a c c e p t e d n o t i o n , bound up w i t h h i s a c t i v e misogyny, 

i s t h a t he was s a v a g e l y t o r n to p i e c e s by T h r a c i a n and Macedonian women 

ex c l u d e d from h i s r e l i g i o u s r i t e s . T h i s i s c l o s e t o the o r g i a s t i c d e s t r u c t i o n 

of Pentheus i n The Bacchae. I n Kokoschka's v e r s i o n , the now i n s a n e beggar 

Orpheus i s hanged from a beam i n h i s own house, by p e a s a n t s who, a f t e r 

f i g h t i n g w i t h marauding s o l d i e r s , have burned the house down. F i n a l l y , the 

157. G u t h r i e (G) 316. 

158. G u t h r i e (0) 31. 

159. C f . I . ParrVj R i l k e and Ornheus. TLS 12.12.75, 1495. 
160. Cf. G u t h r i e (0) 29. 
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motif of Orpheus' head f l o a t i n g unharmed and singing at the mouth of the 

Meles,*^* to be rescued by a fisherman, reappeared i n Kokoschka i n the form 

of an anonymous s k u l l brought up i n the s a i l o r s ' f i s h i n g - n e t . The engraved 

r i n g between i t s teeth i s a symbolic equivalent of the voice. 

In old age, Krenek has s t r e s s e d that i t was Kokoschka's disturbed, 

i r r a t i o n a l v i s i o n which i n e v i t a b l y dominated the character of Ornheus und 

Surydlke. I n s o f a r as the opera text adheres c l o s e l y to the play, with a l l 

the d e t a i l e d stage d i r e c t i o n s retained, and v i r t u a l l y no verbal additions to 

the o r i g i n a l , t h i s i s tr u e . Yet the schoolboy who wrote a novel about 

A l c i b i a d e s , the student i n s p i r e d by the s t y l e and pessimism of S a l l u s t was 

even more l i k e l y to have been drawn to the play by the mythological subject 

as by Kokoschka's reputation. The f o r m a l i s t i c remoteness of the subj e c t 

created a distancing e f f e c t , while allowing, through Kokoschka's language 

and highly personal v i s i o n for that preoccupation with i n d i v i d u a l and 

c o l l e c t i v e freedom so important i n Krenek's other e a r l i e r works, though he 
16" 

s a i d t h i s was unclear to him u n t i l much l a t e r . ~ Already, Krenek was 

becoming the 'Prototyp des modernen Vaganten, e i n a v a n c i e r t e r , u n i v e r s e l l 

p e r f e k t i o n i e r t e r Goliard, e i n Pieisender par excellence', for whom 

eventually the problem of l i f e i s l e s s one of 'Bewaltiguug' than of 

'Gesinnung•. 

The abbreviation of Kokoschka was not ne a r l y so sweeping as had been 

Wellesz' of Hofmannsthal's A l i c e s t i s . By f a r the biggest t e x t u a l e x c i s i o n , 

designed to .concentrate a t t e n t i o n s t i l l more on the protagonists, was i n Act 

3, Sc. 3. Here Krenek omitted the long dialogue between Orpheus' s p i r i t and 
165 

that of h i s mother, the 'Weibliche Stiinme', involving the amendment of 

Orpheus' f i n a l cry, amid crazed laughter, near the end 'Mutter, hu! Wie 
161. Konon, qu. Guthrie (0) 62. 
162. S e l b s t d a r s t e l l u n g . 16. 
163. Saathen, op. c i t . , 35. 
164. I b i d . , 75. 
165. Kokoschka (ed. Wingler) S c h r i f t e n (1956), 287-292/3. 
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h e i s s t ' s - Du s o i l s t n i c h t toten - n i c h t t o t e n ' * ^ before Eurydike's 'So im 
l e t z t e n Kampf luaariuend/voller Entsetzen, f u r l e t z t e n Kuss, aus des Orpheus 1 

e r s t a r r t e n K i e f e r n / l o s ' i c h raich endlich l e d i g * . Act 2's second scene, at 
the e x i t from the underworld, looking towards the bri g h t Mediterranean 
landscape, i l l u s t r a t e s the reductive process. Four exclamation marks added 
by Krenek are bracketed, and h i s e x c i s i o n s square-bracketed. The stage 
d i r e c t i o n s are t r a n s l a t e d . 

(The way out of the c r a t e r Thawing snow Eurydike leans 

h e a v i l y on Orpheus' aim as they cross the i c e . A f l i g h t of doves passes 

through a patch of mist l y i n g over the sea.) 

Orpheus; Schwebende Wesen, die eine Faust a u s l a s s t ! 

Des Aufblicks Sturz nach innen kehrt. 

Abbild der Weite drangt im kle i n e n auszutreten. 

V/unschgeschopfe steigen lassen( !) 

(die wie Gelassenheit i n der Brust, die Laune lange libersah^j 

Eurydike: E i n Federchen die V/arme hebt! (more b r i s k l y ) 

- I c h nehm' es so zum Zeichen rair. 

Nichts anders war's a l s Du,Orpheus, 

zum erstenmal Eurydikes Namen hauchtest. 

Da lebte i c h auf und s t i e g d i r zunGefallen mit hervor. 

Fuhle meine K r a f t e ! 

Zum Wundern k r a f t i g t i s i c h e i n Frauenherz, 

s c h l a g s t Du den Herzschlag mit. 

V/ie geh i c h l e i c h t und ohne a l i e n Kummer! 

C i s t ' s n i c h t das friihere frohe Wesen, das D i r g l e i c h i n n i g 

a n l i e g t ? ] 

Sieh uieinen f r e i e u S c h r i t t . 

Orpheus: Gib mir Deinen Ann f e s t e r (!) 

Eurydike: Du hast mit eineui B l i c k den Ring an meiner Hand gesucht? 

^ Orpheus: Noch hat die Neigung die beschwichtigende Gewalt zv/ar-

166. I b i d . , 301 
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Eurydike; ( s u s p i c i o u s l y , then c h e e r f u l l y again) 

- ob auchjWenn Du D i r ' s e r s t e rklaren w i r s t ? 

Me ins t DuQ 
Koruiu welter, Orpheus! (FolgTj 

Nicht grubeln. 

Auf Kelches Neige zu prufen, 

den Trunk, den sussen nachgesusst, 

da schraeckt der Satz l e i c h t b i t t e r . 

Orpheus: Bin schon so weit, h a t t ' i c h gedacht -

V/arte -

Eurydike: ( s l i p s and f a l l s laughing into Orpheus' arms) 

- schon s t u r z ' i c h wie e i n r e i s s e n d Strom zum JJeer, 

und h a l t ' Dich schwindelnd um den Hals, Orpheus (!) 

Orpheus: S t a t t Deiner mir im Arm, die Furcht war i n 

die lloffnung lange eingewunden. 

Die Kette schlejjpt mir nach. 

'•Vie wohl mich n i c h t s versuchte, 

mich an vergang'nes Leid, ^Verdruss, g l e i c h 

unfruchtbare Hollendingej] zu klainmem. 

^Vie manehe s i c h an Dorner, Steine, die im Sturzen^ 

Eurydike, tauch' die Hand ins L i c h t -

Tauscht n i c h t e i n Segel vorne? 

(he points out to sea. A black ship i s v i s i b l e r i s i n g 

through mist and l i g h t above the water. Eurydike backs 

away on seeing the ship.) 

[siehTJ Dart l e r n t der Feme wieder T i e f e n ab, die Freude 

Komia, es fa r b t Dich f r i s c h r e L u f t , 

sind wir e r s t drauf f o r t ! 

Eurydike: Auf Hades' Nachen f o r t ? - Ich? 
(to h e r s e l f ) 

- Das f l i i s t e r s t Du? 
|[ch weiss n i c h t mehr, was mir gehb'rtej] 
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(Eurydike stands h e s i t a n t l y on the gangway behind Orpheus, 

who pushes her in front of him) 

Orpheus: Fortsegelnd kannst Du unisehn von der F l u c h t . 

Nachsinnen unterwegs uns wenig Aussicht s c h a f f t . 

Schau vorn, an e i n Steg l e g t (!) 

Du geh vor mir! 

j w i l l sehn, vom l a s t i g e n Gestern des Segels 

f r o h l i c h e Fortbewegung, 

Dich auf unubersichtlichein Rund rair 

nieine Spur schreibenT] 

(Eurydike h e s i t a t e s ) 

Eurydike: Verwirrt der Herzschlag? I c h und Du -

Und noch was? An̂ sfc vor Dir? 

(beseeching)Lug und Trug - Orpheus - geh Du -

[ Orpheus; Des Tages Iilitte offnet s i c h f u r unser Zwei/Durchgehn. 

Nichts drangt s i c h zv/ischen uns. 

V/ie eine Spinne, der i h r Fang entschllipf te, 

Kriimiut unter uns die Nacht s i c h und v e r t r o l l t . 

F u h l s t Du Dich s i c h e r ? Und ich? - V/ir a l l e i n -

Eurydike: flliebe es so. Noch i s t es n i c h t zu spatTJ 

Orpheus: Zu spat zuruck, Du Liebe. E i l e n w i r . 

Weiss n i c h t v/ie lange a l l e s g r e i f b a r b l e i b t -

Eurydike: - Die Lloffnung, dass es wieder Tag wix"d morgen! 

Kleine Bluraen! V7ie d e u t l i c h spur' i c h 

eurer F e s s e l n Lockern 

V/ie gruner Samt der Frtihling! 

[presst an die G i t t e r s t a b e s e i n Gesicht -Q 

Von friiher w i l l i c h n i c h t s mehr wissen. 

Orpheus: ( l i f t s her on board): Die Segel ziehn uns j e t z t hinaus. 
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Eurydike; E i n Federchen die "tfarme hebt, 

Sprich's - e i n Wort - i c h lebe. 

Dein Kopf s i c h neigt. Uat 1 n i c h t , 

warum Eurydike schweigt. 

Oh, was i c h t r i e b , das l i e f D i r i n die Y;ege. 

Niinm's gtitig auf und schenk 1 mill's dann zuriick. 

(the gangway i s r a i s e d , the ship fades a w a y ) ^ ^ 

The a i r of menace here centres round the black ship, i t s s i g n i f i c a n c e not 

r e a l i s e d by Orpheus, but recognised by Eurydike as a sign of Hades' continuing 

hold over her. The whole i s oddly reminiscent of the v a u l t s scene i n 

P e l l e a s et Melisande ( 3 t I I ) yet i t also i l l u s t r a t e s the 'damonische Chaos, 

die Verwiistung, den dem Menschen innewohnenden Mordtrieb, die Grausainkeit und 

den Zwiespalt mit dem eigenen I c h ' * ^ a c t u a l i s e d or suggested i n so many 

E x p r e s s i o n i s t dramatic scenes. 

