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Abstract

TONALITY AND CHROMATICISM IN HANS WERNER HENZE'S EARLY OBRAS

by

Mustak Zafer Ozgen

Adviser: Professor Philip Rupprecht

Regarded as one of the most prolific twentieth-century composers, Hans \Wenzeris
particularly famous for his remarkable output for the stage. Yet, current sahsilarship,
particularly in English speaking countries, responds to Henze’s operas onlgisaibya Studies
in German, understandably more in quantity, approach his operas from a limiteccahalyti
perspective resulting in an incomplete understanding of dramatic issues. nDewote
attention to librettos as the primary source of dramatic content, these studas at the
descriptive level in their consideration of the music, and neglect a thoroughigwéalye
musical textures in their entirety.

Taking four operas composed in the ten-year period from 1955 to 1965 as its point of
departure, the present study examines characteristic elements of Heugesl language in
order to clarify issues related to dramatic action. Henze recallsawsngy frustration with the
music aesthetic views cultivated during this period, which he considers as isviihethe
aesthetic aspirations of the so-called Darmstadt School. Coupled with hempatrmove to

Italy, the polarity he claims to have existed around mid-twentieth centukg mahange in



Henze's aesthetic views. The operas considered in this study reflextmnepf the modernist
concerns. But Henze does not abandon serial techniques categorically; ratfrairiefrem a
dogmatic approach to serial techniques and combines them with other styles. ydgsanal
concentrate specifically on strategies of creating tonal allusimselglrelated to his
idiosyncratic twelve-tone technique, and the typically dissonant stratikadés that recur in
the operas under investigation. Particularper Prinz von HomburgndThe Bassaridsienze
tackles the task of uniting his twelve-tone method with tonal allusions to delitheamhatic

action.
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Chapter 1. Introduction.

A considerable segment of this professional new-music world harbors a kind of grudge
against Henze — if not openly, then covertly, or even subconsciously. For Henze has
“short-circuited” them and come to power without their help or blessing. He has even

gone further; he has risen to eminence while writing a kind of music that lieesglf-

appointed tribunal, have by implication impugned — a kind of music that has for over a
decade been in contradiction to the various dogmas and systems that have succeeded one
another as representing the true path to musical salvation. His transgredstomdse

heinous in that he started out, shortly after the war, as a thoroughgoing vangumatdist

enfant terrible*

Partly the result of a self-inflicted isolation, the general lack of sdigotderest in Hans Werner
Henze’s music stands in strong contrast, at least quantitatively, to hisgganpositional
output. One topic where Henze does emerge as a household name is politics, as @ftea les
encountered in music scholarship. Indeed, Henze has always been preoccupiedsaiiathe
impact of his compositional endeavors. Yet, politics is not the exclusive realm cdrapeser.
As recent research suggests, the post-war musical scene around midiveentiery, the time
frame that concerns the present inquiry, was highly politicized. Thesessafiimpt a closer
investigation of the institutional role in cultural affairs, and emphasize thHailb@&ermany and
France the new musical language was formulated partly as a poétcalon in the aftermath of
the Second World War. In France, the left saw socialist realism as aajgistgach to prevent
music from becoming an increasingly autonomous art and losing its communiicétiteethe

public? The opposing side promoted the so-called reactionary music of Stravinsksresnaan

! Everett Helm, “Current Chronicle, German§fie Musical Quarterh2 (January 1966): 101.

2 See Mark CarrollMusic and Ideology in Cold War Euro€ambridge: Cambridge University Press, 2004). In
another study Mark Carroll examines the implicasionthe exchange between Jean-Paul Sartre and René
Leibowitz regarding the social function of avantdmmusic and its capacity to instigate changeattleulates a
political interpretation of the expansion of theetwe-tone technique to parameters of music othar fgitch in
Boulez's music: “In short, what Sartre predicted aat Boulez subsequently delivered was a musit; By being



against the avant-garde music in the post-war era. Pierre Boulez took pridecipadarg in
protests against the concerts devised by the Congress for Cultural FreemuirSaviet
display. Likewise, he attacked ideas of social realism in music, whigdawmretain the
traditional values invested in this art form for the sake of communicat®dn.the other hand, in
1947 the first Paris Festival, directed by René Leibowitz, promoted the Scho&cherj and
presented an alternative to both carhps.

Though important in studying Henze’s compositions in general, the politicalrtlentlee
discourse is directly relevant only to his later work. Indeed, from the mid-1960sd\va
started reading left-wing literature seriously, and wrote overtlyigallitvorks® In his operas
written between 1955 and 1965, the period chosen for the present study, political concerns
surface in a limited sense — and then, only covertly, in the form of social criti@siming this
time, Henze not only launched a polarizing rhetoric in writings and speeches noelistaself

from the aesthetic aspirations of the so-called Darmstadt School, but movedgm=iye Italy

impervious to meaning arising from external assamiawas resistant to ideological appropriatioddrk Carroll,
“Commitment or Abrogation? Avant-garde Music andrd®aul Sartre’s Idea of Committed Affusic and Letters
83 (November 2002): 591. It is doubtful that thierary motivation behind Boulez’s (and Stockhausgserialist
agenda was political. See also Anne C. Sheffldedlogies of Serialism: Stravinskyl$reniand the Congress for
Cultural Freedom,Music and the Aesthetics of Modernity: Ess@&gbs Karol Berger and Anthony Newcomb
(Cambridge: Harvard University Press, 200B)general outline of post-war European musicaiurel (particularly
in Germany) is provided in M. J. Graerial Music, Serial Aesthetics: compositional Tiyén Post-War Europe
(Cambridge: Cambridge University Press, 2001).

3 “Very early on, differences began to appear amsBoulez is referring to a group of students wihuwked

under Olivier Messiaen and René Leibowitz], stengrfilom the fact that some refused, in the nameuafdmism
and the need to communicate with others, to advangdurther into territory where they risked neirig
understood — an ideology that filled me with hoyiond that appeared to me above all to serve azarsfor
conformity.” Pierre Boulez, “From the Domaine Mudito IRCAM: Pierre Boulez in Conversation with P&
Michel Menger,” interview by Pierre-Michel Mengéterspectives of New Musi® (1990): 7. Original text “Du
Domaine musical a I''rcam: Pierre Boulez, entreti@ac Pierre-Michel Mengerl’e Débat50 (August 1988): 257-
266.

* Successive Paris festivals projected more vaniegramming. See, for example, Colin Mason, “Thedar
Festival,”Tempo24 (Summer 1952): 12.

® The political aspect of Henze’s music is considen three studies devoted exclusively to thisctaprnst H.
Flammer Politisch engagierte Musik als kompositorischeskitem — darstellt am Beispiel von Luigi Nono und
Hans Werner Henz@aden-Baden: Koerner, 1981); Peter Petelldans Werner Henze: Ein Politischer Musiker —
Zwolf VorlesungerfHamburg: Argument-Verlag, 1988); Sabine Giesbracil Stefan Hanheide, eddans Werner
Henze: Politisch-Humanitares Engagement als kiristhe Perspektiv€Osnabriick: Universitatsverlag Rasch
1998). These studies do not consider the geneltairal situation after the war and the differeatifical stances
that emerged as a result, but rather concentrakéeome’s case specifically.



as well® From the point of view of musical language in the early operas, the differences
between Henze and other Darmstadt composers remain an issue that is incpmpletstood.
Henze is surprisingly, though correctly, mentioned among those composers who thefined t
musical avant-garde around the middle of the twentieth cehtury.

On the other hand, Henze’s desire to articulate his compositional view withiorechist
context differs strongly from the ideas of other Darmstadt composers who triaaldo a
traditional aesthetic concerns entirely. In the 1996 lecture he mentionscihredS/iennese

School as an important influence in the development of his musical style.

The foundations of my music considered as a craft, its technical features, derive
obviously, from the Leipzig School: the school, that is, of J.S. Bach and his succsssors a
Thomaskantors and composition teachers, up to Max Reger, Hermann Grabner, and
Wolfgang Fortner. Among later developments, the Viennese Classical Sclubible

Second Viennese School of the first half of the twentieth century have also haat a maj
influence on me. To this day, the twin foundations of my musical thinking are
Schoenbergian serial technique and the Beethovenian idea of the®sonata.

Important in formulating a viable approach to Henze’s compositional style,tatemants
often have limited critical value; tailored to communicate with the gepafdic, rather than the
music specialist, they lack methodical precision. In a general sense, allositiverse styles

play an important role in Henze’s music; in the operas examined here, they helprdoate

® The writings, speeches, and interviews appear&tkins in newspapers, and several collections that stetsiof
revised material: Hans Werner HengssaygMainz: Schott, 1964)usik und Politik. Schriften und Gespréache
1955-1975ed. Jens Brockmeier (Minchen: DTV, 1975¢hriften und Gesprache 1955-19@8. Hans Peter
Miiller (East Berlin: Henschelverlag, 198Music and Politics , Collected Writings 1953-198&%ns. Peter Labanyi
(London: Faber and Faber, 1981). The writings linh&se collections overlap, and they are ofteror&ed for each
specific publication. Henze moved first to Foritsdhia in 1953 and then to Naples in 1955.

"“They showed so much promise, the “class of '4bgroup consisting of Boulez, Pousseur, Stockhaus$enze,
Maderna, Nono, and Berio. During the 1950s, thistlyful brigade congregated at Darmstadt and dpeel@lans
for integral serialism. " David, MetzeQuotation and Cultural Meaning in Twentieth-Centi#tysic (Cambridge:
Cambridge University Press), 108.

8 Hans Werner Henze, “Language, Music, and Artistiention,” The Prince of Hesse Memorial Lecture 1966
trans. Mary Whittall (Aldeburg: Britten Pears Libyal996), 6-7.



conflicts present in the plot and develop the dramas. Among these styles twelveHiogehas

had an important place in Henze’s compositional method. It is problematical, however, t

associate even those works where twelve-tone procedures are rigootloslgd, with the

musical ideals and artistic aspirations of the Second Viennese School. Scheenberg’

denunciation of blending past musical styles related to tonality with contemadicang

contradicts the Henzean compositional technique of fusing and juxtaposing sbatphgting

styles? His objections include the use of triads, conventional cadences, pedal points, and

ostinatos, all of which abound in Henze’s musical output.

Referring to the diversity of musical styles and expressive means ussopetas

(including those studied here) Henze acknowledges that he, from the beginningd‘iossdt

up alternative worlds, which questions all that [foundations of his musical crafthtiledtihose

certainties. Dialectics?® On the one hand the duality that results from this standpoint fitted well

with the inherent conflicts of the plots. On the other hand, startingviréh Cervo(1955),

studied in Chapter 2, the compositional practice Henze embraced openly challengechiespre

of the mainstream avant-garde. Henze characterizes the path he chosdiasecénd

provides an explanation that sounds apologetic:
It may be unfashionable to continue musical traditions in this way, but with Goethe under
my pillow, I'm not going to lose any sleep about the possibility of being accused of
eclecticism. Goethe’s definition ran: ‘An eclectic ... is anyone, who, flanhwhich
surrounds him, from that which occurs to him, takes what corresponds to his nature.’ If

you wanted to do so, you could count Bach, Mozart, Verdi, Wagner, Mahler, and
Stravinsky as eclectics, and then | would be happy to be considered an gdectic

° Arnold Schoenberg, “Opinion or Insight?” 8tyle and Ideaed. Leonard Stein (Berkeley: University of Califia
Press, 1984), 258-264, first appeared in GermédGeasinnung oder Erkenntnis?” #5 Jahre neue Musik. Jahrbuch
1926 der Universal EditiofWien: Universal Edition, 1926). Certainly Schberg did not pursue these ideas
pedantically in all his twelve-tone compositionartcularly in his later works he allowed traditarional elements
to coexist with twelve-tone materials.

©Henze, “Language, Music, and Artistic Creation,” 7

" Henze Music and Politics — Collected Writings 1953-1984ns. Peter Labanyi (London: Faber and Faber,
1982), 145-146. Henze quotes the remainder gbdlssage, too: “but Goethe goes on: ‘Of a diffeceder is that
spiritlessness that, from lack of all inner deteration, like a jackdaw, brings back to its nesttaimg that happens



The various musical influences in Henze’s operas manifest themselves smastialiusions
to a particular musical style, sometimes to a musical form, and somettemdsral idea.
Contemporary reviews of operas from the middle of the twentieth century suggesititsa
detected such disparate influences in Henze’s music as Wagner, DonizeltiBéeg, and
others'? While recognizing the occasional inspiration received from many compbtarse
mentions Schoenberg and Stravinsky as the two major influences in the developmgnt of hi
compositional technique. That the aesthetic worlds of these two giants of poraeyrmusic
were diametrically opposed to each other, he evades by saying both haveia Iplsosusical

understanding, side by side with other influences, to enrich his musical language.

Enslaved by one [Schoenberg], enthralled by the other [Stravinsky], | hed ewer
since, for decades, to sustain a double life, a contradiction, a dualism withit, mydel
to draw the aesthetic consequentes.

This paradox has important consequences in terms of elucidating Henzejaskiptio the
Second Viennese School, and more importantly in establishing his place in the musital ava
garde around mid twentieth century. In his writings Schoenberg suggested the ieitgaife
style as the only proper standpoint for a composer, in order to elevate a compositistatuthe
of creation within the historical development of music. Henze upsets the twelvetbnetie
by blending it with precisely those traditional elements Schoenberg wanteaido &le is

concerned with the aptness of a stylistic element and the resultant mypresiseon to render

an idea present in the text, and the immediate impact of these expressions tenérs lis

to be offered from whatever side, and therebypaseshing originally dead, cuts itself off complgtélom a living
whole.” Well — in the light of that, everyone caxaenine himself to see whether or not he qualifeammugly
eclectic.”

12 see Deborah Hochgesailje Opern von Hans Werner Henze: im Spiegel detsgbsprachigen,
zeitgenossichen Musikkritikk bis 19@&ier: Wissenschaftlicher Verlag Trier, 1995).

¥ Henze The Prince of Hesse Memorial Lecture 1986



Schoenberg, on the other hand, differentiates between the law of the nature of gestis(a
the proclivities of the mediocre (artist); the former speaks or createsnb®f future humanity,
while the latter has the inclination to accept the laws (of past forms aas)stglgood’ Henze
pursues the latter position rather naively in many of his writings in an attenustify his

aesthetic views.