The best-known l i n e i n Kokoschka's play i s the Strindbergian sentiment 

near the end: 'Uinter der Liebe, b i s i n den Tod steckt-/Hass! 1 That hatred 

should thus pursue love, l i k e a shadow, i s a sentiment at some remove from 

Novalis* 'Ohne Tremiung keine Verbindung*, while the notion of death here i s 
169 

not 'ein Geheimnis s l i s s e r Mysterien'. Even Orpheus' l y r e , symbol of the 
170 

magically transforuling power of sound presented f i r s t on the v i o l i n 

( V o r s p i e l ) and subsequently by xylophone and harp, i s magnified at the 

moment of h i s death into a hideous scream by four trumpets against a mockingly 

triumphal chord of E f l a t (Ex. 304, Act 3, Sc. 1 ) . There i s no suggestion 

here of the l y r e as c r e a t o r of Orpheus' own love; i t was r a t h e r 'Y.'ahnsinn i n 
171 

e i n e r wahnsinnig gewordenen V/elt'. Though he may be a prophet of 'die 
172 

R e a l i t a t des Unsichtbares', he holds no b r i e f f or the Rilkean 'offenes 
167. I b i d . , 258-262. 
168. A. V i v i a n i , Z fd P, 1972, 527. 
169. qu. Yir. Renin; Ornheus: der Dichter u. die To ten. L. Schwann, Cusseldorf, 

1950, 108, 110. 
170. Cf. Rehm, Orpheus. 9. 
171. A l f r e d B a r e s e l , Auft. 1926, 234. 
172. Rehm, Orpheus. 516 (qu. Bachofen). 
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173 Leben' through which youth brings back the dead as 'S e l i g k e i t s b e w u s s l s e i n ' . 
174 

Orpheus and Eurydike are perhaps, a f t e r a l l , 'widerstreitende Elementanaachte' 

ra t h e r than two people at emotional odds. Much more than Orpheus' l y r e motif, 

the Debussyan chord of the opening (Ex. 305a) and f i n a l bars (Ex. 305b) stand 

as a symbol of the unifying power of love. Even here, however, the idea can 

d i s r u p t or d i s t o r t i t s e l f , as i n Ex. 305c before the F u r i e s ' solemn a r r i v a l . 

I n the opening scene, Eurydike's impatience, her t r i v i a l misreading of a 

head i n c l i n a t i o n as a greeting, r e v e a l s a tension between them accentuated by 

the p e r s i s t e n t four note semiquaver figure woven into the music's texture (as 

i n Ex. 306) - a symbol of unease. 

But the necessary counterbalance of the Orpheus-Eurydike r e l a t i o n s h i p i s 

the nebulously c h a r a c t e r i s e d , yet moving love of Psyche, Eurydike's companion, 

for the god Amor (an almost s i l e n t r o l e ) p o s s i b l y the most o r i g i n a l feature of 

Kokoschka's play. Krenek admired i t e s p e c i a l l y , and i t became an important 

feature of the opera. As Orpheus was not meant to see h i s bride, so Psyche's 

v i s i t s from Amor depended on her not seeing hira by daylight, on penalty of 

h i s l o s i n g h i s s i g h t . Amor i s eventually blinded, but i n a b r i e f , very simple 

scene (e, I I ) following Orpheus' v i o l e n t death, Psyche ' g l i t z e r n d , i r i s i e r e n d ' 

bathes the eyes of Amor 'gold-und tauglanzend' from a golden container i n 

which she has kept Eurydike's healing t e a r s . Out of s u f f e r i n g s h a l l come a 

strengthening of love, t h i s symbolic gesture i n d i c a t e s , although her s i n i s t e r 

f i r s t appearance 'halbwuchsig, schelmisch', heralded by the casual, 

o r c h e s t r a l l y fragmented music of Ex. 307 seems to symbolise menace through 

the snake on her arm. Even her addressing of Eurydike as 'Schwester* and 

mention of hor dream of the F u r i e s ' v i s i t appear ominous. Yet the remark of 
175 

Orpheus that 'Liebe i s t so aberwitzig' h i s obsession with 'GlDck' and 

'Ungluck' and with images of corruption and degradation, hold greater 

d e s t r u c t i v e p o t e n t i a l . 'Jedes Wort, das Eurydike gesprochen, mir e i n 
173. I b i d . , 626. 
174. E. Lammert, qu. Cobet, KLL, V, 1112. 
175. Echoed by Eurydike's ghost, i n 3, I I I ; S c h r i f t e n . 301. 
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Gedachtnis r i t z t ' , he complains, j u s t as in t h e i r f i n a l , posthumous wrangle 

(3, I I I ) he c r i e s *Ich bin verschieden, und dein Tun i s t n i c h t mein K i n d 1 , 

tormenting himself with the thought of 'Liedbesstunden' dancing 'mit den 

nackten Erinnerungen•. Curiously, Amor's sole words, eliminated by Krenek 

('Ich dacht' i c h sahe bunte Felder!/Graue Leichen? - ' ^ ^ ) r e l a t e to a mixed 

v i s i o n of beauty and death during h i s blindness as b r i e f as Orpheus' outbursts 

are wordy and s e l f - r e g a r d i n g . 

Tona l i t y i n t h i s score i s confined to moments of strong, u s u a l l y r e g r e t f u l 

emotion, l i k e the anguished cry of the c a l f for i t s mother near the f i r s t 

scene's close (Ex. 308, leading to a repeat of the Ex. 305b chord). This 

looks forward to the chorus' image of the l a r k s praying to the s t a r s i n the 

K a c h s p i e l . Another instance i s Ex. 316, Eurydike's sigh of regret at the 

end of 2, I I as Hades' black ship disappears. I t so happens that t h i s i s 

followed by the chorus of sleeping s a i l o r s praying to Amor for safety, while 

the three female F u r i e s hover nearby i n the ship's cabin, A resemblance can 

be seen between the s a i l o r s ' s o f t prayer (Ex. 310) and the motif a s s o c i a t e d 

with the F u r i e s (Ex. 309) from Act 1, though Ex. 310, with i t s double bass/ 

bass drum E tremolando f o r 25 Largo bars i s the more t o n a l l y based. As one 

might expect, the three female F u r i e s express themselves i n music designed 

to maximise the i n t e r v a l s of minor second and minor ninth. Instances are 

t h e i r gloating over the usefulness of might for t h e i r purposes (Ex. 311) with 

i t s D n a t u r a l d e l i b e r a t e l y c o n t r a d i c t i n g the enveloping harmonies, or e a r l i e r 

and more simply, the f i r s t Fury's wheedling to Psyche before Eurydike's 

abduction (Ex. 312). Psyche's passionate response to t h i s , as she weeps i n 

her sleep (Ex. 313, ending on a sustained F minor ^4 chord) i s a c t u a l l y 

caused by the Fury's tempting promise to i l l u m i n a t e Amor's face by t o r c h l i g h t , 

so that h i s beauty may be revealed to her. This i s the f i r s t musical 

i n d i c a t i o n of Psyche's healing, r e c o n c i l i n g nature. A f i n a l instance of 

implied t o n a l i t y i s i n the opening of the Molto sostenuto o r c h e s t r a l passage 

i n 2, I (bars 72 to 104, beginning as i n Ex. 314) whose t r i a d i c i m p l i c a t i o n s 

give way at once to a free atonal treatment more appropriate to a scene grimly 

176. I b i d . , 287 (3, I I ) . 
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featuring g e s t i c u l a t i n g beggars, madmen, murderers and lovers on a l l fours, 

some with t a i l s and claws. 

As the ri n g symbolises f i d e l i t y , so i s the ' S c h l e i e r ' treated throughout 

as the symbol of revealed s e x u a l i t y . On Orpheus' a n * i v a l i n Grkus a f t e r four 

years, Eurydike asks Psyche to remove her v e i l (Ex. 315a, the music momentarily 

tonal) and at once f a l l s to her knees, asking Orpheus to forgive her long 

absence (Ex. 315b). Near the work's close her s p i r i t form again throws o f f 

the v e i l , and t h i s time she abandons h e r s e l f to nakedness, as they face each 
177 

other ' i n furchtbaren, schauderhaften Hassvisionen einander peinigend.' 

Ex. 317, introduced by the ' l y r e ' motif i l l u s t r a t e s t h i s . With i t s bold C 

sharp major chord and o r c h e s t r a l doubling of the vocal l i n e , i t undoubtedly 

shows Schreker's tutelage. Perhaps such passages were i n Rufer's mind when, 

reviewing the Schorchen radio performance of 1932 he spoke of Krenek's 'herbe, 

strenge Musik' succeeding through the 'Echtheit, K o n z e s s i o n s l o s i g k e i t i h r e s 
i * i i 178 Ausdrucks'. 

Act 2, Sc. IV begins, as i t ends, i n mutual torment. Eurydike's dreams 

of pregnancy are answered by Orpheus' v i s i o n of i n f a n t i c i d e . He i s agonised 

by her s i l e n c e over Hades, which she cannot yet break. She p a t h e t i c a l l y begs 

him to be more considerate and t o l e r a n t , as she a n t i c i p a t e s motherhood; Ex. 

318, with descending muted brass chords, r e f l e c t s the sombre mood. However, 

with the story eventually wrenched from her by Orpheus, though with her 
179 

imagined sexual b e t r a y a l f a r from confirmed, she again conjures up the 

'S c h l e i e r ' and the image of nakedness. The constant importuning of Hades and 

her growing f e a r of him produced a n e a r - c a p i t u l a t i o n - 'Deshalb lache i c h , 

Hades/ Du hast raich besiegt!' (Ex. 319, c f . Ex. 317). 

The images of anguish and de s t r u c t i o n increase i n Act 3. Amongst the 

ruins of h i s house, Orpheus sees a stone as h i s own gravestone, and with 

f e v e r i s h l y leaping vocal l i n e , gropes i n the ashes a f t e r happiness ' l i k e a 
177. Rudolf Kastner, B e r l i n e r l,lorp;enpost. 30.11.26 
178. B e r l i n e r Z. am Mittag. 28.5.32. 
179. A s i m i l a r i t y e x i s t s with Schreker's ( l a t e r ) Christophorus. Cf. p. 
180. S c h r i f t e n . 277. 
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dog seeking bones* (Ex. 320). He fin d s h i s broken l y r e among the rubbish 

and plays i t ; the unexpected word 'Moder' (mould, decay) emphasises the 

desolation of the ' l y r e 1 (harp) figure i n Ex. 321. I n the f i n a l scene (3, 

I I I ) Eurydike's return brings him no s o l a c e . To an obsessive moving bass 

(Ex. 322) he r e j e c t s her once taore kneeling form, tormented by the ' s p i r i t of 

despair 1 and b i t t e r a f t e r - t a s t e of the t h i r s t - c r e a t i n g cup (of l o v e ? ) . 

Eurydike, yearning to embrace him f o r the l a s t time, begs him not to leave 

her naked and i n 'decomposition' (Verwesung) (Ex. 323). The f u l l o r i g i n a l 

text here runs 

Nur-oh iiii Angesicht der Siinde v e r l a s s t mich der 

Mut, - l a s s mich n i c h t zu einem Schauspiel, 

Du H i n t e r l i s t i g e r vor neugierigen Augeri h i e r 
181 

b i t t e n , v o l l Verwesung und nackt sein? 

Ex. 323 i s one of s e v e r a l points i n the score where Krenck uses kettledrum 

tremolandi to expressive e f f e c t . Another i s the point i n 2, I I I when the 

t h i r d Fury persuades the Narr on board ship of a possible leak, and the 
132 

chorus of s t i l l sleeping s a i l o r s take up h i s cry of 'Ein Leek, e i n Leek!' 

Their c a l l to draw the water and f i l l the bilge-hole (Ex. 324) mirrors the 

contour of t h e i r e a r l i e r prayer to Amor. The s a i l o r s ' chorus was a feature 

of the 1926 K a s s e l performance which drew general admiration, as was the 

f i n a l apotheosis of Psyche and Amor's love i n the sun's kingdom, i n what 

Weissiuann c a l l e d a ' v e r s c h l c i e r t e n D-Dur' beginning as i n Ex. 325. For 

the f i r s t and only time i n the work, the word 'Koffnung' appears u n i r o n i c a l l y , 

i n a s p i r i t of expectant optimism. 

Y/ith the f i v e - a c t Leben des Orest. composed with h i s usual formidable 
184 

speed between 8 August 1928 and 13 May 1929' Krenek consolidated the dual 

f a s c i n a t i o n of a n t i q u i t y and the 'new' t r a n s a t l a n t i c world by attempting to 

fuse them i n one l a r g e - s c a l e work. E i n s t e i n , f u l l of r e s e r v a t i o n s , c a l l e d i t 
181. I b i d . , 296. 
182. I b i d . , 267. 
183. B e r l i n e r Z. am M.. 29.11.26. 
184. Act 1 begun .Strbske pleso, Cz., 8.8.28, compl. 16.9.28; Act 2, 23.9.28-

3.1.29; Act 3, 15.1.29-10.3.29; Act 4 20.3.29-27.4.29; Act 5 2.5.29 -13.5.29. 
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a 'Gegenwartsoper'. 185 The Swiss drama c r i t i c Bernhard Diebold c a l l e d i t a 

'Tantalidcn-Drama* or 'Potpourri'. 186 Stravinsky's influence on t h i s romantic 

'anachronistic' score was not l o s t on observers, though Aiilhaud's e f f e c t , j u s t 

as strong, somehow escaped general a t t e n t i o n . German c r i t i c s i n e v i t a b l y drew 

the contrast with Winckelmann's d i g n i f i e d s p i r i t , and found Krenek's determined 

a r c h a i s t i c contemporaneity wanting i n range and depth. Diebold, who went on 

to draw elaborate V/agnerian p a r a l l e l s (Agamemnon-V/otan, Aegisth-Loge, Orest-

Siegraund and S i e g f r i e d , I p h i g e n i a - P r e i a , Klytemnastra-Fricka, Thoas-Klingsor, 

Thatnar-Kundry) drew u n f l a t t e r i n g comparisons with H. H. Jahnn's 'barbarisch-

h y s t e r i s c h ' a n t i - G r i l l p a r z e r play .Medea (1925). lie declared that 'das antike 

Schema wird l e e r ohne antike Psychologie* and suggested that lCrenek ' w i l l 

Keine K l a s s i z i t a t aus S t e i n , sondern e i n Griechentum aus Farbe*, that he 

projected the Orestes saga as an 'amerikanischer Maskerade'. 

Replying to these c r i t i c i s m s , Krenek r e i t e r a t e d h i s conception of the 

ancient world as 'Schauplatz f u r die Anschaulichinachung raeiner Idee', 

predominantly the idea of Grace (Gnade). The Z u f a l l or deus ex machina 

through which Orest i s saved (Act 5) i s the working out of t h i s idea, 'einer 

h i n t e r den Dlngen wirkenden, unerklarbaren, aber s i t t l i c h vertrauenswurdigeii 

Macht'. He was at pains to d i s c l a i m any p a r t i c u l a r i n t e r e s t in the meaning 

of the Orestes myth f o r the Greeks themselves: His reading of F r i e d e l l ' s 

I'lulturgeschichte der Neuzeit and Uurckhardt's Grlechische Kultiiregeschichte 

had persuaded him that the monumental Winckelmannian approach was a s p i r i t u a l 

symptom of the l S t h century, f a r from mandatory i n the l a t e 1920s. What 

r e a l l y i n t e r e s t e d him about the Orestes myth was 'nicht das Symbolische oder 

das i n K l a s s i s c h e n Forraen Auspragbare, sondem das buntbewegte, l e i d e n s c h a f t -

l i c h e Element, die F u l l e eines unter der Sonne des Siidens ii'ppig gedeihenden, 
188 

tumultuoseii und scharf p r o f i l i e r t e n meridionalen Lebens'. I t was not, he 

s a i d i n March 1930, 'tote, abgeschlossene Vergangcnheit, archaologisches und 
185. B e r l i n e r Tageblatt. 5.3.30. 
186. F r a n k f u r t e r Zeitung. 12.5.30, qu. C u r j e l , 282. 
187. I b i d •» 
188. Anb • * 1930, 3. 
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189 p h i l o l o g i s c h e s Gcspenst 1 but rather 'naive, anschauliche Gegenwart'. 

The idea of grace drew him to Kierkegaard, and the concepts of irony 

and dread. Fear and Trembling (Furcht u. Z i t t e r n ) the poetic meditation on 

the theme of Abraham and I s a a c made a p a r t i c u l a r impression on the young 
190 

Krenek, who had a l s o been reading J . J . Bachofen about t h i s time. I n 

Kierkegaard, Krenek found the d i s t i n c t i o n between the t r a g i c hero (Agamemnon's 

w i l l i n g n e s s to s a c r i f i c e I phigenia and Orestes) and the 'knight of the f a i t h ' 
Abraham, the t r a g i c hero renouncing d e s i r e to f u l f i l duty, while Abraham 

191 
renounces both. Agamemnon went ahead, observes Kierkegaard, j u s t i f i e d 
h i s action v e r b a l l y and did not evade duty, whereas Abraham, s i l e n t throughout 

192 
acts 'for God's and h i s own sake'. 'Count a l l men h a t e f u l to you r a t h e r 
than the gods' was Pylades* advice to Orestes j u s t before Clytemnestra's 

193 

murder. This tension between the divine ordering of things and the 

tormented world of human r e l a t i o n s h i p s continued to preoccupy Krenek. Years 

l a t e r he was to admire Mann's Joseph tetralogy as a l a t t e r - d a y theogony, with 

the jealous god e s t a b l i s h i n g h i s ascendancy f i r s t over Abraham's family, then 
194 

over a l l mankind. This c o n f l a t i o n of the Old Testament God with Apollo i s 
a feature of the ' C h r i s t i a n i s e d ' Leben des Orest and i l l u s t r a t e s the evident 

195 

conceptual and t h e o l o g i c a l dangers. 

The Orestes myth was n a t u r a l l y drawn by Krenek p r i n c i p a l l y from Aeschylus* 

Oresteia. with some use of E u r i p i d e s ' I p h i genia i n Tauris and, more d i s t a n t l y , 

the Orestes. His preoccupation with the Atreus myths coincided with the 

genesis (1926) of Jpnny s p i e l t auf. and i n the e a r l y stages Krenek had the 

idea of Orestes journeying to modern America. The r e l a t i o n s h i p between these 

two works (and between thera and the Reisebuch aus den o s t e r r e i c h i s c h e n Alpen 

song-cycle w r i t t e n i n August 1929 soon a f t e r Orest's completion) i s complex, 
189. F r a n k f u r t e r Zeitung. 23.3.30. 
190. Mutterrecht und U r r e l i g i o n (ed. R. Marx) A. Kroner, S t u t t g a r t , 1926. 
191. Fear and Trembling, t r . R. Payne. O.U.P., 1939, 114, 127-8, 172. 
192. I b i d . , 84. 
193. Aeschylus, Choephori. 1. 901 ( t r . L a t t i m o r e ) . 
194. Ernst Krenek: Roman der Prttfung ( J o s e f i n Agypten) Wiener Zeitung, 

15.2.37. 
195. Cf. K. von F r i t z , l o c . c i t . , 128 on t h i s . 
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and l i e s outside the scope of t h i s study. I t must, however, be recorded 

that the i n s t i n c t u a l forces of the negro Jonny and the i n t r o s p e c t i v e neurosis 

of the composer Max have t h e i r c o r r e l a t i v e s i n the 'land of naturalness and 

promise', America, and the Alpine ' g l a c i e r ' to which Max r e t r e a t s f o r 

i s o l a t i o n . These are echoed i n the conception of Greece and the remote, 

gloomy 'Nordland' of King Thoas i n Orest. 

S i m i l a r l y , the d i r e c t p a r a l l e l s between the unashemediy Schubertain 

Reisebuch songs, with t h e i r r e s t l e s s wandering underpinned by a longing f o r 

pause, r e s o l u t i o n , 'Heimat' were quickly spotted by c r i t i c s i n 1929. The 

'Amerikanismus' of the 1920s i n Germany took the form of exaggerated admiration 

for the c a p i t a l i s t s o c i e t y : Henry Ford's Mein Leben und Werk gained a huge 

readership. I t was also l i n k e d with Neue S a c h l i c h k e i t and reached i t s peak 
197 

around 1927-8. I n the l i g h t of Jonny's main motif, i t i s not s u r p r i s i n g 

that Krenek's imagination led him to see Orest's wanderings taking him to 

the American continent. He discarded the idea, since i t would have 

complicated the unity of the b a s i c a l l y Aeschylean m a t e r i a l . Instead, Orest's 

wanderings take him to the Scythian (Scandinavian?) Nordland, which he thinks 

i s 'Holle' i n the sense of 'Aufenthalt der Toten'. There, he declares on 

a r r i v a l , 'werd i c h .... Ruhe finden'; there ' i s t n i c h t s Menschliches mehr, 
198 

das mir zuruckruft meine Missetat'. 

The plan of Leben des Orest follows the general sequence of the O r e s t e i a 

without attempting to r e p e a t . i t l i t e r a l l y . The eight scenes and f i v e a c t s 

are arranged thus: 

1 BILD J u s t before the Trojan war ACT 1 (Agamemnon's departure) 

2 " Immediately following ACT 2 (Thoas: Nordland) 

3 " A l i t t l e l a t e r " (Jahrmarkt i n Athens) 
AGAMEMNON k " Ten years l a t e r ACT 3 (Agamemnon's return and 

a s s a s s i n a t i o n ) 

196. The only recent account of Jonny i s the e x c e l l e n t chapter i n Rogge's 
monograph, l o c . c i t . Like the r e s t of Rogge's book, i t tends to overpraise 
Krenek. 

197. Kafka's 1913 fragment Amerika was posthumously published i n 1927. K a r l 
Rossmarm o f f e r s s t r i k i n g p a r a l l e l s with Krenek's Orest. 

198. Act 4. Textbuch, 50. 
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CHOEPHORI 
(5 
( 
( 
(6 

" At about the same time 

" Three days l a t e r 

IPHIGENIA 7 " The following winter 
IN TAURIS 

EUMENIDES 8 " E a r l y the following year 

ACT 3 (Orest's wandering through 
Greece) 

" (Orest's r e t u r n and 
revenge) 

ACT 4 (Thoas and Thamas: 
Iphigenia and Orest) 

ACT 5 (Marktplatz i n Athens) 

Though the d i v i s i o n into three i s c l e a r , with Act 3 (following Agamemnon's 

return from Troy) the centre of the a c t i o n , the correspondence to the O r e s t e i a 

i s very loose. Act 1 ( l . B i l d ) i s a backward p r o j e c t i o n of events r e f e r r e d to 

i n the Agamemnon. Act 2 ( 3 . B i l d ) i s f r e e l y invented, while the 2 . B i l d and 

Act k are roughly based on the Iphigenia i n Tauris with a continuation of the 

fre e invention. Thus the f i r s t two plays of the O r e s t e i a are i n p r a c t i c e 

compressed into the c e n t r a l t h i r d a c t , while Act 5 i s an extremely s i m p l i f i e d 

and truncated form of the Eumenides. 