1.1. The post-war avant-garde and Henze.

In 1946, as peace settled over war-ravaged Europe, there gathered aayeokcatinposers
whose destiny it would be to confront the apocalyptic recent past in the midstcfiarrary
socio-cultural present. The death of Anton Webern in the same year punctuatedehéderti
ununified, cultural landscape. Before long these composers would be engaged in indwidual, a
well as collective, staking of dialectical ground on the emerging map@ivanusical language.
Initially at least, composers who attended the Darmstadt summer school had @ancgoain
acquiring first-hand knowledge of a repertoire that had been absent from ticalraasne in
Europe for more than a decade due to the repressive political and culturalestraté¢ige Nazi
regime in Germany in the 1930s and during the Second World War. These policies were
revealed with particular force in the anti-Semitic legislation carriedhate 1930s; as a
consequence prominent musicians were removed from active artistimléeldition, there was
also the aversion towards modernism, which resulted in the exclusion of avant-ga&onusi

public exposure in the same perigd.

4 Arnold Schoenberddarmonielehreg(Wien: Universal Edition, 1922), 392-393.

!5 The consequences of the implementation of theiallpolicies of the Nazi party are studied compraively by
Erik Levi who documents that starting in 1933 missis of Jewish ancestry were systematically remdnead
public musical life. Occasionally, musicians whepeuses were Jewish received privileges if theitkyproved to
be too valuable to sacrifice. Erik LeWlusic in the Third ReickNew York: St Martin’s Press, 1994), 40. Levi



Immediately after the war this repertoire became availabla.agae return of the music of
the Second Viennese School was particularly significant for the developmzuntsl &éihe middle
of the century. René Leibowitz’s lectures during the first years of thmddadt were
instrumental in informing the young and maturing post-war composers about-toedve
composition of the pre-war era. However, composers who later emerged as themromine
members of the Darmstadt school, including Boulez and Stockhausen, saw the conventional
twelve-tone technique as inadequate because it inherited from the commore poactienusic
the hierarchical relationship between pitch, rhythm, and dynamics — netén@ secondary
status of the latter two. As Reinhard Kapp argues, the idea of rhythmizaéinalwas a
common concern around 1950s, though the initiative to formulate a non-hierarchicelaginnal
of all aspects of music derived this rationale from a flawed understandfgai Webern'’s

music.

The first experience of Webern's work was reduced to makeshift performahezsthe
interpreters who knew how this music should ‘go’ returned form exile, people no longer
listened to them. Relating to Webern occurred in a vacuum, at best in a stateed redu
awareness. It only happened in earnest after Schoenberg’s death, and teatedling

with another dead mah.

Although Henze tries to distance himself from the Darmstadt hardlinesketches for
numerous compositions show that he worked out, even as late as 1980s, different aspects of

many of his compositions (pitch and rhythm) independently, in a manner reministeat of

stresses that the reaction against modernism dtiaefere the Nazis came to power, though thesesteriels might
have gained momentum in the thirties. Levi, 82.

18 Reinhard Kapp, “Shades of the Double’s OriginanR Leibowitz’s Dispute with BoulezTempol165 (June
1988): 12. Also Henze was aware of the misintégpien of Webern's music and aesthetics. Hellzesic and
Politics, 43-44.



serialist movement. On the other hand, Henze's treatment of the twelve-tone techniques was
considered unorthodox from the beginning. In a short but informative article, Rudolfistepha
provides an accurate characterization of Henze’s compositions from the late Hapsints

out the absence of consonant triads and unusual and sometimes archaic orchedtnation as
elements responsible for the ascetic character of “new music.” Hesdttat Henze

intentionally opposes both tendencies with charming sonorities and brilliant catiosin his

early works'®

The tension between the mainstream avant-garde and Henze, which is rendrastevin
writings and in the scholarship, is not reflected in the initial workings of the f2adtnschool in
the late 1940s and 1950s. A survey of the concert programs reveals that from the imergdeg
Henze’s works were presented regularly, and some were included in the sumrses even
after he officially left Darmstadt for godd. Yet, very few studies attempt to examine the nature
of the opposition outlined above. Particularly matters relating to Henze ordtienship with
other post-war composers are mentioned in passing — a careful investigagp@cit works
never emerges as a concern. One notable exception is Giselher Schulxetis avhich flute
sonatas by Boulez and Henze from 1946 are weighed up against each other to consider the
influence of Schoenberg in the former and that of Hindemith in the fattathile this insightful

article makes a bold attempt to clarify Henze’s twelve-tone techniqueatbwndy attention to

1" Examples include twelve-tone matrixes, rhythmimanics, and chord charts fantifone(1960),Das Flg3 der
Medusa(1968),Le Miracle de la ros€1981),The English Caf1980-1983)Sinfonie Nr.91995-1997). See Ulrich
Mosch, ed.|nventare der Paul Sacher Samlung: Sammlung Hans&Wélenze, Musikmanuskrip(Mainz: Schott,
2003).

18 Rudolf Stephan, “Hans Werner HenzBje Reihe4 (Wien: Universal Edition, 1958): 32.

19 See Borio Gianmario and Hermann Danuser, émsZenit der Moderne: Die Internationalen Feriengerfiir
Neue Musik Darmstadt 1946-19@6reiburg: Rombach, 1997), 513-638. This compmshive study on Darmstadt
School provides a complete program of the condetid at the summer courses. The concert ohiwgy 1957
included theFinale of the second act of Henze’s then-recent opérsg Hirsch and the entire opera (with
Hermann Scherchen’s cuts) was presented 3A8gust 1959.

2 Giselher Schubert, “Erste Schritte. Henzes Friikyvér Der Komponist Hans Werner Henze: ein Buch der Alten
Oper Frankfurt, Frankfurt Feste '8&d. Dieter Rexroth (Mainz: Schott, 1986), 41.



early aesthetic concerns, much remains to be done to elucidate his place in the therld of
musical scene in the mid twentieth century. It is particularly imporeenaluate the individual
responses to aesthetic questions that emerged right after the war. Heakedone technique
analyzed below was certainly an unorthodox, yet daring expression of atdesseert his
individuality by creating works that partly opposed the agenda put forth by thialadfrant-
garde in the 1950s.

With the obvious advantage of dramatizing the situation, the polarity sketched aut abov
presents an otherwise acceptable variation in artistic vision as an irresawabict among
composers involved. Henze promotes the division in various writings by emphasizing his
rejection of the Darmstadt ideology and links the intensification of the cowdtit his
permanent move to Italy in the mid-1950s. Delimiting the scope of this study tmtheae
period from 1955 to 1965 is legitimated thus by a split (real, imagined, constructdrbiwise)
between Henze and the Darmstadt School on one end of the slice, and by a fairly tmhgfperi
silence in Henze’s operatic output on the other. Stage works past 1965 that were nenetheles
associated with operatic subgenres (for exanipde,langwierige Weg in die Wohnung der

Natascha Ungeheugindicated, additionally, a radical change of compositional étyle.

% See Andreas Krause, eHlans Werner Henze: A Catalogue of Works 1946 — {®9&finz: Schott, 1996).
Though categorized as operas in the Schott cateJagonumber of stage works from the late sixtiessmventies
resist genre classificatioMoralities (1967), to three scenic plays by W.H. Auden, wisigned as entertainment
for high schools or music conservatoriBgr langwierige Weg in die Wohnung der Nataschadbregier(1971), a
show for 17 performers, is imbued with aleatoridtivwg, and other contemporary techniques in theOs96a
Cubana or A Life for the Artdl973) is a vaudeville in five scen&¥ep come to the Riv§t974) is a commission by
the Royal Opera House, Covent Garden, London, feebermed in vacant halls or hangars, though perdmces
to date have been in regular opera houses.
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1.2. Henze’s musical language.

At the outset Henze’s musical language is closely linked with his persasat mdmmitments
voiced in numerous writings (articles, interviews, performance notes,rpteases). An
essential element of his musical thinking is the emphasis on the communicativeopavusic,
and more importantly on the relationship between language and music. His argeeeents
times elementary and oppose mainstream ideas in contemporary music. fyehadyirical
character of many of his instrumental compositions, Henze mentions hisantentreate lively
representations of moods, as well as real and often interpersonal édents.

In the same lecture, and on other occasions, he also refers to the relationship betwaeen t

music in terms of their union in musical genres that involve text settings.

More than half of all existing music consists of settings of words. Thisaesip has
diverse forms; sometimes music seizes violently upon language, and crushiss it
embrace, or sometimes language wants to seize upon music; they both can degrade but
also can elevate one anotHer.

Henze also formulates his understanding of the relationship between word and nfasicsing
on the problematic concept of the linguistic quality of music. Certainly, hisioestnot to
argue that music can emulate the semiotic essence of ordinary langfuagather an emphasis

on the communicative potential in music — an idea that has persisted as a signifetizctual

%2 Hans Werner Henze, “Sprachmusik: eine Unterhattimtgrview by Johannes Bultmanbje Chiffren, Musik
und Sprache: Neue Aspekte der musikalischen Asthetl. HansVernerHenze (Frankfurt am Main: Fischer,
1990), 8. Henze contrasts himself with Haydn, Brahand Webern, whom he names as composers that are
concerned solely with music. All three have, afirse, written vocal music, but Henze is referriog tmusic
aesthetic stance that focuses on the specificallsical elements of the art in determining the coneé a
composition, without the need to associate it witlra-musical elements.

% Henze Music and Politics84. Henze reiterates similar views on the subje@dhemian FifthendEssaysas
well as other articles and interviews.
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concern throughout music history. Henze gives one of the clearest formulatiogis of hi
compositional philosophy in an interview entitled “Language Music: A Conversatinere he
delineates the foundations of his musical c‘afReferring to his studies with Wolfgang Fortner
at the Heidelberg Church Music Institute, he stresses the significaatgubphony has in the
formation of his musical standpoint — he considers Johann Sebastian Bach’s canpatamthe
of great music and imaginative treatment of thoughts and words.

Yet, despite his eclecticism, what interests Henze is not reviving a ctionedgechnique
declared dead, or regressing into the aesthetic aspirations of an earlierhistery — his use of
tonal allusion is quite often, and erroneously, identified as anachronistic, andextias
reactionary’> Henze's objective in alluding to the musical languages of earlier taniesierive
from these compositional techniques elements that are still meaningful andrthze useful
today. He welcomes as part of his compositional craft not only polyphony, but anylmusica
impulse that he considers interesting and valuable. The results of his encotmteewwiusic
and compositional technique of the Second Viennese School should also be interpreted from this
perspective. The chronological distance of forty or four hundred years is néitaignn the
process of incorporating a specific compositional method into his repertory whiidsas.

But, it is precisely in its antiquated form that dodecaphony became useful for hnotlasra
means of musical expression used to promote dramatic motion and contrast, dgrinctiar
operas. For Henze an important motivation the communicative properties of muogsage

have been an, but also a significant difference in aesthetic vision.

24 Hans Werner Henze, “Sprachmusik: Eine Unterhaltuhty

% On this point see, for example, Stephen DowneangWerner Henze as Post-Mahlerian: Anachronism,
Freedom, and the Erotics of Intertextualityfyentieth Century Musit (September 2004): 179-207. The term
needs to be specified as to how well it capturessisence of Henze's allusions to tonality. fasproblematic to
use the term anachronistic for the musical langudidrrokofiev'sSymphony in CThe same sense, however, is not
applicable to the tonal allusions in Alban Berg'ssic or the use of tonal elements in minimalist iwus



12

By the 1950s the Schoenbergian twelve-tone music was already criticergithasted —
declared outdated by Henze's teacher Wolfgang Fortner a&®watiDarmstadt though, this
music was initially promoted as the historically important movement in theérsof the
twentieth century and the only aesthetic and technical starting point féutany development;
René Leibowitz referred to Schoenberg as the central composer of taedvertisic. Even
though both Boulez and Stockhausen studied twelve-tone composition with Leibowitn (first i
Paris and then within the framework of Darmstadt summer school) they coddiue@esthetic
aspirations of the Viennese school old-fashioned. Both in Pierre Boulez’s farticliesoar
Schoenberg and in the eyes of the post second world war avant-garde composers and music
critics in general, the Schoenbergian method of twelve-tone music was cohsodeaxe lost its
value as a source of inspiration in composition by the 19508/ore specifically, the kind of
twelve-tone music which dispensed with tonality, but retained thematic makeughand ot
structural norms of classical forms, lost its appeal for most post-waraj@m composers.
Those who embarked upon the integral serialist agenda took therefore Anton Wehenn as t
point of departuré’

But it is precisely the antiquated form of twelve-tone music that is fasgiriat Henze. It is
significant that Henze concentrates on those aspects of twelve-tone techatdweve already
become part of the historical consciousness. Certainly his participation inrthetBdt School

in the forties and early fifties indicates an affinity with the tenets ofrthsical avant-garde.

% Henze Music and Politics38. Henze writes that Fortner told him twelveeanusic was already out-of-date by
1930.

%" pierre Boulez, “Schoenberg is DeaB¢ore6 (May 1952): 18-22. Also published in Pierre BeyStocktakings
from an Apprenticeshjgrans. Stephen Walsh, ed. Paule Thévenin (New:Yaxford University Press, 1991).
Boulez adopts a more unprejudiced approach inrlideaentitled “Schoenberg the Unloved,”Rierre Boulez:
Orientations trans. Martin Cooper, ed. Jean-Jacques Nattiemdan: Faber and Faber, 1986): 325-329.

% Herbert Eimert formulated this interpretation Di& notwendige Korrektur,Die Reihe 11(1955): 35-41.

% Henze was skeptical about this interest in Wekarthe expense of Berg and Schoenberg, which msidered to
be a misinterpretation of Webern’s compositionahteéque and his musical aesthetic. Hemzeasic and Politics
43.
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This association, however, has little to do with the historical connection betwega-toved
music and integral serialism. Henze’s primary concern in the use ofteehalque, and indeed
any musical technique, is the potential inherent in that system to expressaticlidea.

Musical language of the twelve-tone system in this sense is meaningfubdhbyextent that it
allows him to communicate an intelligible content. In practice such a fatiorulaads,
particularly in the operas where a dramatic conflict is always preasemsimplistic formulation

of musical characterizatiofi.