While the action, which has been described as 'synthetic as i n a Passion 
199 

play' draws mainly on an e s s e n t i a l l y ' o p t i m i s t i c ' source (Aeschylus) i t i s 

coloured by the a n t i - m i l i t a r i s t , anti-demagogic, more p e s s i m i s t i c flavour 

of the l a t e r E u r i p i d e s . Krenek's Orest i s a Zeitdrama; i n the same sense as 

the Euripidean Orestes. Though i t draws l i t t l e on that play - there i s no 

Pylades, Menelaus, Helena'*^ or Hermione - i t features those s e m i - f a r c i c a l 
201 

elements which have caused the t r a g i c s t a t u s of the Orestes to be questioned, 

and c a r r i e s them into the realm of pantomime and burlesque. I n another way, 

Leben des Orest f i t s Murray's d e s c r i p t i o n of the Iphigenia i n T a u r i s as 'a 

romantic play, beginning i n a t r a g i c atmosphere and moving through p e r i l s and 
202 

escapes to a happy end'. For a l l i t s s u b t i t l e 'Grosse Oper 1 i t cannot be 
203 

described as a wholly serious work i n the same sense as, say, K a r l V. 
199. W. Sokel, Orest (Theater der J h . ) , Langen, MUller, Mflnchen, 1963, 27. 
200. Except the grotesque pasteboard f i g u r e s of P a r i s and Helena i n the 

i r o n i c Act 2 'hochpatriotisches Schauspiel', Textbuch, 25. 
201. v. F r i t z , 149. 
202. E u r i p i d e s : Iphigenia i n Tauris. t r . G. Murray. G. A l l e n , 1910, PrefaceV. 
203. 'Nur die Wirkung bringt HOhepunkte, n i c h t die Phantasie. Es i s t im 

Moment wieder vorbei'. Oscar B i e , B e r l i n e r Bflrsen Courier. 5.3.30. 
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I t i s not easy to separate the mixed musical s t y l e and deployment of 

character i n Orest from the two linked features of i t s framework - the 

d e l i b e r a t e l y i n d e f i n i t e sense of place, and the s t r e s s e d North-South p o l a r i t y . 

Both make the opera as f a r from the c l a s s i c a l treatment and as personal as 

Orpheus und Eurydike had been. Argos, the 'Land der Sonne* of the opening 

chorus, i s not named; the space before Agamemnon's palace i s simply 'a 

southern marketplace'. The Athens marketplace, with i t s sense of colour, 

crowds and small shrine to P a l l a s Athene i s more s p e c i f i c , but no more than 

the 'Griechenland' through which Orest wanders i n the 3. B i l d . Though Orest 
204 

•auf Befehl der Mutter sucht Phokis auf' with h i s old nurse Anastasia, 

both t h i s and the (Crimean) Tauris are eliminated i n favour of the unspecified, 

i c y 'Nordland' from whose • a s t r o l o g i s c h e r Turin' Thoas gazes out to sea. 
Krenek used Breughel's Massacre of the Innocents i n Bethlehem, with i t s 

205 
Flemish s e t t i n g , or the Jerusalem of old German masters represented as 

206 

Nuremberg, as an analogy f o r h i s own generalised use of place. This aspect 

was taken up e s p e c i a l l y i n the K r o l l o p e r and Darmstadt productions. The one 

was ' p r o l e t a r i a n i s e d • , the women i n Neapolitan c l o t h e s , the modernised 

s o l d i e r s i n 'Feldbraun oder Feldgrau'. The other, by liabenalt and Reihking, 

had Agamemnon i n a timeless blue cloak, Aegisth i n a 'Lenin-mask', the soldiers 

again i n modern m i l i t a r y dress, and the e l d e r s dressed l i k e Hamburg s e n a t o r s ' ^ 

The longing for the south which permeates (and p o s s i b l y v u l g a r i s e s ) 

the opera i s most c l e a r l y expressed by King Thoas e a r l y i n Act 2. This 

'hypnotic' v i s i o n i s of a land of c l e a r s k i e s and year-round mildness. 'Dort 

s p i e l t das Meer mit sanftem Schlag an schneeweissen Bergen v o l l Duft und 

Farben unerhoht Dort leben Menschen, die unverbaut und unverbohrt i h r 
208 

Leben leben, wie es ihnen gegeben.' I n the same hypnotised v e i n Iphigenia 
204. Chorus (im Orch.) Act 2, Textb., 20, repeated by Klytamnestra i n Act 3, 

i b i d . , 34. 
205. K u n s t h i s t o r i s c h e s Museum, Vienna. 
206. Anb., 1930, 4. 
207. Anb., 1930, 219-20. 
208. Textb., 19. 
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l a t e r wonders when she w i l l r e t urn to her southern homeland: »wann werd i c h 

euch wiedersehen, i h r weissen Hauser am blauen Meer, schmaler Weg zwischen 
209 

gliihheissen, schlohweissen Mauern'. This land of wine, the sound of the 

l u t e , 'Tanz und Gesang 1, an e t e r n a l dream of b r i l l i a n t midday, sun i s a clo s e 

r e l a t i o n of the geographical aspect of Renaissanceempfinden discussed i n Ch. 

k. The ' h y s t e r i c a l Renaissance' and i t s v i s i o n of warmth united with n a t u r a l 

strength, i s not unlike t h i s v i s i o n of a Greece shorn of warlike o b l i g a t i o n s 

and p r o c l i v i t i e s , expressed by Orest's r e t r o s p e c t i v e notion of 'wandering 
210 

through the dark v a l l e y , l ed back home by the moral ( p r e s s u r e s ) of grace'. 
Orest's musical s t y l e s f a l l , to use E i n s t e i n ' s phrase 'zwischen 

211 
S k u r r i l i t a t und F e i e r l i c h k e i t ' . The sequence of ideas i n Ex, 326 as the 
c u r t a i n r i s e s on Sc. 6 (Act 3) before Agamemnon's closed c o f f i n , i l l u s t r a t e s 

212 

unconscious tendency towards bathos, t h i s veering into t r i v i a l i t y . A 

bold, broadly romantic idea (a) i n a warmly l a t e romantic E major moves, 

a l b e i t over 100 bars into an F sharp minor tango (b) then an agitato lugubre 

s e c t i o n ( c ) for piano and bass c l a r i n e t , i n which E l e k t r a mutters a n g r i l y and 

at length from her cage. The e f f e c t i s to replace the solemnly t r a g i c by the 

grotesque. This kind of treatment has already been foreshadowed by other 

f r i v o l o u s m a t e r i a l such as the Jahrmarkt f o x t r o t i n Act 2 (Ex. 327) and the 

song of the women of Argos (Ex. 328, Act 1 ) . Here the cry of the men 'Krieg 

l i e b e n wir' (Ex. 329) forms part of a dialogue r e v e a l i n g , on one l e v e l , a 

ser i o u s p a c i f i s t work. The men love war, say the women, because they no 
213 

longer know what i t i s l i k e , and have forgotten the r e a l i t y . This anti-war 
stance i s l a t e r confirmed by Agamemnon's return from Troy pale, d i s i l l u s i o n e d 

214 

and s u i c i d a l . 

At the outset, Agamemnon i s seen as a man of 'pathological gestures' and 

' a s c e t i c / f a n a t i c a l expression', a d e s c r i p t i o n conveyed by ch a t t e r i n g oboes and 
209. Act k, Textb., 52; a l s o 56. 
210. Textb., 6k. See Ex. 3^9. 
211. B e r l i n e r Tageblatt. 5.3.30. 
212. Cf. H. 11. Stuckenschmidt, H e l l e n i c Jazz. MM, 1930, 2k. 
213. Textb., 6. 
21k. 'Ich b i n made, zum Sterben mode'. Textb., 33. 



327 

bassoons on h i s f i r s t appearance (Ex. 330). The other side of t h i s ' P r i e s t e r 

von ganz Griechenland* i s h i s p a t r i o t i s m , or r a t h e r chauvinism. He does 

a c t u a l l y believe (Ex. 331) that the most heroic f u l f i l m e n t of h i s people i s 

nigh, though the Chorus soon shows i t s doubts: 'Unvermeidlich scheint das 
215 

Grausige, unvermeidlich seheint der Krieg, das E l e n d 1 . Krenek's 

p r o j e c t i o n of Aegisth (remarked on by Sokel and Rogge) may be seen p r i m a r i l y 

as a s a t a n i c counterbalance to the despotic madman Agamemnon. His sinuous 

treachery i s r e f l e c t e d i n the f l u t e and bass c l a r i n e t l i n e s of Ex. 332, h i s 

ru t h l e s s n e s s i n the trumpet counterpoint and b r u t a l syncopated G major cadence 

I f one f e e l s no sorrow at t h i s Agamemnon's death by poisoning i n Act 3, there 

can be no regret f o r Orest's r e t r i b u t i v e dispatch of the sordid usurper. 

By contrast, Klytamnestra and Thoas are presented i n a remarkably sympath 

e t i c l i g h t . Only the querulous chromatic l i n e of the queen's protest r e f l e c t s 

her r e a l anguish i n Ex. 333. This a t t r a c t i v e k e y l e s s (but not atonal) .tango 

seems at odds with her maternal f e e l i n g s and her resentment of Agamemnon's 
c r u e l c a p r i c i o u s n e s s , 'Gott beschiitzen inn vor deiner Grausamkeit', she 

216 

d e c l a r e s . I n view of Agamemnon's d i s d a i n f u l treatment of her ten years 

l a t e r , her c o l l a b o r a t i o n (no more) i n h i s murder may deserve some sympathy, 

Thoas i s given some of t h i s score's most a f f e c t i n g l y romantic music, 

emphasising, perhaps, h i s e s s e n t i a l n o b i l i t y and clemency. The sonorous 

scoring of Ex. 334, with i t s D f l a t cadence, includes harmonium, f l u t e s , 

c l a r i n e t , bass c l a r i n e t , v i o l i n and tuba, while h i s evocation of the south, 

already mentioned, appears as a warmly l y r i c a l E f l a t c a n t i l e n a (Ex. 335). 