The disparity between the post-war avant-garde and Henze is alsodefidateinitial
rejection of experimental means of musical composition. While modernist cers@wsund
1960s were eager to make use of, for example, electronic techniques, Henaativas about
employing them in his compositions. “I have never yet worked with electnogans. My
experiments are all directed towards the creation of clear signs thanh resperiences with
history.”** The reason behind his suspicion of new compositional materials of the mid-twentieth
century is not a rejection of the new means in principle. Henze’s main conceiwéngslzeen
establishing a direct communicative link with the audience — hence, the desire toulstic
pieces, which seems to have become a pressing concern by the middle Jf IPB@slivide

that had been created already in the musical activities of the Schoenblergaiich, in a

%0 See, for example, Hans Werner Henze, “All Knowlfgsic: a Dialogue on Opera,” interview by lan Suagel,
in Der Komponist Hans Werner Henze: Ein Buch der Ager Frankfurf ed. Diether Rexroth (Mainz: Schott,
1986), 138. “ My music is on the side of those ghffer. They get the best and the most beautifigioa On the
other hand, those horrible people, the murderetighmorators and traitors, get ugly music. | detigem; |
denounce them. I've always found it very importiimtan audience to understand the emotional irdandf a score.
It's very, very important. I'm sure | often wentawng in this pursuit, too sentimental, too tonal.”

31 Henze Music and Politics164. Originally appeared in Hans Werner Henze, “Experimad Avantgarde,”
interview with Wolf-Eberhard von Lewinski¥elos34 (1967).

%2 Henze Music and Politics46.
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limited sense, considered the expert as their intended audience, widened in tiaé prasiice
of the post-war avant-gard®.

When the newest compositional techniques became conventionalized as the accepted norm,
Henze integrated even those contemporary compositional techniques, such as alaatoor
electronic music, which he had at first rejected. Aleatoric techniqued tbeir ultimate
manifestation irEl Cimarrén®* He uses techniques of electronic musi€iistan, for piano,
tape, and orchestra, finished in 1973. It is indicative of Henze’s application oéniffer
compositional methods or idioms in his own music that, by the time he appropriated@leat
and electronic tools these were already conventional compositional techniquessaol, de
could operate with them as communicative means of expression. That is, these idioms ha
already become antiquated, and this allowed him to extract what he needed to cateusi

message.

1.3. Henze scholarship — the operas

Research on Henze’s operas tends to avoid serious analytical engagemédrd mitisit.
Studies focus primarily on selected aspects of the music, and most often tregtaerall
musical textures. The operas considered here have rich orchestral and itocalwith layered

textures of contrasting musical materials. The present study paftidolzuses on the

% Henze’s stance was perceived negatively by thmiment members of the Darmstadt school. The evbats

took place during the premier of Higchtstiicke und Arieon 20" October 1957 at Donaueschingen must be seen as
emblematic of the opposition. “From my seat | coste that, after the first few bars, Boulez, Stacisen, and also
my friend Nono, got up together and left the autlitm, making sure that everyone saw them. Theenleeven
prepared tdistento this music that sounded so different from theifhere was something symbolic about the sight
of these three colleagues walking out on my musienze Music and Politics46.

34 Written during Henze’s stay in Havana in 1969-1%I0Cimarrénis an overtly political work for voice, flute,
percussion, and guitar, based on the autobiograpBgteban Montejo, a black runaway slave, who livasy in
Havana at the time. Because of the abundancengpasitional styles that range form conventionakpgss,

aleatoric writing, to graphic notation, the workjuires active participation of the performers ia grocess of
composition.
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technique of layering, which occurs frequently in Henze’s music, and explorakusiens to
tonality created by the use of pitch collections (or aggregates) sdattatidferent registers. In
the existing scholarship the common approach consists of a descriptive andlysmed and
characters, and identification of twelve-tone series in the operas, ignorieffetteof the overall
musical texture on the dramatic action. The ubiquitous remark that Henze uses\thddne
technique flexibly remains an oversimplified generalization, which is seld@tnall, supported
by an in-depth analysis of his use of the system, and its relationship to twelvextgnesdional

practice in 1950s and 1960s in general.

Likewise, the common belief that Henze often uses tonal allusions in his ogerafiysever
studied with the intention to explore the compositional method and intent behind his te¢hnique.
The dissertations by Oehl and SchottledldRe CervoandThe Bassaridsespectively, have an
almost identical layout; both start with a separate consideration of theabtitgrary source and
the libretto. Finally, the music is considered to show how it relates to tlayitext. The
problematical point is that, fundamental questions concerning the qualitiesritiat the operas
from this period as musical dramas remain unanswered as long as the disceatsdhedr
libretto as an independent entity that by itself accounts for the dramality gfithe operas
under investigation. By adopting this descriptive approach to analyze Henze's, tipera
authors render the music as a mere translation of the literary work. As onegrbopera

critic has noted

% See, for example, Klaus OeBlie Oper Konig Hirsch (1953-55) von Hans Werner keSaarbiicken: PFAU-
Verlag, 2003), Wolfram SchottleDie Bassariden von Hans Werner Henze: Der Weg &hgkos von der antiken
Tragddie zur modernen Oper — eine Analyse von,$tibifetto und MusiKPh.D. diss., University of Hamburg,
1992); Katja Schmidt-WistofDichtung und Musik bei Ingeborg Bachmann und Haesn&t Henze: Der
“Augenblick der Wahrheit” am Beispiel ihres Operhaéfens(Miinchen: ludicium, 2001); Christian Bielefeldt,
Hans Werner Henze und Ingeborg Bachmann: Die gesagian Werké&ielefeldt: Transcript Verlag, 2003).
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The kind of ‘analysis’ which contents itself with the extraction from thedéat
‘content’ or a ‘subject’ that can be summarized in a few sentences, followed by the
assertion that this is what the music expresses, is all too familiar. Theecdaton tells
the story of the libretto, ascribes a purely tautological function to the modiés a
satisfied that in doing so he has grasped the music’s meaning and prpose.

In adopting this linear approach to analyze Henze’s operas, scholars endulesa that the
libretto by itself accounts for the dramatic content of these works, leavdethe general
problem of the relationship between text and music. Rather than discussing theoiingeict
and the music in advancing the dramatic content of the operas with a view towardgietycida
in some way, Henze’s compositional technique, authors concentrate on extensivesrand oft
excessive descriptive analyses of the primary literary sourceiabatiee librettos, and the
musical product. Even in studies that consider several works that are somehaly setdteas
the two recent studies by Katja Schmidt-Wistoff and Christian Bielebeldbhe collaboration
between Henze and his famous librettist Ingeborg Bachmann, the same sclodimses f
through and through.

Particularly in dissertations devoted to a single opera by Henze, the intetdion is
comprehend the work in its singularity, rather than to establish its relaspaiosa category of
works — both from a historical perspective and in terms of the musical language heddtter
goal — a search for musico-dramatic commonalities — is my concermtbeeanalyses of
operas from 1955 to 1965. Despite the criticisms just voiced, these studies provide mugh neede
groundwork — since scholarship on Henze’s music in general is scarce — aficbsitjyi

facilitate interpretative work on general compositional matters.

% Carl Dahlhaus, “What is a Musical Drama?,” traviary Whittall, Cambridge Opera Journdl (1995):101.
Even though Dahlhaus is primarily concerned withdpplication of analytical tools to eighteenth amkteenth
century operas, the same objection can be raisetboting analysis of contemporary operas as well.
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Another related weakness in the scholarship is the uncritical reliance ogidHentings —
analytical observations are limited to confirming the composer’s own views lailsoubrks,
rather than establishing the validity of these claims independently. It isativeeto realize that
even though Henze’s prose writings are valuable in clarifying aspelois admpositional
endeavors, they lack methodical precision. He refrains entirely from technalgstis, and
indulges instead in autobiographical, political, and artistic consideratiorspiecalative
fashion®” Conversely, even though Henze states on several occasions that he does not use
leitmotivs authors diligently label motivic ideas for characters or spdeglings or thoughts in
the opera$® Invariably their findings reveal that Henze uses the twelve-tone technique
inconsistently and flexibly.

This Introduction provides a general outline of Henze’s place vis-a-vis the naysio#l
garde around the middle of the twentieth century. In the subsequent chapters anpeeis
the conflict between Henze and the so-called “official doctrine” of the BradhSchool will be

studied further. Stressing the methodological limitations of the currexgrobsthe present study

3" The two writings most often referred to are: Havisrner Henzelusic and Politic§already quoted above) and
Hans Werner Henz&ohemian Fifths: An autobiographtyans. Steward Spencer (New Jersey: Princeton
University Press, 1999). The former source isadiation of Henze’s writings that appeared inedéht
collections:Musik undPolitik: Schriften und Gespréche 1955-19%8. Jens Brockmeier (Miinchen: Deutscher
Taschenbuch Verlag, 1976). There are severalchtplpublications that differ slightly in conter8chriften und
Gesprache 1955-197%r example, includes Henze's earlier collectitssaygMainz:Schott, 1964) as well all the
writings fromMusik und Politik These collections consist of articles, speechebjrgerviews that were already
published individually in newspapers, musical méez, and other sources. Henze’s most extenst@uat apart
from these two sources is his 1996 lecture “Languddusic, and Artistic Invention,The Prince of Hesse
Memorial Lecture 1996 In addition, there are numerous writings, nohwltich attempt to disclose any technical
compositional matters, save perhaps general renafidust the use of twelve-tone rows, quotes froneroth
composers, and similar superficial matters. Theesaan be said about many diaries Henze wrotanétividual
compositions. See, for instance, Hans Werner Haszéine: Tagebuch eines BallgiStuttgart: R. Piper Verlag,
1959);Die Englische Katze: ein Arbeitstagebuch 1978-1@82ankfurt am Main: S. Fischer, 1988){Jpupa:
autobiografische Mitteilunge(Minchen: Propylden Verlag, 2003).
3 0nll Re Cervo, for instance, Henze'’s remarks are unambiguomse&ch scene a particular musical category is
investigated, whether by design or spontaneousdsy. | have not used a tone-row, nor are thayecantral
themes or leitmotifs.” Henzéusic and Politics57. Despite this statement, Oehl’s dissertatioKonig Hirsch(ll
Re Cervdis based on an exploration of motives that relatehiracters and situations in the opera.

Elegyfor young loverss the exception among the operas from 1955-1@6bhich Henze admits that
instrumentation, limited to a chamber ensemblec$fthe composition through the association dftiinsents with
particular characters. This idea is akin to the afdeitmotivs.
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will emphasize the need for an analytical approach that takes into account &ty ehtitenze’s
complicated textures. Similarly, his understanding of the relationship betexdeand music
will be linked to analytical discussions. The duality of truth-untruth, artiedlaery strongly in
both operas, will be pursued to discuss how Henze interprets these ideas musically.

In elucidating the dramaturgical issues in the four operas chosen foudlyishet analyses
will focus primarily on three aspects of Henze’s compositional method: theerad his ever-
present tonal allusions, his idiosyncratic twelve-tone treatment, and hifsestri@xtures that
consist of contrasting musical materials. Chapters Two and Three willntcatesonll Re
CervoandDer junge Lordwritten at each end of the decade considered here, to clarify how
Henze creates focal pitches and key areas without using the conventions ofritmal $e
orchestral preludes of the two operas and several other numbers will exdraplibppositions
are established through the simultaneous use of several pitch-collectioggrégades) and
contrasting stylistic elements (a persisting compositional technique woitks studied). In
relation toCervoinfluences from his adopted homeland will be studied in order to account for
stylistic and formal features of several closed numbers.

Chapters Four and Five, ber Prinz von Hombur@gndThe Bassaridsespectively, will
focus on Henze’s attempt to unite twelve-tone writing with tonal allusions. Intteewanrk,
the two rows assigned to the protagonists will be examined to determine theait anpihe
musical textures and the dramatic context. Henze’s characterization ttittare of the work
in terms of symphonic forms will be scrutinized to provide an alternative exgaribét gives a
more logical account of the musical events and the drama, particularly irstrradivement. In

both operas, the underlying dramatic element is the conflict between two diffenddtviews,
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which the analysis will articulate by drawing attention to the contrastungjcal idioms used to

interpret the opposition.
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Chapter 2. Analyzing Henze’s Operatic Technique:
Tonality and Chromaticism in Il Re Cervo.

In Il Re Cervo(1952-1955), the earliest of the operas examined in the present study, Henze uses
the duality truth-untruth as the underlying dramatic force in the developmentmbthelhe
statues tell King Leandro that they are going to warn him (with theihtatigevery time
someone lies to him. But towards the end of the first act Leandro destroydube stathey
cannot reveal the untruths of his lover Costanza. Similarly, when Chancellagligalearns of
the magic of the transformational spell — originally given to King Leandeoliés saver — and
uses it to change into the king’s appearance, the real king is transformed iigto a sta
Based on a fable by Italian dramatist Carlo Gozzi (1720-1806) the librettotbfebeact
operall Re Cervowas written by Heinrich von Cramer (who also provided the revised 1962
version). As the first opera written after Henze’s permanent move tpthialpower struggle
that takes place in the opera, against the backdrop of fairy-tale imageshafainghd
supernatural surroundings, reflects similar elements found in dramatic woBazzi3 In
developing the varied musical expressions in the opera Henze relies upon the dehtiami
form the core of the plot: Leandro’s lyrical singing, particularly in thesadantrasts
unambiguously with Tartaglia’s recitative style. Likewise, the vocdlmgrin Checco’s and
Coltellino’s canzone differs essentially from the frenzied and plaintivid epBcollatella’s

outcry in many solo sections.

39 My analysis ofl Re Cervais based on the revised 1962 version, which isiderably shorter than the original.
In its original version, premiered with extensivescin 1956, the opera was callédnig Hirsch(The Stag King— a
large-scale opera that lasts more than four hodven the revised and abbreviated version consistere than
two and a half hours of intensely varied music.e Tévision included writing substantial amount efvimaterial,
abbreviating certain sections, and replacing bladksusic. The finale of the second movement weagrked as
the Fourth SymphonyA new speaking part, the magician Cigolotti,ueesl that the plot, which was necessarily
compressed in the revised version, was still cohgmsible. Henze insists that even though the ed\dbiort
version somehow works, he still prefers the oribugasion. The original version was premiered 814 at the
Stuttgart Statsoper, enjoying great success.
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Thus, personae in the opera are delineated through musical characterizatior] evizie
sees as a hecessary component of music theatre: “Without chardoteramabpera, will not,
cannot work.*® This remark is a commonplace opinion of operatic writing, and it does not
illuminate compositional matters. Even when Henze provides a clear-cut ¢homabsntent in
the use of particular musical technique, as in the caBerolPrinz von Homburgliscussed in
chapter 3 below, his explanations are not always corroborated by furthereanahis remarks
about this and similar issues are often clouded by his political involvement, pensdraher
concerns, which, despite their possible impact on the music, explicate litthenis of specific
musical and dramatic issues.

Nonetheless, it is questionable whether Henze uses categorically difieiecal languages
to depict different characters. As the following analyses will try tooshestnate, there are
scarcely any passages in his music that can be identified as tonal inienahdegnse —
harmonic progressions are limited to the most basic cadential formulae ssddraad 1V-V-I
progressions. The abundant tonal allusions are skeletal (as a rule with onutied)@and
constitute, almost without exception, one part of a layered texture that inclutessting
musical materials. Even when cadential ideas are resolved expecteglprehmpset by sudden
turns to contrasting key areas to avoid long term harmonic stability. Maey & sense of key
focus is created exclusively by blunt statements of fundamental elerhémstonal system,
such as an unembellished bass line and emphasis on contrapuntal rules — for instance by
emphasizing the leading-tone. Frequently, Henze’s textures contain majorooraggregates,

but lack harmonic ideas to support the implied keys. Similarly, Henze’s use of toeére-

O Interview between Hans Werner Henze and lan Smasf“All Knowing Music: a Dialogue on Opera,” Der
Komponist Hans Werner Henze: ein Buch der Altenr®pankfurt, Frankfurt Feste '86ed. Dieter Rexroth

(Mainz: Schott, 1986)1140. Even though the quote is from 1986, two desafter the end of the period chosen for
this study, the ideas are strongly linked with HEazarlier music (including operas) as well.
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method is often blended with tonal implications that hide the use of a predetermiaeticzobf
notes.

Quite often Henze’s musical textures frustrate a straightforwalytiaabapproach that
would justify a labeling such as tonal or twelve-tone music. In some cases/emtional pitch
collection or scale is used without highlighting a key area or centeringitcha Even though
pitch content of a specific key is present in these examples, they are not orgateret iof
conventional chord progressions necessary to identify the music as tonal.e Brespégue
presence of voice-leading procedures, such passages are often obscurdthiig rhyt
displacement and chromatic writing that contains contradictory elementseirediflayers of the
musical texture. In other cases the music centers on a specific pita@dpwithout involving a
diatonic collection, to create the sense of a key-center through brute repetdismgle musical
element. Hence, following other twentieth-century composers, Henze uses norganalto
create passages with a tonal sfdnt.

The differentiation between centricity and pitch-collection/scale/aggrenas necessary to
analyze Henze’s twelve-tone technique as understanding his ever-poas¢alltisions. An
important aspect of his serial technique is the repetition of notes or segroantsrow to
create focal pitches. This method of twelve-tone composition is used partisulechssfully in
Der Prinz von Homburg@ndThe Bassaridgexamined below), but it is already presenil iRe

Cerva* Typically, the overall feeling in Henze’s textures is always dissonarthelpassages

“1 For a general ouline of centricity and referentiallections see relevant chapter in Joseph NuStRst-Tonal
Theory 2" ed., (London: Prentice-Hall, 2000): 112-144. Amdhe composers whose tonal sounding music is
considered in this book, Berg and Stravinsky aréiqudarly important in studying Henze.

2 Henze talks about unpleasant experiences duringrésparations before the “premier” of the origimaid longer,
version ofll Re CervoentitledKonig Hirsch with extensive cuts in the hands of the famousloctor Hermann
Scherchen. The premier seems to have sufferedefioan the cuts as from the reactions of the $piecs:
“Pianissimo passages were drowned out by mockingiiger, and there was constant howling and whggstlin

Henze Bohemian Fifths140. Stuckenschmidt gives a more positive viéthe events and talks about a 25 minute
long quarrel between the enthusiastically applagidiajority and jeering minority who screamed “wenva
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with tonal allusions the tension between tonal ideas and the dissonances remain loi@nforta
while in the contrasting sections the level of dissonance is intensified.

With the compositional approach embraced in the operas discussed in this study, Henz
moved away from musical modernism of the 1950s and 1960s. Incidentally, this was akso a tim
when he devoted much time on genres neglected, or rather intentionally avoided, by other
Darmstadt composers: “The developments of the early 1950s resulted in a sodioi difvi
labor:theygot the electronic studios and the late-night programest the symphony concerts
and opera house$> To some extent Henze was influenced by all musical styles that became
fashionable in the 1960s and 1970s. Yet, a great percentage of his output consists of

symphonies, concertos, ballets, chamber works, sonatas, and not the leadf operas.

2.1. Tonal allusions and stratified textures in Il Re Cervo.

Il Re Cervoopens with a dissonant texture that is made up of traditional compositional element
Partially associated with Scollatella’s aria that follows, the pretiggects the storm that rages in
the midst of preparations for the coronation of the new king, Leandro. Despite thetedntra
texture, segments from the prelude, particularly the thirds and the block chimidsipehe aria
(discussed below) and suggest a continuation of the idea that is present frony tregirening.
Devoid of twelve-tone elements, the intensely dissonant opening sets anchor inadtructur

continuity consisting of 1. closed symmetrical unit, bounded at either end by Ighiedlscalar

Lohengrin.” Hans Heinz Stuckenschmidt, “Romant&sc@pern-Surrealismus: Henz€8nig Hirschin den

Berliner FestwocherMelos23 (September 1956): 289.

*3 Hans Werner Henz#jusic and Politics — Collected Writings 1953-19&hns. by Peter Labanyi (London: Faber
and Faber, 1982), 46-47.

*4 The catalogue from 1995 names more than fifte@masp(not including various other works for thegsjaten
ballets, nine symphonies, and over twenty conceBes Andreas Krause, edans Werner Henze: A Catalogue of
Works 1946 — 199@Mainz: Schott, 1996). His last opdrépupa oder der Triumph der Sohnesliebempleted in
2003, was premiered in Salzburg.
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segments, 2. ascending parallel thirds in balance of descending oneshatdal transition
between prelude and aria, and adherence to rhythmic patterns, 3. fluctuatinghgix¢hiower

register (see Ex. 2-1).

Example 2-1.11 Re Cervg Act |, Scene 1. Dense and layered orchestral texture.
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The overall harmonic ambiguity of the prelude is a consequence of the stratifiestiai
texture. Not only the superimposition of contrasting musical elements but atscct#sonal
sparkles of inner conflict in the layers create a vibrant musical surfagesudr, the analytically
meaningful collections in this passage do not create focal pitches or key laegadentity gets
blurred and cancelled out because of the overabundance of musical ideas in fieel $tettire.

In the uppermost register the parallel thirds are initially based on wholeateetions (one
complete and three partial). Lacking in clear harmonic focus and a definit¢hgsa waves of
thirds nonetheless suggest a major-minor conflict, no matter how minute, with E-G#Ganad E-
the climax of the two phrases — a segment of the first phrase precedesrired EHG; and
confirms the opposition.

While the analysis of the overall sound world of the opening phrase by itself bétikfit
from interpreting these collections or segments in one way or another, it batleotle basic
compositional elements of the musical texture, used elsewhere in Henzetscopetiag, and
creates a connection with the aria that follows. The descending pdmatielat the end of the
prelude, immediately before Scollatella’s aria, reinstate one layke g@irelude, this time with a
clear goal implying D major as a focal key (see Ex. 2-2). Yet, despitertttedominant
emphasis with the thirds D-F# and A-C# in m. 38, a conventional resolution that would validate
the claim for D major is delayed. When the D finally arrives in the bass, it be@foeal
pitch through mere repetition. Even so, the D tonic, which is the root of the emphatic pedal
chord at m. 40, and also the goal of the entire passage, is complicated by the block Giord (F-

B-C) in the woodwinds and the brass, while the strings suggest D major.
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Example 2-2.11 Re Cervg Act |, Scene 1, mm. 37-40. Allusions to D major.
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HenzelL RE CERV(QO 1958 by Schott Music, © Renewed, Revised ver@d®91 by Schott Music, All Rights
Reserved, Used by permission of European AmericasidvDistributors LLC, sole US and Canadian agent f
Schott Music.

Nevertheless, because the entire chord is confined to the same registanesfretations of
the sonority also seem plausible. With the D and the F# as the lowest and the C agste high
tone of the chord, it can be construed as a dominant seventh chpraitBits fifth omitted,
superimposed upon its tonic (G), which itself can be interpreted as a dominant sheemiloic
C). Itis only when the upper voice moves to C# n m. 46 that the D is stabilized as tokix. (see
2-3). However, when the C# finally resolves up to D, the expected melodic goal ofdée voi
leading in m. 50, Henze complicates the harmony further by the descent in thelagsdal D
down to C, by the presence of the leading tone C# in the same chord, and also by guggestin
strongly. The root of the chord in m. 50 implies C as tonic, with a minor-major conflicidgeca
of E in mm. 46-49. What is more indicative of C as tonic however is its dominant-seventh chord
(G") in complete form in the same sonority. In fact, the compléteaS been used in the

passage as a pedal chord starting in m. 46.
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Example 2-3.1l Re Cervg Act |, Scene 1. Initial phrases in Scollatella’s accompanied by block

chords.
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Chordal summary of the orchestral accompaniment in Scollatella’'s aria
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Neither the D major-minor nor C major-minor duality is coincidental; theg Weth present
from the beginning in the orchestral prelude. The segment of the paratislttiat was
identified as C major collection at the end of the first phrase contradictsheith of the chord
in the middle register. Moreover, the opera sets off with a forceful Eour different registers.
In retrospect, the scales, chords, collections of pitches, and voice leading thaCh{major or
minor) can be explained as one important ingredient in a dense and complicated nxisieal te
with occasional allusions to tonality. Ambiguity of pitch or key center in the opening results
from the superimposition of simple musical ideas such as parallel thirds belgaxéhs to
create highly dissonant textures. Yet, such a dynamic musical texture iscapséd reflects
both the storm in the forest and the turbulent state of affairs in the kingdom.

From a dramatic perspective the opening fulfils several important functioren dksious
instance of pathetic fallac$f it projects Scollatella's complaints into the raging storm in the
forest in the midst of the preparations for Leandro's coronation. In this senserthe stor
character of the orchestral texture reflects Scollatella’s #drstiate of mind. Scollatella craves
to become queen — she is terrified by the thunder, but retains her composure thanks to the
strength of her ambitions. The same is true for her double Scollatella I, vigooalts upon in
her looking-glass. But the storm also reflects turmoil in the kingdom. Tarisaglham to the
throne triggers his deceitful trick later in the opera, where he gives Costaazmer to kill
Leandro. He fails in his plan to get him murdered, but succeeds in assuming the Kirgs's pow
to impose a despotic rule in the city. This power struggle that is an important etérrenplot

advances in the backdrop of the violent atmosphere created by the tempestuous mudsst. The

“5 The opening thirds of the orchestra can furthecdresidered as the juxtaposition of scale-segnféfsinor and
D melodic-minor.

“6 Coined by the English author and art critic Jolusk, the term pathetic fallacy refers to ascgbiluman traits
to inanimate objects. Discussed in John Rusdimdern Paintersvol. iii, pt. 4, 1856. Modern edition: John Ruski
Modern Painters(New York: Knopf, 1987).
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scene is connected with the short orchestral prelude in the second act, The Wood, whgh evoke
sounds of the forest and highlights the supernatural and magical aspects of th& bpera
dramatic link between the two acts is further emphasized with the presencdate8a, who

thinks she is queen, and Tartaglia, who tries to kill Leandro without success.

2.2. Twelve-tone strategy in 1l Re Cervo.

Il Re Cervoabounds in layered textures made up of conventional musical materials. From this
perspective passages that combine twelve-tone materials and traditisiadInadeas within the
same texture are particularly significant. In the existing hibeesattempts at clarifying Henze’s
use of twelve-tone techniques reveal method limitations. In a doctoral dissertanarkable

for its scope, Klaus Oehl embarks upon an extensive motivic thematic analyste @ervo*’

Oehl correctly observes that even though Henze uses a twelve-tone r@as, at fisle in

incomplete form, with skips and alterations. Yet, his classification of the tivzematerials for

sole purpose of finding dramatic continuity results in irresolvable asssatiat depends on
forced relationships between thematic ideas. One example should sufficedédeifies a
complete twelve-tone row, which he labels as “Scollatella/Power-neidtéd to the “Power-

row” of Tartaglia the chancellor) in the woodwinds in Scene 2 (see Ex. 2-4).

“" Either with the intention to establish continuitith the Wagnerian opera tradition, or in a techhiense in the
absence of an alternative analytical method, datthssertations that concentrate solely on a singkra by Henze
include meticulous thematic explication.
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Example 2-4.11 Re Cervg Act |, Scene 2, mm. 181-185, “Power-row” (identified by Oehl,

2003).
P;sl 1 2 3 45 6 7 8 9 10 11 12
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Several objections can be made as to the usefulness of twelve-tone analygiassdbe
examined. While it is true that a complete twelve-tone melody is predéig point, its
relationship to the other elements of the musical texture is ambiguous. This stsvaesxpart of
a dense texture that includes, in addition, the dissonant vocal line of Tartagliastimadidbass
line, the persistent parallel major thirds in the violins, and the brisk chords — maimiyoh
superimposed with a C diminished-chord with its leading-tone added (see Ex. 2-5¢ Henz
commonly uses two isolated pitch-collections or chords to create ambiguity actcanfl
highlight a dramatic moment in the plot HifrRe Cervoas well as other operas undertaken in
this study, such as the love dueDer junge Lordexamined below. However, in this case the
musical texture is too dense for the triadic opposition of A minor and C diminished-ahords t
become audible (in the second and the thirds acts, particularly in Checco’sveeat@tcurrent
use of conventional triads appear in more direct and lucid textures). An incompletglathyl sl
erratic statement og form of the Power-row in the bass adds another layer to this already thick
texture and creates a counterpoint with the complete statemepnt &, Bhe fifth pitch of4, is
stated in a different register as part of the invertédnidjor chord, and the row is cut off after

pitch 8.