Orest does not appear u n t i l the Athens scene of Act 2. With h i s crude, 

S i e g f r i e d - l i k e naivete (Diebold was r i g h t ) he i s recognisably h i s f a t h e r ' s 
•• •• 217 

son: 'Ich bin e i n Konigssohn und mir gehort a l l e s ' I n h i s vanity, he 

declares (Ex. 336) that people w i l l remember him long a f t e r these events are 

past. But he does not yet understand the nature of freedom, asking ( a f t e r h i s 

struggle with the c i r c u s a r t i s t s and recognition by old Anastasia) ' I s t das 
215. I b i d . , 13. 
216. I b i d . , 14. 
217. I b i d . , 22. 
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der Traum von Leben, i s t die F r e i h e i t w i r k l i c h s o ? 1 C r e s t ' s s i s t e r s emerge 

b e t t e r from Krenek's treatment, e s p e c i a l l y E l e k t r a , whose undisguised welcome 

of Agamemnon's imminent return (Ex. 337) i s not diminished by Aegisth's 

anxious rebuke, and achieves an i r o n i c echo i n Klytamnestra's f e a r f u l 

r e a l i s a t i o n that her husband i s about to reappear (Ex. 338 ) . E l e k t r a ' s 

warning to Agamemnon of present danger (Ex. 339) manages to combine her semi-

pathological s t a t e and f i l i a l concern with Agamemnon's in t r o v e r t e d scorn. 

Orest's wandering through the mountains and v a l l e y s of Greece mark h i s 

growth to maturity. He i s , undoubtedly, a postwar hero-figure, and h i s ten 

years of e x i l e following Agamemnon's departure f o r Troy can be seen as 

Krenek's analogy f o r the ten years between the 1918 Armistice and the d r a f t i n g 

of t h i s t e x t . Paul P i s k shrewdly saw Orest as echoing 'nicht nur an Ahasuer, 

den ewig Irrenden, an P a r s i f a l , an .... Raskolnikoff, sondern .. e i n T e i l des 

Kii n s t i e r s s e l b s t , der, e i n Irrender, die Gnade sucht, die Sc h a f f e n s k r a f t , die 
218 

der Buhnenmusik neue Wege weis t ' . Part of Orest's growth springs from h i s 
219 

contact with the n a t u r a l world, symbol of h i s awakened moral awareness, 

as i n the r i c h D major arioso of Ex. 340, the a r r e s t i n g f l u t e c a n t i l e n a with 

banjo accompaniment which precedes i t , and the analoguous longing f o r home of 

the Shepherd on the h i l l (Ex. 341) , i n which the concealed a l t o and tenor 

chorus i s opt i o n a l l y doubled by s t r i n g s . There i s a close resemblance here 

to the ro l e of Hylas i n B e r l i o z ' Trojans. 

This c e n t r a l Act 3 sees the v i o l e n t deaths of four protagonists. Krenek' 

E l e k t r a i s l i k e S t r a u s s ' i n her deep g r i e f over Agamemnon's death, expressed 

i n a serious B f i a t a rioso over h i s body (Ex. 342) which i s simply the 

mourning of a daughter for a loved f a t h e r ' s passing. I n s t r a i g h t c o n t r a s t , 

Aegisth's d i s s i m u l a t i o n (Ex. 343) t a r t l y expressed i n C sharp minor shows no 

bounds as he shouts h i s f a l s e sorrow over the chorus* lament. *Nie e r f r e u t 

uns mehr seine Iluld und Gnade' they observe of Agamemnon, perhaps i r o n i c a l l y . 

Klytamnestra's death i s c l e a r l y not as deserved as Aegisth's, but die she must 

according to the o r i g i n a l myth. I n her l a s t moments she curses Orest 
218. Auft., 1930, 54-6 ( L e i p z i g U.A.). 
219. Cf. i l . F. Redlich, Anb., 1930, 57. 
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( u n a v a i l i n g l y ) i n a passage of unpredictably descending chords (Ex. 344). 

Her going i s very d i f f e r e n t from Eurydike's (vide sopra) also brought about 

by b e t r a y a l , though E l e k t r a ' s quite undeserved murder by the chorus soon 

a f t e r removes any pathos i t might have had. 

The f i n a l two acts see Orest's fortunes move s t e a d i l y upwards. His l i f e 

i s now bound up with Iphigenia, newly discovered i n Thoas* Nordland, and 

almost c a s u a l l y with Thamar, Krenek's own invention, and a c o l o r a t u r a 
220 

soprano. Iphigenia's longing f o r home (Ex. 345) i s the t h i r d such 

expression i n the opera, though i t s D major t o n a l i t y i s mysteriously clouded 

over by the C minor brass chord following her question. Orest's rescue i s f a r 

more of a formality here than i n E u r i p i d e s (or Goethe) and Thoas appears only 
221 

too pleased to help Orest. The quartet which follows, beginning f u g a l l y 

as i n Ex. 346, was generally admired i n the 1930 productions. I t i s the 

work's second major climax, and a prelude to the f i n a l a c t . 

In Act 5, the m a t e r i a l of the Eumenides i s almost unrecognisably 

condensed, and the unique g r a v i t y of the Aeschylean o r i g i n a l undermined almost 

to the point of parody. Nevertheless, Orest, admitting h i s g u i l t , has 
222 

undoubtedly r i s e n i n s t a t u r e through the work. His d e c l a r a t i o n (Ex. 347) 

combines the seriousness of the e a r l i e r Thoas music, h i s own 'nature' music 

from Act 3, and h i s s p i r i t u a l growth i n Act 4 on seeking and f i n d i n g Iphigenia, 

and being loved by Thamar. There i s a strong thematic i d e n t i f i c a t i o n between 

Ex. 347 and the comments of the judge Aristobolous, who sadly r e f l e c t s (Ex. 

348) that i s o l a t i o n i s man's f a t e , and true knowledge between men impossible. 

The a c c i d e n t a l c a s t i n g vote given i n Orest's favour by P a l l a s Athene through 

the p l a c i n g of the white b a l l presents a strange p a r a l l e l with the s c a l e s 

f i n a l l y favouring Smee i n Per Schmied von Gent. I n the f i n a l s extet, the s i x 

s u r v i v i n g , triumphant protagonists combine i n a c e l e b r a t i o n of 'Gnade' 
220. Paul Z s c h o r l i c h ( K r o l l und Krenek, Deutsche Zeitung. May 1930) c a l l e d 

Orest another example of the K r o l l o p e r supporting Marxist ideas. Thoas 
w a B a 'mockery' (VerhBhnung) of northern man, Thamar an i n s u l t to 
German womanhood, and Orest 'copies the mannerisms' of K a i s e r Wilhelm. 

221. Textb., 55 'Was er auch immer getan hat, er i s t dein Bruder und mein 
Freund 1. 

222. Here the V.S. o v e r s i m p l i f i e s the v i o l i n s ' rhythm. 
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reminiscent of Jonny's f i n a l e i n i t s foursquare major-key s o l i d i t y and 

c a r e f u l counterpoint. I t i s also a reminder that Krenek the contrapuntist 

and determined w r i t e r of h i s own texts was s t i l l i n many respects indebted to 

h i s l a r g e l y disavowed teacher of y e s t e r y e a r , Franz Schreker. 

The connection with Schreker throws some l i g h t on Krenek's view of myth. 

His e c l e c t i c , a l l e g o r i c a l - s y m b o l i c , Austro-Bohemian approach r e c a l l s Harry 

Levin's phrase about the ontogeny of dream r e c a p i t u l a t i n g the phylogeny of 
223 

myth. There are, obviously, great d i f f e r e n c e s between master and p u p i l , 

most of them elaborated already. The b r i e f references to j a z z i n Per singende 

Teufel and Christophorus show i t as a v e h i c l e of s a t a n i c corruption, whereas 

i n Jonny and Orest i t appears as a symbol of freedom and escape. Even so, 
224 

some c r i t i c s f e l t that Orest's j a z z element dragged down the r e s t , while 
Adolf Aber went so f a r as to suggest that Krenek might be using j a z z as 

225 

symbolic of h i s hatred for mass-feelings and values. Nevertheless, the 

p a r a l l e l s between the 'rauschhaft' Schreker and the aggressively i n t e l l e c t u a l 

Krenek have, up to 1930, a way of obtruding themselves. They were noticed by 
226 

Z i l l i g , who saw the Schrekerian features of the nature scene i n Orest. 

In 1932, Bekker had discussed t h i s very matter. Though he had not seen Orest. 

he f e l t s i g n i f i c a n t s i m i l a r i t i e s of approach and manner i n Krenek's 
227 

' k o l o r i s t i s c h e r V/irkung', s i m p l i f i e d vocal l i n e and character p o r t r a y a l . 
Bekker warned Krenek about h i s fondness f o r symbol and allegory, p r e c i s e l y 

228 
those aspects of Schreker which had l a t t e r l y been most attacked. Weissmarm, 
an admirer of Orpheus c r i t i c i s e d Krenek f o r h i s recent ' z u v i e l sekundar und 

229 

d e r i v a t i v * neo-romantic s t y l e , Adorno, who a l s o admired Orpheus, also 

attacked the neo-roraantic manner, though here Krenek's self-defence led to a 

l o n g - l a s t i n g f r i e n d s h i p , 

223. Murray, l o c . c i t . , 111. 
224. e.g. A l f r e d Schattmann and Nora P i s l i n g - B o a s . 
225. DM, 1930, 442. 
226. Variationen tlber neue Musik. 239 and 169. 
227. BZM, 95-6. 
228. I b i d . , 101. 
229. Auft., 1929, 273. 
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Otto F. Beer, f r i e n d and advocate of Wellesz during these years, spoke 

of Krenek as i l l u s t r a t i n g the c h a r a c t e r i s t i c ( e s p e c i a l l y Viennese) A u s t r i a n 

e c l e c t i c i s m which has been a main feature of t h i s whole study. 'Oiese 

nationale W e i t h e r z i g k e i t 1 , he wrote i n 1935, ' i s t die typische Verhaltungsweise 

e i n e r Stadt geblieben, die e i n e r s e i t s zwischen dem deutschen Norden und dem 

i t a l i e n i s c h e n Suden v e r m i t t e l t , a n d e r e r s e i t s die Pforte i s t liber die w e s t l i c h e 

Ku l t u r i n den europaischen Osten auf, den Balkan, j a b i s i n den Orient 
230 

dringt! Thus the Nietzschean-Burckhardtian image of the I t a l i a n 

Renaissance, the p e r s i s t e n t imaginative s t r a i n of Marchen and Sage, the 

f a s c i n a t i o n of the Far E a s t and the resurgence of c l a s s i c a l myth seem, i n 

Austrian opera, to meet at a common crossing-point. I f opera was 'Entfesselung 
231 

Rausch der S e l b s t f l u c h t * as Werfel s a i d , i t was a l s o true that the use of 

myth i n opera depended for i t s e f f e c t on that very i n s u f f i c i e n c y of knowledge 

( v e i l e d suggestion r a t h e r than d e t a i l e d , exploratory statement) which Goethe 
232 

had s a i d was most productive of poetry. I t was not opera's place to use 

myth as a theatre of ideas as such. Instead, myth could f l o u r i s h best where 

'Handlung' was subordinate to 'Gebarde*, regardless of di f f e r e n c e s i n musical 

s t y l e , since 'nicht Stimmung, Landschaft und dergleichen primar das 
233 

Buhnenbild beherrschen, sondern nur die Forderung der Musik'. The c r e a t i o n 

of a dream tangential to a l b e i t d e r i v i n g from the r e a l world (Hofmannsthal's 

'smoke') would, f o r a l l Brecht's c r i t i c i s m s , s t i l l have i t s own s e l f -

j u s t i f y i n g momentum and fo r c e . 