Example 2-5.11 Re Cervg Act |, Scene 2, mm. 180-187. Complete twelve-tone row in
context.
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Example 2-5 continued.
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Textures like this, appearing to celebrate an overabundance of unrelasedodézn
important features of some continuity. It is not insignificant that Tkatagocal line is
independent of both the twelve-tone material in the woodwinds and the bass, the conventional
sonorities in the brass, and the parallel thirds in the violins. These layersie@ocasionally,
but don’t share a common structural basis derived from twelve-tone rows. In m. 182, the
connection between Tartaglia’s whole-tone vocal-line and the thirds in the violin can be
explained in terms of whole-tone collections. The Scollatella-row is close farisomy whole-
tone hexachords — onlytB the fourth pitch disrupts this:bEA-B-(B b)-D b-G-F and F#-C-D-E-

G# (Bb) or the ordered forms B-BEb-F-G-A and C-D-E-F#-G#-(B). Likewise, the thirds in



33

violin mm. 182-189 prolong the whole-tone idea of the row-opening as motivic elements and
create a long term rising arch encompassing @darked in Ex. 2-5). Hence, Tartaglia's whole-
tone vocal line in m. 182 is a variation of the whole-tone string material and cadatiesvith
the rest of the texture in terms of interval structure.

It is tempting to argue that dramatic continuity in partt e Cervodepends on the
complete and incomplete forms of the row that is used sporadically. Oehl trigsbicsbsuch
a kinship between the twelve-tone row and the so-called “Power-motif,” heardiratdse
earlier in the scene and argues for semantic connotations in the musiclestiamesf

Tartaglia’s irritation (see Ex. 2-65.

Example 2-6.1l Re Cervg Act |, Scene 2. Head notes of Tartaglia’s vocal line based on power

row.
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8 Klaus OehlDie Oper Kénig Hirsch von Hans Werner Her{8aarbriicken: PFAU-Verlag, 2003), 127.
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This emphatic four-note segment (the first four pitches of the row) can be \uitke
Tartaglia; but identical pitch-content is insufficient compositional tool bgwto create the
implied association, much less convey the semantic essence of the situatioric#ilyaly
highlighting one aspect of a given musical texture in an opera this way ougbiitei the
requirement of dramatic power; but returning only once (Scene 5 in Act B,itheo consistent
use in relation to Tartaglia. Justifiable as symbol of Tartaglia’s thggower-motif has a very
distinct melodic shape in Scene 2 (see Ex. 2-6); when the complete statemenbwfdppears
within the dense texture, Henze changes the melodic shape, thus rendering nuihtbé cla
dramatic force of four-note segment.

In Act I, Scene 5, in an ensemble that includes Leandro, and Tartaglia,cBaddiad her
doubles, the “Power-row” does emerge again as a purposefully used compositionateaal.m
Leandro wants to test the ladies’ loyalty by asking which one of them would be thetshde
were to marry one among them and die to leave her a widow. When the statues sigint tasla
promised, to warn Leandro of the untruth of the human world, the ladies get puzzled and fail to
give an unambiguous answer. The descending tritonrA i the choir of ladies in m. 128 and
the complete twelve-tone row in the string-accompaniment unmistakably remirligséether of
initial gesture of the “power-row” (see Ex. 2-7). Henze distributes thqstof the row in the
vocal lines and the orchestra and the melodic curve in the unison choir further riet¢aasic¢
compositional unity of the passage by joining together the head-notes of thetinadven\-

diminished and G-major triads.



Example 2-7.11 Re Cervg Act |, Scene 5. “Power-row” re-emerges in Scene 5.
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Immediately following this vague reference to the power-row, Taategterates the same

two-note idea, the head-notesHA of the row, accompanied by the power-motive in the bass

with rhythmic variation (see Ex. 2-8).

In a sense Henze uses the twelvenxtoas r

constructional unit in an unpretentious and direct way. A strong four-note group depicts the

character, Tartaglia, locally and establishes continuity; the two lbead-{cf. Ex. 2-7) associate

it with the choir of ladies. But the row is not used as a leitmotiv that is consisdeaticiated
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with Tartaglia throughout the opera and therefore has nominal value in the dramdnale.

Yet, as a distinct element of the musical texture it helps communicate to theaudispecific

mood locally and highlights the power struggle that unfolds in the opera.

Example 2-8.11 Re Cervg Act |, Scene 5, mm. 129-130. “Power-motive” reiterated in
Tartaglia’s self-absorbed pondering.

Tartaglia: Fur sich.
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2.3.  Chromatic writing in Scollatella’s aria.

A comparison of the twelve-tone writing in the analyses above with Scallatatia in Scene 1
confirms the hypothesis that in Henze’s operas musical textures are mor@airhpocreating a
desired dramatic effect than specific thematic materials derigedriows. Scollatella’s vocal
line in the very first number of the opera is not identified as a twelve-tone rowhblas; even
though Henze employs the twelve-tone pitch vocabulary of the arioso melodic éine as
“expressionist” resource, without following dodecaphonic or serialist princgpliesly. It is not
based on a complete twelve-tone row; notes are repeated before the fulggitehase of the
row is used (see Ex. 2-9). More importantly, the row is not consequential — the owesiathl
texture is not determined in any significant way by the row [CHEG\F#-D#-D-B-Bb-D b-(C)-
F], nor is this row related to the power-row mentioned earlier (cf. Ex. 2-7). Anchtglyrthe
orchestral texture clearly opposes the vocal line, partly because opé#atae fortissimo pedal-
chord on D, alternately played in the strings and the wind instruments with rhytigmiand
emphasis. But layered musical textures and simultaneous use of contrasticey ieas
characterizes Tartaglia’s solo in Scene 2 as well (see Ex. 2-5 abomednlif a coincidence that
the row in Scene 1 is incomplete (or almost complete). In both instances the royvaroolf a
texture that consists of varied musical materials.

A relaxed use of the twelve-tone techniques has been correctly identified asndialess
element of Henze’s compositions from the beginning. Even in earlier works, sihetastt
Violin Concertofrom 1947, where he used twelve-tone techniques more diligently, Henze treated
the compositional method was far less strictly than many of his contempdtaHesappears to

have been preoccupied with the potential any compositional technique offers, and to have used

9 SeeDavid John Symons, “Hans Werner Henze: the Emergeha Style,'Studies in
Music 3 (1969): 35-52; Hansjorg Pauli, “Hans Werner Hesiftalian Music,”Score(1960): 26-37.
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them for dramatic purposes rather than as purely musical constructsertaislg important to
demonstrate that Henze treats the 12-tone system in his personal way. In&genmsportant
however, to determine the place of this system in Henze’s music acguratel

In this sense identifying Scollatella’s vocal line as a twelve-tomesraseful to the extent it
clarifies Henze’s depiction of different characters in the opera. When dliat8ita’s aria is
considered together with the orchestral opening, it seems incompleteitd tlestanalysis to the
vocal line only, particularly because the thematic material is not use@iamativ in this case
either. What is more revealing and more interesting is the way this ah&enicorporated into
the rich and varied musical texture. For instance, in Scene 1 there is a longftaonitia
motion in the bass, which, after the emphaticii m. 1 of the prelude (cf. Ex. 2-1 above),
moves down to D in the static D-pedal chord in Scollatella’s aria, further down thG wery
brief C minor in m. 50, before moving up to Bh mm. 62-66 (see Ex. 2-9).

Example 2-9.1l Re CervoAct |, Scene 1. Cluster tetrachords of parallel thirds, descending
bass line B-D-C in the orchestra, incomplete twelve-tone row in Scollatella's voeal li
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Example 2-9 continued.
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Example 2-9 continued.
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Hence, despite the lack of textural support through functional harmony, as in toralanusi
the use of a discernible pitch-collection, as in the love-dugemunge Lorgd Henze establishes
Eb as a focal pitch in the bass, as part of a skeletal long term harmonic idea. In mmh&7-90 t
bass alternates between D arndltefore it settles on C immediately before the next segment of

Scollatella’s aria starts with the C pedal (cf. Ex. 2-10).
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Starting in m. 51 Henze changes the orchestral accompaniment radicalbhdayng the
static dissonant chords with scale segments of parallel thirds, a minor seaomdnmth) apart
(e.g. B-Gb and E-G, B-Ab and F-A). And by superimposing these conventional elements he
creates a highly dissonant musical texture where the layers of thersoéilan overlap to create
clusters made up of two tetrachords of identical interval content, a minor secan®ap@a-A-

C and D-F#-A#(B)-C#(Db) in m. 51, B-Gb-G#-B and E-G-A-C in m. 52, and so forth, (see
Ex. 2-9). The sudden change of orchestral texture contrasts with the assertivénbidskaad
creates a background to Scollatella’s with the plaintive phrase “Die §fdeltersauft sich
noch! (The whole world is drowning!).”

Henze talks enthusiastically about Stravinsky, particularly his nealgssriod, as a
continuous source of inspiration, even as late as T89Bgpetition of block materials and
juxtaposition of sharply contrasting materials, which are characteglstitents of Stravinsky’s
music, surface constantly in Henze’s compositions as well. The first periodlEt&ta’s aria
reflects such influences through the use of the emphatic D-pedal sonority armtihehards
that result from fluctuating and overlapping parallel thirds. These creatdaunits that consist
of repetition of a basic idea such as triads and parallel thirds. More impqréanaiggain
following Stravinsky’s model, Henze suspends the harmonic motion, which is an indispensable
component of tonal music.

At the same time Henze challenges the Stravinskian compositional technsppelposing
Scollatella’s vocal line, written in a radically different style, abdneerepetitive materials in the
orchestral texture. Even though this aria is essentially expressionistida, and sets off with
an almost complete statement of a row, it is free from the systemictrest of tonality, or

twelve-tone music. In fact, it is plausible to argue that this vocal line tewin a free-tonal, if

%0 Henze Bohemian Fifths58.
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not twelve-tone style, which Stravinsky derided initidflyHenze’s compelling differentiation of
the vocal line from the orchestral texture creates the impression thalelw the orchestra is
more than simple accompaniment. In fact, the orchestra reveals the tifttigysituation, and
the alternation of the scalar passages in thirds with block chords depict the storesatather
background to Scollatella’s aria.

Before the second period of the aria begins the bass-line moves down to B which feads fur
to the very blunt C-major idea in the bass. In the second period of Scollatefid'keare

creates a more transparent texture, which nonetheless consists of sgeesaiflaontrasting
musical materials. Fifty two measures of pedal C major is peribdingrrupted by § and V

chords to provide forward thrust (see Ex. 2-10). However, these functional chordsdaas ase
ostinato, and create a background above which more dynamic musical eventizeatdtiis
hardly appropriate to use the term tonal or functional harmony, because the caorals a
consequential in that they do not affect what is going on in other parts of the texétiie.théir

local register, they do function as minimal syntactic units. When the second pdhedof
ends, the C-major ostinato |, V, anp fades out.

Henze occasionally uses such rudimentary tonal ideas to create a desiedit @féawt, and
as a rule these passages are accompanied by contrasting musicalsnategalstinato in
Scollatella’s aria is akin to the blatant C-major passa@®emunge LordAct I, Scene 2,
(discussed below), depicting Luise, the not-so-talented-but-conscientiou®hibedBaronin,

practicing her scales on the piano. In both instances the compositional technioul@isrsthe

*1 Henze recalls with enthusiasm his first encouni#it Stravinsky in Rome: “For the first (and lasthe in my
life, | knew beyond a shadow of a doubt that | wethe presence of a living legend, a figure of mystatus. |
was privileged to sit beside the composeTio¢ Rite of Sprind-es Nocesand theEbony Concerto The hand that
had writtenLe rossignol andTheRake’s Progrestouched mine. Henz8gohemian Fifths129.
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sense that a tonal idea as brazen as the C major is disrupted harmonicallyoaichityel

through the use of contrasting musical materials.

Example 2-10.1l Re Cervg Act I, Scene 1. Layered texture in the second period.
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Example 2-10 continued.

Scollatella
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Example 2-10 continued
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Similarly, against the backdrop of the C pedal-chord in Scollatella’s amae-spreads an
intricate web of dissonant sounds, which is gradually intensified. While the woodaviddke
brass continuously contradict the tonal background the vocal line carries on witindimatc
melody that differentiates Scollatella from the rest of the texture, akéshaéear her intent to
win the King’s hand: “Bin ich nicht ganz so schon, ich bin noch schon genug! Fur einen
koniglichen Hahn aus meines Vaters Stall die beste Henne. (Aren’t | reallyfbk | am still
beautiful enough! The best hen from my father’s hen house to a royal cock).”

Moreover, the orchestration itself supports the delineation of these confligasy— whereas

the bass and the harp sustain the pizzicato C-major music at a soft level in threluatkidpe
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assertive wind calls in f to ff jut out in the foreground to reflect the turbulencdeateimines

the dramatic action in the scene. The march-like quality of the passags feom the
regularity of the background material jntime and the occasional rhythmic impetus provided by

the triplets and the accents in the winds. After the stormy music in the intamdubis

procession music sets up the stage for the inauguration of the new king in the sesend sce

2.4. Influences from lItaly: vocal style and charact erization in Il Re Cervo

A recurring theme in Henze’s writings is the influence of his move to dallyis
compositions? As an eclectic composer it must have been only natural for Henze to incorporate
musical impressions and impulses he received from a new environment withndlifferscal
styles and a different musical tradition. Nevertheless, it is unsound to éxgiettte experiences
of his new homeland replaced his previous musical background and understanding as a whole.
In an article orll Re CervoWolfgang Schwinger questions whether Henze is right in saying that
this opera reveals the influence of Italy and asks whether Mozart, WatnaeissS Berg, and
even Weill do not dominate his musical thinking, rather than Monteverdi, the Itahaore,
Donizetti, and Bellinf?

Henze acknowledges the influence of the German musical tradition, spetiposers, and
even specific operas. But he also speculates about the influence of a new envirbalyent,

his compositional practice. Certainly, his accounts hardly represent ancahébyik at specific

2 Henze moved to ltaly permanently in 1953, firsEtwio d’Ischia, and then to Naples. The specifitthese
events are discussed in part in his autobiogr&gheminan Fifthsparticularly in pages 115-150. A shorter
account of this segment of Henze's life is provideMusic and Politics50-56. See also Klaus Geitellans
Werner HenzéBerlin: Rembrandt Verlag, 1968) for a concise bagdy and a survey of the composer’s
compositional career from the 1940s to mid-1960s.

>3 Wolfgang Schwinger, “Aus Herzenlust. Im Ubermadarginalien zur Urfassung von Henzé8nig Hirsch,”in
Der Komponist Hans Werner Henze: Ein Buch der Alger Frankfurf ed. Diether Rexroth (Mainz: Schott,
1986), 106.
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musical issues. Henze’s observations appear, rather, as emotional reactioceddorvehat

must have seemed to be an urgent need to find living conditions which would allow this aspiring
young composer in his late twenties, to leave behind a social reality heatssagth the

painful experiences of the war-era, and welcome a promising new social cerbexéw

possibilities.

With the faded melancholy elegance of a former capital, an incredible mofture
metropolis and village, Paris and Chicago, an architectonic trauma, a stdge rfoyst
sensitive but also the most sentimental human behavior, the most delicate and the
coarsest, the wisest and the most impertinent, Naples seemed the appropriate
environment for the jettisoning [of] all possible convention and caution, and any excess
of counterpoint and esotericism, and for responding with a similar openness to the
spontaneity and directness to be found in everything Neapolitan. The melodiousness of
the language, faces, and the colors of the sky and the sea lead to transformdtens in t
psyche without one having to do anything except let it happen.

Henze’s fondness for Mediterranean life, and particularly for, kislgs not originate from a
single source and does not manifest itself in a single upshs.Franco Serpa points out, the
characteristic Italianate elements in his music coexist in a compistable, and, changeable
relationship with other ideas and other cultural inclinations. As my analyseaoflko’s and
Coltellino’s arias below will show, it is occasionally possible to trace dindoences from
Italian music and singing tradition that manifest themselves in an obvious wagze’'slenusic

from the fifties and early sixties. Yet, they seldom become the only ex@esstde in a work,

** Henze Music and Politics66.

%5 |taly also seems to have attracted an unusual euofiartists at this time. Franco Serpa talksuabiwe vital
musical life in the early 1950s in Italy includisgveral performances of WagneRsg Des Nibelungeim the
same year under several outstanding conductorsasuEhich Kleiber and Wilhelm Furtwangler, as veslother
rich concert activities, which point to a vibramtigtic environment. He also points out the urdedble number of
artists who came to Italy from all corners of therld for short or long stays. Franco Serpa, “Hemzé die
mediterrane Kultur,” iDer Komponist Hans Werner Henze: Ein Buch der Alger Frankfurt ed. Rexroth,
Diether (Mainz: Schott, 1986), 275.
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section, or even in a short passage. Serpa appropriately warns against the @ssoabpti
Henze’s works written after his move to Italy somehow reflects a kind ofslyrior
melodramatic content typically associated with Mediterranean musittate®® He argues,
further, that it is hardly possible to point out particularly Italianate etesin Henze’s music
that emerged after his emigration, and that these elements, if one cdiy itlenti, are already
present in the works written before his move to Italy.

This is a difficult matter to examine because the premises of the inquiry dimwdbafine
distinctions between what is Henze’s ever-present compositional mannerisrhatrchw be
recognized as influences from a new musical tradition. As a rule Henzeespeith broad
categories, both in his compositional endeavors as an eclectic composer, and irelas pros
writer. Consequently, his compositional method is derived from roughly defined dicgestom
such as tonal allusions, relaxed twelve-tone treatment and similar traditieasl

Concerning the discourse Henze uses to speculate about the influences, §eagily is e
skeptical. He argues that the terms such as “operatic style,” “melodistly,” and “southern
musicality,” which Henze defines as Italian element$ iRe Cervo should be considered as
conventional and comfortable criteria, which, particularly when used by the cenipoself,
do not clarify much® This is not necessarily so. In determining the value of Henze’s own
writings for analytical and historical considerations it is necggsamention the nature of these
writings and the purpose behind their existence in the first place. A considavdie of
Henze’s collected writings consist of reworked versions of interviews, pragsées, and
similar journalistic discourse attempting to control response arisong erformances of his

works, within a musical environment dominated by the modernist avant-garde. Obviously,

*% Serpa, “Henze und die mediterrane Kultur,” 275.
" Serpa, “Henze und die mediterrane Kultur,” 286.
%8 Serpa, “Henze und die mediterrane Kultur,” 275.
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Henze does not aim for musicological precision in his approach to musical, socialticalpoli
issues related to his compositions, and he never indulges in analytical cormidetafiut in
the careful analysis of his compositional processes Henze provides valuablaimorabout
the reasons why a certain vocal style or a musical texture has been agedtain point in an
opera. Thus, when the composer himself appreciates specific details in swdhikeances
from a specific musical tradition, these should be accepted as such, partiCalaalysis
corroborates the claim.

Arguably, the influence of Italy and Italian music, about which Henze takxstlosiastically
in his autobiographical writings, cannot be determined with absolute certaintgrtiNgess,
several numbers fromhRe Cervg including Checco’s canzone in Act I, Scene 2, Coltellino’s
aria in Act Ill, Scene 2, both analyzed below, contain stylistic elemstsiémand attention
through an approach that takes into account speculative aspects of compositioical ptact
the other hand as, as the consideration of these numbers will reveal, Henitasntredthe
canzoni resist straightforward formal or harmonic analyses of tradigteralents, as much as
they resist any twelve-tone analysis.

In Checco’s canzone, where the so-called Mediterranean influence® stidaze
nonetheless challenges the listener by creating a discrepancy betweecalheelody and the
fragile guitar accompaniment. He does not try to make a stylisticafaggyraditional music of
the region, but rather create associations with his experience of this traglittba tiramatic

purposes of the opera.

9 Henze's reticence on analytical matters has besttioned in the literature. He refrains from eriggdn a
discourse that attempts to elucidate the techdietglils of his works, or speculate on the signifazof his work
within a larger spiritual or metaphysical framewout his prose often contains a poetic flexigjligxpressivity, in
which the subject he discusses is treated with phetécal distance. Discussed in Ulrich Dibeliudghzes
asthetisches Selbstportrékéfelos32 (March 1965): 69. Oliver Knussen talks abbetdame attitude in an
interview that exposes Henze’s unwillingness tk &dout specific compositional details in analyitieams.Hans
Werner HenzeMemoirs of and Outsideprod. Dennis Marks, dir. Barrie Gavin. 89 mintifaus Musik, 2003.
DVD.
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For the most part these canzoni are extensively improvised in text and melody, to the
point where the originals are no longer recognizable; they are variantgoapui

enigmatic compositions, dating back hundred or thousand years, made up of quartertones
— magical intervals that can hardly be captured in our notation. To create something of
this kind oneself — something that sounds neither artificial nor clever, but leaves its
imprint on the world, accompanied by no more than a few plucked guitar notes that are
scarcely meant to leave the empty [open] strings — this turns out to be a singular
adventure?

Checco’s vocal line contains patterns that accentuate a simple melodic farinenéathe span of
a fifth, E-A, is established as the thematic foundation of the canzone, with thcessue
statements of the same melodic framework (see Ex. 2-11). Even though the imipralisat
vocal writing in this unmeasured number justifies Henze’s charactenzatihe genre, the
guitar accompaniment is certainly more than simply “a few plucked notesfirgy a counter
force against the vocal line with its focal pitches and sonorities. In éftatte’s compositional
method in Checco’s canzone is similar to numbers analyzed above. In the firphttases E
and A are established as focal pitches, without using tonal procedures. Instead, Henz
emphasizes E by repeating it at the very beginning, by assigning it the longegalues in the
three phrases, and by bringing in the leading-tone D# frequently.

At the same time, in the first part of the canzone, both the vocal line and the atocoenpa
are based almost entirely on the E-minor aggregate — the only incompatible pitishcontext
is the occasional B. It is the tension between the pitch-collection in the background and the
focal points created as surface details that creates the specific mooetodGmumbef! In
this sense, the accompaniment does not provide harmonic support, but creates a puhaway fr

the vocal line with the A-minor and C-major sonorities in the guitar accompanirfdemtever,

%9 Henze Music and Politics58.
%L In the present study the term “minor collectioafars to any of the three types of minor scales.
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even though the accompaniment reiterates the opening melodic substance of theevaidl |
particular emphasis on the upper and lower neighbors F and (the leading-tonejsD#.
noteworthy that the A-minor sonority that was stated empathically in the beagho@s not
return at all later in the canzone. In hindsight, the E-minor and C-major aggragpear to be

more important in defining the focal keys than the root-position triad.

Example 2-11ll Re Cervo Act Il, Scene 2. First part of Checco’s canzone (unmeasured).
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Example 2-11 continued.
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Once again Henze avoids a cohesive harmonic motion to establish tonal references — both A
minor and C-major triads become focal sonorities through mere repetition. yohabl
prominent A-minor chord in the accompaniment is stated only in the beginning, and it is
interrupted by the dissonance D#, before being replaced by the inverted C-majorloher
sense the vocal melody is unaffected by the change of focus in the accompammekttinor

to C major. The accompaniment is not meant to imply a modulation to a new key — C major is
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stated as bluntly as A minor, with four successive repeats of the very sdare,gesch ending
on B, the leading-tone of the new tonal center.

Henze accentuates the arrival on the sustained G (last line in Ex. 2-11) using mattkiveg
simple overlapping statement of the open strings of the guitar, E-A-D-G-8d€campaniment.
Even though this resonant sonority includes the E-minor chord, the successive fourthst iater
comfortable arrival of the tonic. It is only towards the very end of Checaozooe that Henze
places a root-position E minor in the guitar, while the vocal line ends on a C. e tb&ai
uncertainty of the tonal idea by the sporadic use of the E-minor chord within in thiedemof
the solo guitar part that includes nothing other than the C-major aggregai (2e#2). Even
at the very end, the ambiguity remains unresolved because of the fermata onrpedigeated

E-minor chord, and the final C in the accompaniment.

Example 12.11 Re Cervg Act Il, Scene 2, m. 49. End of Checco’s canzone.
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Henze creates a very transparent texture in Checco's canzone, partlg tlexaus
accompaniment is limited to a single guitar, and partly because the dissonamain at a
comfortable level, even though several suggested key areas constandie shrimusical
surface. It seems plausible to consider associations between the canzbeaand’s aria in
Act |, Scene 2, analyzed below — they have a lucid musical texture and contaadltmnans in
the vocal melody and the accompaniment. It is important for dramatic continaibothanake
extensive use melismatic melodic lines and both emphasize E minor as a key focus.

The contemplative and dreamlike quality of the text and the supernatural eventsntsath ce
elements in the plot, makes the ambiguity of the tonal regions in the music apptopthate
dramatic needs of the situation. Checco is given the secret of magicanraatsin, which he
is to pass on to King Leandro. But Tartaglia finds out about the spell, and uses it tortransfor
into Leandro’s shape, but the king himself is changed into a stag. The ambighéyanal
ideas in the canzone is noteworthy, because it sets up the double-chordal discour$i¢ in Ac
Scene 2, where the transformation of King Leandro corresponds with double-vision on stage.
Duality of musical language in general is an important featulleRe& Cervo a quality that is
achieved through the use of contrasting musical languages, as well asraoudtase of
several pitch-collections or focal pitches that confuse the tonal perception.

Some sections i@ervodo benefit from twelve-tone analysis, or rather the identification of
twelve-tone series in the musical texture. Even though Henze creates hisebventome
strategies, as all other composers who exploit the technique, and usebli,fleid important

to clarify how this unrestricted practice becomes part of Henze’s vocgbuitathe opening of
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Act I, Henze uses what Oehl identifies as “Forrest-row” to build up a twehe<€hord in the

tutti (see Ex. 2-13%

Example 2-13.1l Re Cervg Act I, Prelude, mm. 1-7 the “Forest-row.”
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When the curtain rises to the accompaniment of the overlapping twelve-tones of the row, i
reveals the characters of the lively ensemble in Act Il. Based on theaiad Bt the tutti the
following contrapuntal texture that foreshadows important aspects of Henzk/s-toee
treatment perfected in later operBgr Prinz von HomburgndThe Bassaridsdiscussed below
in chapters 4 and 5. It consists, in addition to the F# pedal that is always prelseriortytbar-
long prelude, the repeated chromatic gestuseD-(C#) and the analogous diminished
sonority G#-B-F in the inner voices, the tetrachotdA&=B b-G in the horn (see Ex. 2-14). Even

the following F-Ab in the upper register can be explained in terms of loé the row.

%2 0Oehl, Die Oper Kénig Hirsch161.
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Example 2-14.1l Re Cervg Act Il, Prelude. Contrapuntal writing based on the “Forest row.”

8, . 9 10 E S P D et
== o — — e ST
L3 1 [ I i'_._| ;P b b f—\ ﬂ':

Clar. \:i__:_/ L—T f r ‘7' bLf -; bra® | q:ﬁ‘ki‘_!f b F’i& g

i \__—_':'EI]

123458 7

Clar basso (¢ Pemea T~  P—
M T 3l ) J\j: e 4_@
- D e kil [ H&t
Arpa, —— — = —_—
Co g — = =

e 70 F -

P e G
- 1.Wo|A’g 5 e . } X —
pfls- | Sig p pro>p o bppopoopp ipporrseas
\J 4 c':gu,_zwol_ru-) [ : &

1 2 Obl
e O~ =
== : T =— e
e —

HenzelL RE CERV(QO 1958 by Schott Music, © Renewed, Revised ver&d®91 by Schott Music, All Rights
Reserved, Used by permission of European AmericasidvDistributors LLC, sole US and Canadian agent f
Schott Music.

As a compositional tool, the repetition of the small units derived from the row doeates
events that become important in the musical texture. Likewise the use of dhedbes of three

row-forms simultaneously focuses the attention on gestures based on fiftBs,-Eb, F-C-F,
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and E-B-E. Notably, the head-notek,E, and E of these gestures define a simple chromatic
three-note collection associated with the identical collectior2D in m. 8. In a sense Henze
breaks down the implications of the row to create a pull against it by focal nakestexture
through repetition of pitches and gestures.

The forest scene is important in establishing long-term musical cohdnmahcertesponds
with the plot. By creating a multi-layered musical texture in the begirofidgt I, Henze
recalls the structural complexity of the prelude in Act I. He repldeesonstantly active and
forceful music of the opening that depicted a storm, with a more static, though moranpregn
music that depicts the mysterious sounds of the forest. In terms of compositiohet ptiae
difference between the two passages is nominal — the musical matéhiafofest-scene is
derived partly from a twelve-tone row, the orchestral introduction to the opera is not.