230. Auft., 1935, 2. 
231. Verdi. 374. 
232. Qu. E. M. Bu t l e r , Myth and the Magus. 143. 
233. E r n s t Krenek, Zum Problem der Oper F. J . Marcan, Koln, 1925 

(from Von neuer Musik. 42). 
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CONCLUSION -

Opera's r e l a t i o n t o myth since Wagner's death has r e f l e c t e d both the 

wide-ranging- t e c h n i c a l changes i n European music since the 1680s and c e r t a i n 

aspects of l i t e r a r y t h e o r y - even,at one remove, o f a n t h r o p o l o g i c a l and 

and psychological enquiry. The self-consciousness,the many-levelled s t r u c t u r i n g 

of Mann,Joyce,Eliot,Yeats,Gide and V a l e r y ( t o name o n l y s i x of the most seminal 

l i t e r a r y figures,themselves w r i t i n g i n the wake of Ibsen and Baudelaire,of 

Nietzsche and Fr a z e r , w i t h Freud, Jung and Adler a.s a c t u a l o r near-contemporaries) 

has made i t d i f f i c u l t f o r 20th century composers t o conceive and shape t h e i r 

l i b r e t t i simply w i t h an eye f o r s t r a i g h t f o r w a r d t h e a t r i c a l effect,unencumbered 

by p s y c h o l o g i c a l ambiguity,as was p o s s i b l e f o r , s a y , a D o n i z e t t i o r even a F u c c i n i . 

Turandot, f i r s t seen i n 1926, soon a f t e r Vfozzeck 's premiere was the o n l y work 

i n which Puccini had t a c k l e d a subject w i t h s t r o n g l y mythic overtones. Yet though 

i t i s a r i t u a l i s e d Marcher., the princess can be seen on another l e v e l as the 

descendant of Puccini's e a r l i e r verismo p r o t a g o n i s t s , Blchner's V/ozzeck i s 

indeed a common s o l d i e r i n d i f f i c u l t i e s , but f o r Berg he has become something-

more u n i v e r s a l , a. symbolic f i g u r e of torment and per s e c u t i o n whom we can now 

associate w i t h the world o f Kafka. 'The character of l u l u , o r i g i n a t i n g i n 

V'edekind p l a y s w i t h mythopoeic t i t l e s ( Erdgeist and Die Buchse des Pandora) 

i s not o n l y a t a n t a l i s i n g , c a p r i c i o u s whore, but i s . 'das p e r z o n i f i e r t e s 

Geschlecht.', a symbol f o r e r o t i c t h r a l l , e l e v a t i n g t h e e n g u l f i n g power of 

s e x u a l i t y t o the quasi.-mythic l e v e l found i n T r i s t a n , a s l a t e r i n Die Rose vom 

Lisbesgarten, Der fe r n e Klang, Erwartung, Die g l u c k l i c h e Hand and Die 

Geaeichneten. Schoenber/v's IfoseSund Aron i s approachable f i r s t l y as t h e a t r e and 

music, but more through i t s mythic, a b s t r a c t q u a l i t i e s than i t s n a i ' r a t i o n a l 

ones. 3o e l u s i v e are thes-s i n mimetic terms, that i t i s best t o see the work 

as an extended p r e s e n t a t i o n of Kosej as; symbol of d i v i n e f a i t h and law, and 

Aron as symbol bf a r b i t r a r y human w i l l . The ouei>? i s then observed t o be 

a s p i r a t i o n a l and r e f l e c t i v e , as the o r a t o r i o Die J a k o b s l e i t e r had been. 

Jung saw myth as the 'indispensable i n t e r m e d i a t e stage between conscious 

and unconscious c o g n i t i o n ' . Yet one r e s u l t of the i n v a s i o n of mimetic r e a l i t y 

• t ] !- p e r e n n i a l problem of ' t r u t h i n f i c t i o n ' ) by post-Freudian, post-Jungian 
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my t h - i n s p i r e d psychology i s t h a t n a r r a t i o n a l sequence has i n many cases become 

secondary t o pa.ttern. ' p l o t ' t o ' r i t u a l ' , character to archetype, s e t t i n g t o 

symbol. Though Mozart's Die Z a u b e r f l o t s , perhaps the grea t e s t o p e r a t i c 

embodiment of the 'Quest' myth,had al r e a d y shown the way, i t was Wagner who, 

d i r e c t l y and i n d i r e c t l y , taught h i s audiences to look beyond events on the 

stage. This d i d . not,of course, mean t h a t opera and drama could or should no 

longer be enjoyed s o l e l y on a mimetic l e v e l . Hofmannsthal could h o l d h i s own 

w i t h the most r e c o n d i t e mythographers, yet h i s most popular l i b r e t t o , 

Per Roaenkavalier, also, happens t o be the most approachable i n t h i s way. 

L i t e r a r y c r i t i c i s m has been much dogged by the t e n s i o n between mimesis 

and symbolism t o the p o i n t of d e n i a l , because of dependence on language as i t s 

raw m a t e r i a l , t h a t i t can be an autonomous symbolic system a f t e r the manner o f 

p a i n t i n g and music. Yet so much l i t e r a t u r e (some would say most of permanent 

si.gnifica.nce) has sought the symbolic through some r e l a t i o n w i t h the mythopoeic 

i n i t s wider sense. As M e l v i l l e d i d i n Moby Dick, so Zola d i d i n Germinal, 

Kafka i n Das Schloss, Kofmannsthal i n Per Turm, Hesse i n Das Slas"nerlensr>iel, 

and Thomas M-mn i n a l l h i s major works, Eliot,whose reworking o f heterogeneous 

mythic elements formed the basis of The V/aste Land and the verse p l a y s , s a i d o f 

Joyce's Ulysses i n 1325 t h a t i t had used myth as 'a way o f c o n t r o l l i n g , of o r d e r i n g 

of g i v i n g shape t o the immense panorama of f u t i l i t y and anarchy which i s 

contemporary h i s t o r y ; t
r Thus Ul y s s e s ' s t r u c t u r e i s more than ' s c a f f o l d i n g ' o r a 

l i t e r a r y c o n c e i t ; i t i s the i d e n t i f i c a t i o n of s t y l e and substance. H i s t o r y may, 

as Barzun has sai d , deal w i t h a c t i v i t y r a t h e r than process,and the h i s t o r i c a l event' 

be unrepeatable, but what P h i l i p Rahv has c a l l e d the "timeless event of myth, 

r e c u r r i n g again and again (and) en d l e s s l y present' may seize on the h i s t o r i c a l 

moment and t u r n i t i n t o an image of permanent s i g n i f i c a n c e . 

I n d i s c u s s i n g the o r i g i n s of A Midsummer Marriage, t h a t deeply Jungian work 

whose f i g u r e s are ' r ^ g l t s t L c ' but also consciously a r c h e t y p a l , T i p p e t t argued t h a t 

the P'.ore c o l l e c t i v e an imaginative act i s , the mere the m a t e r i a l i s l i k e l y t o be 

discovered i n v o l u n t a r i l y . This comes close to the n o t i o n , i n f l u e n t i a l l y described 

by '.'orthrop Frye, of mythic rersonae and n~ t ive p a t t e r n s e n t e r i n g outv.'ardly 

mimetic c r e - t i o n s to the p o i n t where they become 'displaced myths'. I n t u r n t h i s 

http://si.gnifica.nce
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bears on another of T i p p e t t ' s axioms, the argument t h a t ' c o l l e c t i v e ' m y t h o l o g i c a l 

m a t e r i a l , w h i l e always t r a d i t i o n a l ( l i k e h i s own Kin.? Priam, o r Henze's l a t e r 

Bassarids) becomes r e l e v a n t through transmutation i n t o contemporary experience. 

This presumably means t h a t the experience w i l l be recognisable a r c h e t y p a l l y , n o t 

n e c e s s a r i l y transposed i n t o 'high' or 'low' mimetic terms. 

Kuch 20th century drama i s rooted i n t h i s process. So, m u t a t i s mutandis 

i s 3 great deal of the o p e r a t i c v i s i o n since Wagner, e s p e c i a l l y i n C e n t r a l Europe. 

The ' I t a l i a n Renaissance 1 works discussed i n Chapter 4 r e s t outwardly on a 

c l i m a c t i c event which can be seen, on one l e v e l , as a piece o f verismo close t o the 

19th c e n t u r y I t a l i a n t r a d i t i o n . Inwardly, however, t h i s event i s l e s s important 

than the t o t a l p i c t u r e conveyed by the work through music - which i s why they 

d e f i n e themselves as operas, not spoken draraas, and why the 'events' are 

i n h e r e n t l y as much musical as dramatic. Thus the deaths of Giovanni and Francesco 

i n Nona L i s a , t r a g i c enough, arc; l e s s t r a g i c than the s u r v i v a l o f the c e n t r a l ' 

f i g u r e h e rself,and the sombre r e - c r e a t i o n of Savonarola's Florence.. I n V l o l a n t a 

Sinor.e Trovai's a s s a u l t on Alfonso .is outweî i£-d by the t r a n s f o r m a t i o n o f V i o l a n t a ' s 

emotion from vengeance t o s a c r i f i c i ? i p r o t e c t i o n , and a l l these are .subordinate t o 

the p a r t i c u l s r i . s e d presence of Venice i t s e l f (analogous t o the presence of .Bruges 

^ n Die t o t e Stadt, erven more oppressive i n Rodenbach'3 novel than' i n the opera). 
it 

This i s perhaps less t r u e i n Sine f l o r a n t i n i s c h c Tragcdie, where a c a l c u l a t i n g 
it 

merchant becomes the Mietzschean Uberner.3ch he may have been a l l along,bat t h i s i s 

p a r t l y the f a u l t of the t e x t . I t is,however, c e r t a i n l y t r u e o f Die Gezeichneten, 

whose characters must be seen and f e l t against the Genoese background, and i n which 

the deaths r>f Tarr.aro and C a r l o t t a are less t r a g i c i n themselves than the s u r v i v a l 

of the tormented Alviano, surrounded by the beauty he has c r e a t e d , a l l now made 

nugatory hy the spted of u.nforeseen. events. 

I n S i 5 Ge'seichneten we -are faced w i t h the Nietzschean - B.'rckhardtiaoi image 

of the I t a l i a n Renaissance at i t s most b e g u i l i n g . The 'Durst r.ach Grosse', the 

'love of e n o r m i t i e s . . . . . condc-imned w i t h vehemence yet r e l a t e d w i t h r e l i s h ' (as 

Peter Gay V put i t ) i s present i n B i r c k h s r d t ' r; p o r t r a i t of t h i s age of i n t r i g u e 

and v o l u p t u a r y excors. ^ c h r ^ k e r ' t e x t has fiiuch of C.F.Meyer's a t t i t u d e , w i t h o u t 

h i s de-tailed a t t e n t i o n t o h i s t o r i c a l exactness. V;e are bound t o t h i n k t h a t 
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V i t e l l o z z o Tsmare's nsme d e r i v e s from V i t e l l o z z o V i t e l l i i n Gobineau's Cesare £org;i 

and t o ask' whether C s r l o t t a was derived from Simoretta C a t t a n e i , a Genoese-born 

beauty,painted by . B o t t i c e l l i , who went to Florence as Marco Vespucci's w i f e and 

d i e d of consumption aged 23 — or,indeed, whether she was i n p a r t an a l l u s i o n t o 

the c e l e b r a t e d , p s y c h o l o g i c a l l y p e n e t r a t i v e Venetian p o r t r a i t i s t p.osalba C a r r i e r a 

(1675 ~ 1 7 5 7 ) . There i s also a p a r a l l e l w i t h S c h i l l e r ' s e a r l y ( 1 7 3 3 ) p l a y about 

the 1547 'Fissco conspiracy, Die Verschworu.ng des Fiesko zu Genua. The date i s 

the same, the p h i l a n d e r i n g Fiesko d i Lavagna i s a 'junger schlanker cluhendschoner 

Mann von 23 Jahren - s t o l z m i t Anstand - f r e u n d l i c h . " j i t Maiestat - hc'fischgeschmeicL 

una ebenso t u c k i s c h ' , remarkably l i k e a p o l i t i c a l l y ambitious and i d e a l i s t i c 

Tamare. Alviano's stabbing of Tamare r e c a l l s Fieskc's a s s a s s i n a t i o n by the much 

o l d e r V e r r i n a a t the end of S c h i l l e r ' s p l a y . Fiesko f e a t u r e s t h e h i s t o r i c a l 

Doge of Genoa, the aged Andrea. Doria, •.-;ho.*n Schreker replaced by Herzog Adorno, 

the name of a l e a d i n g Genoese noble f a m i l y , S c h i l l e r ' s nobles are a l l dressed 

i n c o n s p i r a t o r i a l black, but the young; w i f e Leonore i s 'blass und schmachtig, 

f e i n und empfindsam 1 ( C s r l o t t a . ?) as against the ' s t o l s e Kokette', Countess J u l i a , 

the pretender's sister-. I f Die G-ezeichneten also had 1; ;th c e n t u r y ancestry i n 

Stif-r.er and Leopold Andriar.. i t has ?.lso had a .--Accessor i n Manuel Ku.j i c a - I a i n e z ' 

=;hory of P i e r Francesco C r s i n i , Duke of Bom?rzo, l i k e Alvigno Salvage a c r i p p l e 

seeking beauty,which became C-inaster;-' s 1565 opera'"Eomarso. 

I n the oddly u n i f i e d o u t l c . k presented by the 'J'.e-f orr.iation * operas of 

Chapter 5> ''"•be c l u e t o t h e i r mythopcoio s i g n i f i c a n c e , h i s t o r y t r a n s l a t e d i n t o 

E l i o t 1 ? ; 'pattern of timeless moments \ l i e s i n P f i t z n e r ' s Schopenhauer e x t r a c t a t 

the head of the ? a l e r ; t r i n a score. ? ~ r t of t h i s runs: 'The l i f e of the mind hovers, 

a.n i.nt-??igiblc aura,above w o r l d l y cares as the t r u e r e a l i t y : and i n s p i t e of 

world h i s t o r y , acj.°ncQ, philosophy .and the a r t s advance, f r e e of a l l g u i l t and 

v i o l e n c e . ' I n PalestriP-a, ?• man fwithpujt power ( p f i t z r . e r h i m s e l f ? ) i s able t o 

i n f l u e n c e events, i f at a l l , o n l y through h i s a r t , and o n l y then through the power 

of i n s p i r a t i o n . The f o r c e - of the p--st - h i s c-z?.d w i f e and. the v o i c e s of the 

nine Old Hesters-3 IT set him f a r more thgr. the f u r i o u s arguments i n the C o u n c i l . 

Z-Jven the p o l i t i c a l l y i n f l u e n t i a l Bnrromeo, dee-ply moved, by f r i e n d s h i p , i s o n l y a 

spectator of p.-? I e s t r i n g ' in n e r l i f e . S i m i l a r l y , Hindernith's H a t h i s M i t h a r t i s 

f o r c e d to recognise h i s helplessness i n outward, p o l i t i c a l s t r u g g l e compared w i t h 
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the r e a l i s a t i o n of h i s p a i n t e r l y v o c a t i o n . The terro:r of the princes: -' regiment 

d u r i n g the Peasants".var i s stressed (as i t was again i n t h e uncomposed/opera t e x t 

Hanns E i s l e r wrote i n 1952 under the i n f l u e n c e o f Engels' Per deutsche Bauernkrieg) 

and the goodness of Schwalb, the innocence o f Graf H e l f e n s t e i n and the i d e a l i s m 

of the Archbishop of Mains i s t e s t e d s e v e r e l y by the v i o l e n t f p r c e s of t h e time. 

Schwalb the peasant s o l d i e r i s a more sympathetic f i g u r e than M o r i t s von Sachsen 

i n K a r l V, but the u l t i m a t e r e s i g n a t i o n of the c e n t r a l f i g u r e s i s much t h e same. 

Mathis t u r n s h i s back on the world and f o r g e t s . K a r l has a l r e a d y abdicated, but 

cannot escape the v i s i o n s of h i s a c t i v e p o l i t i c a l l i f e . I n each work, t h e voices 

assume the r o l e of v i s i t a n t s , a l m o s t of spectres. Whereas i n K a r l V they r e v o l v e 

around the d y i n g ex-emperor, i n Math i s they step w h o l l y o u t s i d e t h e quasi-mimetic 

s t r u c t u r e i n the mainly symbolic s i x t h tableau^where Hathis i s St.Anthony^ and the 

o t h e r f i g u r e s are transformed i n t o mythic archetypes - Seductress, Beggar V/oman, 

Martyr, Warlord, and the r e s t . 

Biaoni 's Faust i . - : i n himself capable of moving on the same l o f t y l e v e l as 

P a l e s t r i n a or Mr-this. Like them he a s p i r e s t o the grandeur a l r e a d y achieved i n 

f u l l by K a r l V. Though he could net avoid the seduction episode, Susoni was not 

- - i n t e -ested i n Faurjt as Don Juan. He was f a r r.ore moved by Faust as a seeker, a 

Pythagorean f i g u r e t r e a t e d w i t h awe by the three Cracow students, h i s famulus arid 

h i s own students a t wittenberg. The tone of Soktor Fa:-st i s set by the opening 

o r c h e s t r a l Ostervesper scene. I t s o v e r a l l solemnity i s r e s o l v e d i n the Euphorion 

f i g u r e r i s i n g from Faust's corpse ..at t h e c l o s e , the symbol of r e g e n e r a t i o n and 

c o n t i n u i t y , more a k i n t o P a l e s t r i n g alone a t h i s organ than t o t h e blaze o f E f l a t 

s o n o r i t y at the close of Mahler's Eighth Symphony. Compared w i t h these f i g u r e s , 

Michael Kohlhaas has a much more r e s t r i c t e d frame o f reference. Yet he too takes on 

mythopoeic q u a l i t i e s through h i s v e r y i n t r a n s i g e n c e , and h i s foredoomed r e f u s a l t o 

compromise i s a r e s u l t of a f i e r c e sen;:?; of honour and u p r i g h t n e s s . The r a i n s t o r m s 

and c o n f l a g r a t i o n s of K l e i s t - and the c h o r a l sections of Klenau's opera - l i f t 

Koh 1 h 1 i n n e r turbulence, senoe of in.iust.ics and c o n v i c t i o n of righteousness cn t o 

a tranceencient plane ( a s - i n a l e s s e r •.•/.".'/,does Fontane's young widow i n Crete Minds 

of 1880). 

Jurg Jenatsch, q u i t e apart From i t s t e c h n i c a l c u r i o s i t y i s , w i t h K a r l V, 

the o n l y post-1913 treatment of a r e a l i s t i c p o l i t i c a l a c t i v i s t which t u r n s him i n t o 
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a f i g u r e of e x i s t e n t i a l doubt. He has not the advantage of S c h i l l e r ' s W a l l e n s t e i n 

i n a s t r o l o g i c a l b e l i e f , being d r i v e n i n s t e a d by a s p e c i f i c p o l i t i c a l v i s i o n . 

Like Wallenstein,however, he also b e l i e v e d i n n e c e s s i t y as the supreme law, and i s 

defeated o n l y by unforeseen b e t r a y a l , n o t a b l y by ?.ichelieu( *3eelsebub *) and Rohan, 

then l a t e r by Lukrebia Planta. Ker l e t t e r t o Riedberg had borne t h e words 

'cavete Bartholomaei noctem'^and her l a t e r love f o r .Tenatsch does not preclude her 

b r i n g i n g about h i s death ('Mein i s t sein Leben, mein auch s e i n Tod'). The chorus 

assumes a s e l f - c o n s c i o u s l y Greek t r a g i c r o l e , t u r n i n g Jenatsch ( l i k e the Columbus 

operas of Milhaud and Zgk) i n t o mythopoeia, through i t s deep pessimism. A question 

mark ends the work as, f o l l o w i n g Jurg's death, the chorus comments: 'V/er wohl 

e r f o r s c h t j e / deine abgriindigen V/ege? / V.'er unseres Wanderns / Y/oher und wohin ?' 

I t i s not vfithout s i g n i f i c a n c e t h a t V/alter Benjamin's Ursurung des deutschen 
»1 

Tra.uersp.lels ( 1 9 2 4 - 5 ) f a l l s i n t o t h i s p e r i o d . I t was an o r i g i n a l though controversy 

examination of the r e l a t i o n s h i p between Greek tragedy and the a l l e g o r i c martyr 

dramas of 1 7 t h c e n t u r y Germany. Benjamin sa.w Greek tragedy as r o o t e d i n 'heroic 

transcendence', e l e v a t i o n above s u f f e r i n g , w h i l e the ;Tr au e rsp i e l , l a c k i n g the 

o r a c i l n r background of c l a s s i c a l drsmp, f a l l s i n t o a sense of d e s o l a t i o n , withdrawal 

and u n o l a s s i c a l 'melancholy.' The ' t r a g i c ' and the 'melancholy' are thus seen as 

two d i f f e r e n t q u a l i t i e s , one bound up w i t h myth i n i t s o r i g i n a l sense, the o t h e r 

l i n k e d w i t h h i s t o r y as a t l e a s t contingent r e a l i t y . Benjamin even c a r r i e d t h i s 

i n t o the sphere of language, seeing the Greek l y r i c genius as a necessary expression 

of the former, and the dense, more naive vernacular idiom of German Baroque drama 

as a p r e c o n d i t i o n of the l a t t e r . I t i s a.t l e a s t arguable t h a t the i n t e r e s t i n the 

Renaissance, Reformation and Counter-Reformation period^which was a f e a t u r e of 

German litera.1r.ire and opera from before 1914 t o the 193CSj. r e f l e c t s t h i s s t r a i n of 

pessimism. There i s also arguably an rr-nalogy between t h a t expansion, of consciousnes 

which was Tiiropean humanism between 1^50 and 1550, and t h e r e s u l t a n t t h r o w i n g of 

Europe i n t o a s t a t e of i n t e l l e c t u a l and r h y s i e a l t u r m o i l , and the p e r i o d between 

the f i n de :;iscle and the doubt and confusion of the l a t e 1920s and e a r l y 1930s , 

d u r i n g which so many c e r t a i n t i e s were b r u t a l l y overthrown. 