Concerningdl Re CervoHenze argues that he tried to develop a vocal style, which was not
derived from an existing model, but corresponded to the dramatic idea presentx thwe tles
framework each character should have a distinct expressive mode corresporftng to t
charactef® How such a task would be handled and the conditions under which the result will
gratify the audience and the experts alike are not self-evident. It migateb €laim, though,
that musical characterization as a topic was entirely alien to tsecaconcerns of the musical
avant-garde, in serialist as well as aleatoric music, which gained momentinefifties. For
composers who took a radical stance against elements of musical compositieoaied the
past, even the idea of an adaptation of literary works for an opera was questionabde. Pier

Boulez, for example, argued that composed literature (referring to litegiara) was sterile,

% Hans Werner Henze, “Meik6nig Hirsch” Melos23 (September 1956): 243.
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and that an operatic text had to be specifically written for the music theatasusgexted the
very idea of “setting a text to music” and preferred a more neutral “makéngfuke text.®*

This approach was already apparent in Boulez'Marteau sans Maitrifom 1954 (written,
incidentally, during the time Henze wrdtdRe CervQ, where the text serves “as a kernel, the
centre around which the music crystallizes.” In this work, there is onlgsatiative connection
between the text and the music in terms of indirect refleétiddenze’s accommodation of tonal
allusions, as well as the Italian canzone ih&®e Cervocontrasted equally strongly with
Karlheinz Stockhausen’s abstract use of the voice and the @xiseng der Junglingd 955-
1956). At the time, Stockhausen’s idea of considering the text as a purely atrelenent of
the musical texture would have been unthinkable for Henze — even a text so well-known to
German speakers as the Book of Daffiel.

Repudiation of classical forms was considered as a significant asgiezipokt-war avant-
garde that interpreted Anton Webern’s twelve-tone music as its model.rderHEimert’'s
article that was published Die Reihe Webern’s works from Symphony op.21 onwards, were
considered to be the rejection of thematicism, and formulated as the foundation ofthe post
Webern stylé’ Debatably, the argument was flawed as a justification for the adoption of his
musical aesthetics. Concerning the persistence of classical forbemM@mmments that in

twelve-tone music tonality as a harmonic system was discarded bugttemgrelse has

8 “Nicht vertonen, sagen wir lieber verwenden.” RéeBoulez, “Sprengt die Opernhauser in die Lubt¢tr Spiegel
21 (December 1967): 169. Concerning the rumorstthavanted to write a work for the theater, Bowdays such a
project would attempt to conceive of the text amelmnusic reciprocally. This idea is reminiscenSefgei
Eisensteins suggestion to consider film music apasately after the finished movie, but as an natiegart of the
creative process.

% pierre BoulezQrientations trans. Martin Cooper, ed. Jean-Jacques Nattieadtn: Faber and Faber, 1986),
341.

% As mentioned above, Henze eventually incorporateavant-garde techniques into his compositions.

" Herbert Eimert, “Die notwendige Korrektulie Reihe 11(1955): 35-41.
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remained.®® Elements of classical form, that is, thematic structure, and formalyenes
inherited from the tonal tradition and were controlled in new music by twelve-toae ithenze
was critical of the attempts to appropriate Webern's ideas to promoteitthstssgenda and
distanced himself from what he considered as a “misinterpretation of his [M&}lzesthetic
and, indeed, of his technique and its motivation and significdfick.is a notable aspect of the
Darmstadt ideology that, while Boulez, Stockhausen and followers promoted a debake
with tradition, they still relied on the aesthetics of a pre-war composdremvan whose works
traditional compositional elements existed in the most concentrated forrhlpd%si

Thematic ideas are essential in Henze’s music; particuldiliiRenCervomelodic ideas are
vital in portraying different characters. Melody, Henze observes, is destaatiegorically and
no more regarded as a self-evident musical element by composers of hisigefera Il Re
Cervothe expressionistic qualities of the thematic make up of Scollatelia’sécene 1 are
strikingly different from the tonal and melodic structure of Leandro’siar&cene 4. Similarly,
Tartaglia’s dissonant vocal line, which is further accentuated by the em{iPaer-motif,” is
markedly different from the Checco’s canzone in Act 2, which is characteyzbe lsimple
guitar accompaniment and the lyrical, ornamented melodic lines.

These characterizations do not recur as leitmotifs later in the opera. eldfehes power-
motif, for instance, which is indeed directly connected to Tartaglia, is drtot&cene 2 in Act I.

Henze’s use of this technique is akin to Alban Berg’s similar use of speci§icahideas

% Anton WebernPer Weg zur Neuen MusiR/ienna: Universal Edition, 1933), 46.

%9 Henze Music and Politics43.

" For a detailed discussion of the persistenceaglitional formal elements in Webern’s work withitist context
see Leopold Spinner, “The Abolition of Thematiciand the Structural Meaning of the Method of Twelarne
Composition,"Tempol46 (September 1983): 3-9.

" Henze, “MeinKonig Hirsch” 243.
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associated with particular textual details within a limited context in2&kZ? In Il Re Cervo
too, there are specific musical details that are developed for the dramptsgmiof the work in
a specific scene. Therefore the melodic style connected with a chasawatethe only thing that
ensures that the dramatic content is comprehensible. It is virtually imgossifferentiate, for
instance, the vocal styles in the canzone sung by Checco, the musician who iKiogjive
Leandro the secret of the transformational spell to save his life in Actdlthe one sung by
Coltellino, the would-be assassin, in Act lll. Both characters are sutanbs-buffas to the
accompaniment of a single guitar, and both are lyrical canzoni. Musicatwharation inll Re
Cervois invoked both by specific musical ideas within a scene, and by the long-term dramati
action in the opera as a whole. In order to emphasize the conflict that is inhenenpliot t
Henze creates well-defined ideas, either thematic or melodic treamsan Tartaglia, Leandro,
and Scollatella, or stylistic ones, as in the canzoni. In the development and oasuftite
conflict, he relies on general stylistic elements, and refrains from tstnging Leitmotivs>

In a general sense, characterization of the sort usiedenCervais constantly present in the
operas considered in this study.Oar junge Lordthe music of the lovers is obviously, maybe
too obviously, differentiated from that of the Lord (the apeRan Prinz von HomburgndThe
Bassaridghe pull between tonal allusions and chromatic material is very often respoasible f
how the dramatic action unfolds. But these two types of musical mategaaistagxplicitly
related to tonality or twelve-tone music. Henze seems to be reluctant theinstener

passages that comfortably fall into one category or the other. Rather heespéthin the gray

"2 George PerleThe Operas of Alban Berg: WozzéBlerkeley: University of California Press, 1989%, Perle

does not categorize such dramatic details as Wkzz&lawohl, Herr Hauptmann!” as Leitmotivs.

3 Der Prinz von Homburgto be discussed in Chapter 2 below) is an exaejti this sense. The symbolic elements
and the music of the first scene returns in thiedesne of the opera — but this is an idea inhénethie plot and
highlights a problematic aspect of Heinrich voni&iis literary work as well as Henze’s opera.
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zone between these two worlds to create contrasts, and to advance the drama. tae bame
said for his most chromatic music as well as for his canzoni.

Henze’s claim about being influenced by his move to Italy requires, thera@tergion as
worthwhile clues for investigation. It is a radical move to discard a compasan writings as
insignificant, or at any rate, unreliable utterances as far as @aalytnsiderations are
concerned. Likewise, itis a rigid argument to imply that a composers owngsriespecially
the kind of suggestive prose Henze indulges in, has little to offer to an analyticabavestof
his music and compositional activities. Quite on the contrary, it is this sugmesss, together
with other features of his writings that gives important hints to elucidatednklsas a composer.

Henze opens his 1996 Lecture, with an outmoded speculation on the creative compositional

process that indicates a clear contrast with contemporary concerns.

The process of artistic creation is hedged about with mysteries. We don’t know — the
creative artist himself doesn’t know — how this or that picture arrives on the canvas
how a piece of music comes into being. The most important thing is beyond the reach of
rational scrutiny, and that is why the only things we can ever talk abousarenigortant
aspects such as the nature of the works that have actually come into being, e conti
to come into being, in this mysterious wély.

This characterization is in fact as true for Henze’s compositional endessvitris for a more

strict compositional method such as integral serialism, which represenedrgrae position

that Henze rejected in the fifties and caused ultimately to distance hensedy. Even the

slightest amount of compositional choice made by a composer contains a cedairt af this

uncertainty in the compositional process. In the work of a composer who so overtly eegphasi

them, they are crucial for an adequate analysis.

" Hans Werner Henze, “Language, Music, and Artistiention,” The Prince of Hesse Memorial Lecture 1966
trans. Mary Whittall (Aldeburg: Britten Pears Libyal1996), 3.
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Perhaps the problem arises because of a puritan attitude on the side of theho#gcs
methodological tools are short-circuited by the constant stylistic tardsnze’s operas. It is
certainly legitimate to ask whether the influence of moving to Italy urggoharal stylistic
change in Henze’s compositional output. Even Franco Serpa’s nuanced and insightfuhapproa
seems to be too puritan to clarify and confirm Henze’s claims that the influedeesl were a
result of a newly found freedom in his acquired homeland. If analysis confirnzelddelief
that his compositional method in the works under discussion can be associatediamhtétal
elements, then it should be considered as such without expecting that these elamesie @

entire score.

2.5. Tonality and characterization in Leandro’s aria

Leandro’s aria in Act | marks an abrupt stylistic change and separatastrtiver from
everything that precedes it. This dramatic turn of mood results from the jukitapo$
contrasting elements that is characteristic of Henze’s music. Untihtiraent, even the
sections that contained traditional elements were constantly in conflicbtligh layers of the
musical texture. For the first time in the opera Henze creates a numbsrétatively uniform
in terms of its use of consonant sonorities, and more transparent in terms of rengical t

King Leandro, who has spent most of his life in the forest, sings his farewellaioinas,
his best friends, in an expressive aria accompanied by expressive sonoditiigtanic writing
with strong tonal allusions. The vocal line is particularly revealing froomal pperspective,
with phrases that are regular in structure, each one clearly defined aneédedoktarts with
two parallel phrases each of which rests on the upper neighbor of the final tomevbatadter

a melismatic articulation including the upper and lower neighbors (see Ex. 15e tWéhilrst



63

phrase is anchored in B, and resolves to A after the melismatic figBfr&-G, the second
phrase rests on A and it resolves to G after the melisma A-G-F#. In fact, tteaieke here
suggests G major, particularly because of the leading tone F# resolviegdv@cto strengthen
it as a focal pitch. As a strong contrast to the dense musical texture of cogtrassical
materials in the beginning of the opera, Leandro’s aria has a thin and feagiieetwhere the
accompaniment reinforces the thematic makeup of the vocal line in the uppermostbiee b
resolution B-A in the first phrase, and A-G in the second. In the next two pataitses,
Henze creates melodic ideas that are more chromatic and rhythmioca#lyhesitant. The third
phrase hovers around B before it arrives at the F#. Finally, the last phrasdidttperiod in
this aria indicates E as the tonal center; the D# resolves twice to E, dhe sae arrives not in
the vocal line but in the orchestral accompaniment.

These four phrases define a descending scalar segment A-G-F#-E wiihahtanes,
which together with the leading-tone D# indicate E minor as a key center comlyelithe
leading-tone is not resolved in the vocal line but in the orchestra (see measisas Ex. 2-
15). Moreover, the arrival of the tonic in the treble in the fourth phrase is supported by
functional harmony, where a rhythmically forceful dominant chord resolves tavandt chord
in the orchestral texture. Once again, the clarity of the progression is tarrtesllb and G as
the two lowest tones of the dominant, though it is plausible to interpret this sondhgy as
superimposition of the E-minor and B-major chords, with the common tone B omitted. Itis
significant from a hermeneutical perspective to interpret the tetrach@d#-E as a reference

to the conventional use of descending motives as signifier of Idment.

> Examples abound both as descending bass lindsastio Monteverdi’éamento d’ArianngPurcell’s “When |
am laid in earth,” as well as motivic elements.®. Bach’sB-minor Mass
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Example 2-15.1l Re Cervg Act |, Scene 4, mm. 14-23. Descending tetrachord in Leandro’s
aria.
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The accompaniment to Leandro’s first two phrases doubles the vocal line in thariceble
highlights the B-A and A-G descents. However, identifying these chords provenorbe
problematic in terms of its relationship to the vocal line, particularly within amnér
framework. Most of the sonorities in the progression include one pitch that conyplloate
analysis (see Ex. 2-16).

Example 2-16. Characteristic sonorities that accompany Leandro’s faseghrTriadic ideas
are complicated by additional pitches.

In hindsight, it is compelling to interpret the first chord in the example as a oowiGty, E
minor. If C is considered as the root of the first chord, then it can be interpretedagsr-
seventh chord on VI in E minor. But the next chord, which is an augmented, second inversion
chord on the lowered second scale degree, F-A-C#, has no functional value within this context
Nevertheless, the following chord, together with the A in the vocal melody, streunggiests a
dominant seventh chord in E minor (despite the sixth of the chord that complicates the)sonority
which is interrupted once again by the inverted C# diminished triad to complicateesttonal
resolution. Because of their high register, the tone color created by tnesatianal chords
seems to be more important than their harmonic function.

Dramatically, the unstable harmonic motion reflects Leandro’s hesitaod. A touch of

melismatic writing, which Henze talks about in his memoirs as an influence fsoacduired

"% In the original version dkénig Hirschthe harmony is further complicated by the contrtidg pitches in the
bass. But, because of the large distance in exgibiis analysis would still be applicable by ddesing the bass as
a separate layer in the texture.
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country Italy, permeates the aria and creates musical continuity, in the@stimstral
introduction of the aria, in the vocal line, and ultimately in the intricate orchésttate as a
whole. Before the second period of Leandro’s aria starts, the strings ethalateensity of the
vocal line by playing a variant of Leandro’s first two phrases. Functionaldmy is not present
even though Henze seems to hint at several key areas strongly; the axiacts ia permeated

with chromatic writing, with clear tonal allusions.

Example 2-17.1l Re Cervg Act |, Scene 4. End of Leandro’s aria.
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Towards the end of Leandro’s aria Henze recalls the key focus of therfirsh@ancessant

leading-tone D#, together with the C# in m. 77 and m. 82, suggests E minor once again (see Ex.
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2-17). And just as in the first part of the aria the leading-tone is not resolved in thengca
but in the accompaniment. Nonetheless, Henze conceals the resolution by adsignirey |
celesta with its indistinct sound. To obscure the sense of a cadence, or of anyctypeusion
in E minor, the descending line E-C#-G# in the celesta connects Leandro’s heantosic of

the statues.