S t i l l more th~n h i s t o r y as myth, Marcher, and Sage avoid t h e f i n i t e and 

and e m p i r i c a l , soeking the Mystery i n a 'penumbral r e a l i t y . ' T h e i r f l a v o u r and 
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l o c a t i o n are j u s t as much a. demonstration of the 'reference backwards 1 and even 
t h a t 'demand f o r meaning 1 seen "by some as the o n t o l o g i c a l f o u n d a t i o n of myth. So 
f a r as the Marchenoper ( o r opera w i t h Marchen elements) i s concerned, the composer's 
approach has been t o t r e a t the t e x t as anecdote or a.s dream (and sometimes b o t h ) . 
I n n e i t h e r case i s there an emphasis on exactness, v e r i s i m i l i t u d e or p r o b a b i l i t y , 
but there i s l i t t l e concern e i t h e r f o r making e x p l i c i t the work's mythic content. ' 
This has t o be f e l t , r a t h e r than analysed, according t o the work's s t y l e and s e t t i n g 
although, as Krenek b l u n t l y put i t i n 195°» 'the O r i e n t , Spain o r Japan are b a s i c a l l 
no more apt f o r music than the Kurfurstendaram.' Considering how much they had i n 
common as composers, and i n t h e i r f e e l i n g f o r the Harchen w o r l d (and the JUgendstil 
v e r s i o n of the Renaissance) i t i s notable how d i f f e r e n t l y .Schreker and Zemlinsky 
viewei the te:ct problem. V/hile Schreker i n s i s t e d on producing h i s own t e x t s , as 
Vfagner had done, Zemlinsky never d i d so, r e l y i n g on others f o r m a t e r i a l i n a l l h i s 
mature works. The sombre beauties of De'r Zwerg look back both t o Schreker*s 
Geburtstag der I n f a n t i n ( i n e v i t a b l y , because of t h e i r common source) and t o the 
strange, o r i g i n a l atmosphere of Das S r i e l w s r k . B i t I I I e i d e r machcn I<aut£, h i s longest 
work, based on one of K e l l e r ' s g e n t l y i r o n i c S-?-ldwyla s t o r i e s , i s overtaken complete^ 
i n dramatic impost by Schreker's Ber 3chat5-rn?aber. This work (along w i t h the f a r 
more e l a b o r a t e l y l i t e r a r y Die Frau ohne Sc hat t e n ) i m p r e s s i v e l y weaves a f u l l - l e n g t h 
n a r r a t i v e of f r e q u e n t l y b r u t a l r e a l i s m w i t h an u n d e r l i n g ' r a t s e l h a f t ' f a n t a s t i c 
atmosphere,or 'Grundstimmung\belonging e n t i r e l y t o the wo r l d of the f o l k t a l e . 
Der achatzgraber has preeminently, w i t h i t s l e s s ambitious precursor Das Spielwerk, 
the q u a l i t y of a dream. This r e l a t e s i t back t o Pellgas et Melisands, b u t also t o 
the l a t e r h a l f - a n e c d o t a l dream Per Zv/erg and the p u r e l y anecdotal Hare hen 
Yom Fisc h e r und gyner F r u . Die Frau chne Schathen's o p t i m i s t i c r e s o l u t i o n r e l a t e s i t 
on a f a r more naive l e v e l , t o Hansel, und Grekel but also t o I r r e l o h e , Der Schmied 
von Cent. p j g h e i l i g e Snte, as w e l l as Der K r s i d e k r e i s and Die p r i n z e s s i n Girnara 

Krenek produced i n Zvdhgbur? •".n. o s t e n s i b l y E x p r e s s i o n i s t v;ork s t i l l w i t h s t r o f 
elements of the symbolism ho l.a!:er t r i e d t o d i s c a r d . This was because Expressionist 
drama i t s e l f was sa t u r a t e d i.n symbolic images and language, having moved i n 
important ways sha r p l y away from mimesis. Zwingburg even has elements o f the 
Narchsn v:orld Krenek p r e s e n t l y approached through Goethe i n Das geheime Koniffrreich, 
outwardly an anecdote based on a r i d d l e , but also possessing elements of the dream 
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r e l a t i n g i t to,say, B r a u n f e l s 1 Brambilla or Galathea. Yet i n Orpheus and Orest 

we have two works i l l u s t r a t i n g Krenek's f e e l i n g f o r c l a s s i c a l Greek myth a k i n t o 

Hasendever's Antigone and V e r f e l ' s Die Troerinnen, s i m i l a r l y c l o s e l y r e l a t e d t o the 

war experience. Krenek's i n t e r e s t was l e s s i n conversa.tion.al p o r t r a i t u r e ( S t r a u s s ) , 

the eclectic. Harchsn (Schreker and Zero1insky) or r i t u a l (v/ellesz) than i n the use 

and abuse of power i n the p u b l i c arena. His e a r l y i n t e r e s t i n A l c i b i a d e s , the 

image of the f a c t o r y i n Zwingburg, a l l three 1926 one-act operas, and the charisma 

of the negro musician i n Jonny lead t o a much more serious c o n s i d e r a t i o n of the 

subjsec i n K a r l V. Orpheus una Zurydike i s also about power,as Kokoschka knew w e l l ; 

the power of Eurydike over Orpheus, of Hades over Eurydike, and the i n a b i l i t y of 

Orpheus to l e t l o v e overcome d i s t r u s t , or t o l e r a n c e t o defeat t e n s i o n , Leben des 

Orast i s as much about the t y r a n t Agamemnon, t h e usurper A e g i s t h , even the l o n e l y 

King Tlioas and. h i s e x i l e d c a p t i v e Iphigenia. as i t i s about Crest's growth t o 

m a t u r i t y and r e s p o n s i b i l i t y . The work's picaresque f l a v o u r i s due t o the b r o a d l y -

t r e a t e d 'entertainment 1 approach i n the much-compressed t e x t . N a t u r a l l y , t h e r e are 

o t h s r ways of t r e a t i n g the c h a r a c t e r o f Orestc-s: Hofmannsthal 's avenging v i s i t o r 

i n K l e k t r s i s o n e . The d e l a y e d , emotional r e c o g n i t i o n s c e n e t h e r e i s replaced i n 

Krenek's Crest, b y t h a t w i t h I p h i g e n i a , much more l i g h t - h e a r t e d because i t precedes 

rescuo, d e l i v e r a n c e and renewal r a t h e r than the e a r l i e r bloody revenge. 

I f Crest i s , at bottom, a romance, so i s Die agvtitische Helena, a much more 

e c l e c t i c v e r s i o n of c l a s s i c a l raybh than Hofma.nr.stha! presented i n e i t h e r Ariadne 

OTjera, one m o r e o v e r o f f e r e d on i t s own terms r a t h e r than as p a r t of a Baroque 

entertainment*. Comparable t o Helena i n t h i s resppct i s Herbert Windt's 1950 

Andromache, a. s t r a i g h t s e t t i n g of Racine's Anircma^ue, i n which Orest appears again, 

t h i s time as a 'melancholy,almost morbid' man d r i v e n by u n r e q u i t e d love f o r Hermione 

(who i n t u r n loves Pyrrhus, Troy's conqueror, a -an gripped by unreturned l o v e f o r 

Hector's widow Andromache). Hranione's suicide- and Crest's madness make t h i s a 

p a i n f u l tragedy i n the sense t h a t Heger's Per B e t t l e r namenlos i s n o t . Here the 

emtjhasps i s on heroic anonymity, on 'upper-world' deliverance against Mower-world' 

demonlsm, i n which the '.'.not p a r t o f the Cdyss?y as dramatised by Lienhard, i s 

cldfeely f o l l o w e d (Andromache i s , of course, non-Homeric). Per S e t t l e r namenlos 

i s a r e s c u e and revenge drama w h i c h i s a l s o a romance. 
In a dpeace when l a t a Baroque opera i n i t s A u t h e n t i c Handelian form was being 
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e n t h u s i a s t i c a l l y r e v i v e d (3adamisto» Eaio, J u l i u s Ca'sar and Ale ins, were ajsn.ong the 
postwar German p r o d u c t i o n s ) , Greek myth as r i t u a l cajne i n the A l k e s t i s and 
Die Bakchantinnen of Viellesz as near t o being l i t e r a l l y re-embodied as i t was l i k e l y 
t o be,given the composer's r o o t s i n l a t e Viennese romanticism, h i s progressive 
o u t l o o k , and s p e c i a l i s t s c h o l a r l y background. I t i s d o u b t f u l whether such works 
could have been w r i t t e n by one w i t h o u t h i s sympathetic knowledge of Baroque opera 
as a whole. A l k e s t i s i s a.t once a s i n g u l a r , economical yet i m p r e s s i v e l y moving 
v e r s i o n of the myth which i s a s p e c i f i c t r i b u t e t o Hofmannsthal's drama (as, i n a 
d i f f e r e n t way, Girnara had been t o Die Fran, ohne Schatten) and a demonstration of 
how a modern audience might experience the s a c r i f i c e and rescue compared w i t h the 
f a r l o o s e r and d r a m a t i c a l l y w h o l l y d i f f e r e n t A l ceste of Gluck and C a l s a b i g i . 
S i m i l a r l y , the Bacchae drew him, as i t had. drawn Szymanowski, by the power and 
mystery of the famous t e x t ( i t i s noteworthy t h a t Ssymanowski a l s o admired SchrekerS 
operas, and i n h i s Op.41 Tagore songs of 1918 chose p r e c i s e l y those t e x t s used by 
Zemlinsky i n h i s Lyrisr.} ie Synrohonie). Henze's Bassarids o f 1 ? 6 5 » w i t h i t s i n t e r 
p o l a t e d Judgment of C a l l i o p e erotic- episode i s another, more recent treatment of the 
myth of Penth.ei.is and Dionysus, which perhaps roaches beyond VJellesz i n the v a r i e t y 
of i t s elements. Yet i n Die Bakchantinnon, the idea of communal v i o l e n c e and 
s a c r i f i c e , the awesome power of unconscious f o r c e s and the Dionysiac s t r e n g t h which 
Nietzsche had expounded, from 1372 on, was given f o r c e f u l and trenchant expression. 
C a s s i r e r claimed t h a t the meaning and. p r o f u n d i t y of myth l a y not i n what i t p o r t r a y s 
through- i t s revealed forms a.s i n wha.t i t conceals. Myth and 'Mysterium 1 are c l o s e ; 
the power of r e v e l a t i o n and of suggestion a r e not so w i d e l y separated a f t e r a l l . 
I n Frye's c r i t i q u e , the anagogic ( a p o c a l y p t i c ) conception of l i t e r a t u r e sees i t as ire 
longer a commentary on ' l i f e ' and ' r e a l i t y ' , but c o n t a i n i n g these i n a system of 
v e r b a l r e l a t i o n s h i p s . The argument could be extended by adding 'opera' and 
'muoico-dramatic* t o these c a t e g o r i e s . I t seems c l e a r t h a t recourse t o myth i n i t s 
v a r i o u s post-l-agnerian forms was f a r from being a s t r a t e g i c , coherent o r even f u l l y 
conscious process. Yet i t was not a mere act of p i e t y o r d e s p a i r , but was C e n t r a l 
Sirope's answer t o the que^tinn of opera's continued l i f e and s e l f - r e n e w a l d u r i n g 
p. time of general c r i s i s . 
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