2.6.  Truth-untruth duality and double-vision on sta ge.

Scene 4 closes with a short number in which the two statues promise the King withied wa
every time someone lies to him. This section is separated from Leandrorsitgisimple
melodic and rhythmic construction. In the hazy, tonal sounding music of the two statues H
depicts the supernatural world that is perceptible only to Leandro. Arguadlyontrasting
musical characterization of Scollatella and Tartaglia on the one hand, amttd,eahecco,
Coltellino, and of course the statues on the other, creates an easily disceamtagadeffect of
opposition. Thus, through the starkness of this compositional method, Henze consisterstly force
the listener to associate tonal allusions with the good and twelve-tone or dissosagépadgth
the bad. But this is a “fairy-tale” opera that allows a straightforwaferdiitiation, without
becoming artificial.

Inll Re Cervoan important topic that explicates scenic action in a general sense is the
musical counterpart of levels of reality contained in the fable. Leandro is involveditothe
real world as part in the power struggle in the kingdom and with the supernatuchthwough
his capacity to communicate with the statues. The duality of truth and untruth, thaupiesc
Henze in all the operas chosen for this study, is directly linked with the workirigssaf two

worlds in Cervo. And the musical texture reflects these levels of realityumaer of ways.
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First, the magical realism of the talking statues is separated fronotteeaf actions, with
strikingly different music characterized by rhythmic regularity anthioaic simplicity. Second,
the music of the statues contains an inner conflict that could be regarded as aesadr-pr
compositional technique in Henze’s operatic output: the bitonality or the superpesit&ral
pitch-collections — the simultaneous appearance of the 3# aggregate anuitier Bggregate
in the music of the statues in Scene 4 is more than a coincidence.

At crucial moments in the opera, Henze uses both tonal opposition and clash of tonal and
twelve-tone materials to underscore a dramatic idea: conflict betweatsafdourths and the
diminished seventh in the vocal line while Coltellino chases Leandro in Act Il, Scéme
superimposition of the Eand A-diminished triads, the polychordal texture in Act Il, Scene 2
that centers on the secret of magical transformation all depend on this tedbnidpaenatic
effect. In passages where the musical texture includes two distinct tmagicimultaneously,
it is tempting to use the more customary term polytonal, but the term implies yrarels are
established through the use of traditional harmonic progres<iddenze uses them consistently
as static units and establishes their significance through repetition only. tifeg@iexpression
of such effects is reached with the concurrent use of two root-position triadslih Scene 2,
examined below, demarcating the cardinal moment in the opera where the ldeafifsed as
Stag by the Alchemists, and as King by Checco. This double-vision on stage, crutial for
resolution of the power struggle lirRe Cervg explains why this opera is dominated by the

duality of musical expression and doubleness and ambiguity of (tonal) perception.

" For a recent discussion of polytonality see, faraple, Peter Kaminsky, “Ravel’s Late Music and Beblem of
Polytonality,” Music Theory Spectru@g, (Fall 2004): 237-264. See also Gerald Ladeuyrice Ravel(London:
Phaidon Press, 1996). A discussion of the relateid, stratified musical textures will follow beloin the analysis
of The Bassarids
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Despite its simpler texture the music of the statues nonetheless holds an inio¢aoohf
ambiguity because of the superimposition of major and minor modes (see Ex. 2-18). @nce aga
a sense of key focus is achieved through the use of a pitch collection rather thandlinct
harmony. In this passage the arpeggiated pedal is based entirely on theaBrmiaoir scale
and uses, in fact, every note of it. Another layer consists of the melodies of the ttatseng
in parallel thirds that underline their dramatic function in the opera. The remali@mgres of
the musical texture can, for the most part, also be explained in terms of ahédmeeggregate
suggesting A major, although A is not a focal pitch in the passage. Esserteatlyptkey areas
coalesce to create sonorities that are conventional, even though they do nofiaintaythe
implied key area — the E-major chord in the example, for instance, is misplahadanB-minor
environment. Its obvious function within A major is not fulfilled either; it stands, madlsean
independent sonority that accidentally emerges from the simultaneous usenaf théetrent
key areas.

Example 2-18.1 Re Cervg Act |, Scene 4, mm. 87-96. Marked sonorities indicate
conventional triads.

4 9 T T i #I I | T 'Y |
y 40 = y 3 I i y 3 T T o o o i Y
53] — e — # e -
D) Wer fragt. wird kei-ne Ant-worter - hal -  ten. Wer lauft, 3H aggregate
b 4 [r—— T T
7 - y 3 T T 7 J p—— ] I T [ Y T
e Py I | Y 1 1He o o g | T—IN
N Q) J i . . W [ =
Wer fragt, wird kei-ne Ant-wort er - hal -  ten. Wer lauft,
fo——" I i - — — y ]
ANV I I ] ! I T
J e v |
9 L l L l 1 {{ | B-minor
y A 1) fa > Ha o te o
H- U = I aggregate
'Y @ | & [ - il LA mn »

B minor E major D major



70

Example 2-18 continued.
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Even though Henze says in his writings that he has not used a toneHrBe @ervo
techniques that are strongly associated with dodecaphonic music abound and peoti@ade se
of the work and exist side by side with tonal allusions. Particularly in pasesatipea specific
dramatic import, Henze makes use of these techniques to full effect. In Aah@ lseehere
Coltellino follows Leandro from a distance with a pistol in his hand, the stringsrédte the
urgency of the situation with chordal structures made up of fourths, diminished fifths, and
seconds (see Ex. 2-19). The diminished seventh arpeggio of the vocal line in mm. 74-76 collides
with two contrasting sonorities in the bass — the E-minor triad that repepieolls on D#, and

the F#-major triad that rests on G# — to obscure the clarity of the harmonic ideas.



71

Example 2-19.1l Re Cervg Act Il, Scene 1. Tremolos intensify the effect of the dissonant
chords.
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Leandro’s melody here is stylistically different from his solo in AdMith its hesitant
character, the vocal line lacks the appeal of the first aria; this eldtteusical texture persists
until the arrival of the E minor at m. 124 (see Ex. 2-20). This is a magical momecttlirtiAat

is separated from the dissonant environment with its traditional sonorities, ahgHigy
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Scollatella’s words: “Ich bin eine irrende Konigin (I am en erring QUéeme astonishing
effect of the E-minor sonority is not prepared in any sense in its immediatarsdirg, and
creates a sudden change of mood. This number is a duet between Leandro and& aoithtell
the forte E-minor sonority recalls Leandro’s aria in the first act, \wghsame emphatic E-minor
chord — it is also linked with the E-minor pitch-collection in Checco’s canzone ih. Alct this
way, Henze creates long term harmonic uniformity associated withla shmaracter in the
opera. But, the very next sonority creates a harsh contrast to the E minohewith t
superimposition of E major and A-diminished triads. The momentary i the bass further

complicates the sonority (in a similar manner to many other chordal sesiatuthe opera).

Example 2-20.11 Re Cervg Act Il, Scene 1. E minor within dissonant context.
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Example 2-20 continued.
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From a dramatic angle the clash between E minor andigor is apt, because it forcefully
suggests a conflict between the characters in the duet, even though the tone betwextthis
moment is rather friendly. Despite the use of eight different pitches in mni.2B24he
dramatic force of the passage does not depend on serial materials. Howevemltheesoc
contains conflicting ideas that complement the chordal opposition in the accompaniiment
starts with E-B-B, the head-notes of the “Forest-Row,” which is interlocked with thenihor
arpeggio (B-Eb-F#), to be followed by two phrases in a sequence of descending melodic
gestures — melodic shapes in this short passage are reminiscent oél&slfast aria in Act 1.

Conflicting tonal centers in the vocal line reflect her continuing anxietytandhakiness of the
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harmonic background in the orchestra provides a coherent texture that also ecinoes’se

presence.

Example 2-21.1l Re Cervg Act Il, Scene 2, mm. 1-5. Overlapping E-major and D-seventh
chords.
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Juxtaposition of chords in Act Il, Scene 2 advances the plot not by signifyingcspecif
character but rather by depicting a general mood. The pianissimo E major ahtie &inflicts
with the D seventh chord (its third, F# arrives in m. 4) in mm. 1-4 (see Ex. 2-21). Irstheca
of conventional harmonic progressions, it is appropriate to characterize Hexheigtie in this
case as polychordal to clarify the strong sense of a key center, createti thevagnultaneous
use of a sustained E major, and a repeated and arpeggiated D-major chord.céméhis s
Cigolotti wants to give Checco, the melancholy musician, the secret of magrsdbtmation,
which he can pass on to the king and save his life. The effect of the juxtaposition af the tw

chords reveals something ambiguous, however. Henze says that “the music always@rews
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than the lyrics that are being surf§."Checco’s recitative confirms what is already implied by
the conflicting sonorities that create an atmosphere of anticipation: “Iah fiddletwas
Schones in der Nahe ist. Aber ich kann’s nicht sehen,” (I can feel that somethitifybisa
nearby, but | can’t see it).

Example 2-22.11 Re Cervg Act Il, Scene 2. Voices of the forest interrupt Checco’s
recitative.
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Checco’s recitative is interrupted three times by the Voices of thet Biieeshoir) who tell
him to open his eyes. Once again Henze uses a polychordal structure to achievg af fee
expectation, and one more time Checco’s recitative confirms it: “Wenmfalaehe, bin ich
wieder allein,” (If I wake up, I'll be alone again). Supported by the vibraphbeehoir sings

“Du muf3 die Augen 6ffnen (You must open your eyes),” to a repeated B minor, even t@ugh t

8 Hans Werner Henze, “All Knowing Music, a Dialogme Opera” interview by lan StrasfogBler Komponist
Hans WerneHenze, ed. Dieter Rexroth (Mainz: Schott, 1986%.13
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E of the tenor confuses the clarity of the sonority. While the E of the mandolin supports t
tenor’s intrusion, the glockenspiel creates a mysterious feeling bygapeag the B-minor
seventlthord at the distance of a minor-second to contradict the B minor of the choir (see Ex. 2-
22).

The turning point in the opera is, as mentioned above, the return of the King as Stag that is
prophesized in an ancient legend, to restore peace in the city. The superimpositidwof the
chords, in the sighing of Checco and the alchemists, that are a minor third ppeatesthe
chaotic opening of the first scene of Act 3 and the revelation of Stag as Kinge théhil
alchemists see it as Stag, Checco recognizes him as the King. TheesLBtaninor chords in
the strings contradict the E-major and the E-major seventh chords in the brassttthdepi

duality (see Ex. 2-23).

Example 2-23.1l Re Cervg Act lll, Scene 2. Repeated E-major and B-minor (+ D#) triads.
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To mark the return of the real king, Henze assigns Coltellino, the unsuccassfeten one
of the most captivating arias of the opera, accompanied only by solo guitar. Bothahkneoc
and the accompaniment in Coltellino’s aria conform to Henze’s depiction of the Naapolit
canzone as a type of song that is highly “improvised in text and in melody.” Heas®dal
line is highly ornamented and modulating, with unexpected harmonic formulationsceadad
turns, while the guitar part consists of a thin texture highly reminiscent of €h@amzone in
Act Il (see Ex. 2-24). Henze is exceedingly careful in creating aatieloounterpoint to the
vocal line, and refrains from disturbing its melodic clarity; the guitarrapemiment only
compliments, and never intervenes with the vocalfine.

Example 2-24.11 Re Cervg Act 3, Scene 2. Superimposition of the triads conceals and
complicates harmonic texture.

89
o)
A ] T ] e d |
Tenor f—& i t ol ® i [ —— i |
ANIY ) i )  A——— I ]
%) Y I
sein Kleid, sein
3 3 3
‘—l—\ . I,._
. o S I
Guitar %) i o Py I
3
F+ and G+ C+ and D- (or B 07)

HenzelL RE CERV(QO 1958 by Schott Music, © Renewed, Revised ver&@d®91 by Schott Music, All Rights
Reserved, Used by permission of European AmericasidvDistributors LLC, sole US and Canadian agent f
Schott Music.

In the opening of the aria, Henze uses two chords that consist of superimposeal tnajds

second apart (a minor second in the latter polychordal sonority if the B in the voéal line

" In this sense the writing is quite similar@eei Fragmente nach Hélderlifor tenor and guitar from
Kammermusik 195®&ith the reserved lyricism and frugal accompanitmen
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considered as well). For the most part Coltellino’s aria is based on thekehitggragate,
without emphasizing C as a focal pitch or harmonic area — neither as a porgoéssads in C
major, or as a single C-major chord. The only time it is stated as a triad firstth@version, it
is superimposed upon a D-minor first inversion chord. In the last nine measures @ therar
are no chromatic deviations from the white-key aggregate. Neverthekessusical context is
not tonal in the traditional sense of the term. Even though triadic constellatioas appe
ubiquitously they are mostly concealed by several means. The marked segtherarpéggios
in the example generates D-minor, E-minor seventh, and F-major chords, butdelisfs
confirming C major through traditional tonal syntax (see Ex. 2-25). Rather, theyicbée
alluding to tonal music without subscribing to the essential premises of gsnsybe rhythmic
displacement of chord tones through constant arpeggiation conceals verticahideasfuses

the sense of triadic construction.

Example 2-25.1l Re Cervg Act Ill, Scene 2. Parallel thirds in Coltellino’s aria.
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Even though conventional chords emerge from the interaction of two layers of pairdie! t
standard chord progressions that would establish a key area do not surface.edliisg¢vat
Henze employs a simple technique, superimposition of layers of paralle| thiathieve
radically different musical effects. In the orchestral prelude in theafttsHenze uses it to create
a dense and chaotic musical texture to depict the storm; in Coltellino’s amiedtes a delicate
accompaniment using the same technique.

The duet between Leandro and Costanza in Act 3 encapsulate Henze’s masteffememr di
musical techniques to achieve musical characterization — in this case throagitsvafrthe
same technique of superimposition or juxtaposition of traditional triads. Whedroeappears
as King to Costanza, the violins accompany the timid initial words with faaltt@se leading
(see Ex. 2-26). The descending violin line resolves the suspensions as expectejby thedna
minor thirds prepare the suspended seconds, which then resolve to the next major ornehinor thi
creating an astonishing counterpoint to the vocal lines. At this point in the aria, ghénex
are hesitant, befitting the uncertainty implied by lovers’ words: “Du iimash gerufen”

(Leandro), “Ich habe dich nicht gerufen” (Costanza) (You have called mee nod called you).

The major-minor duality implied in the initial sonority is reiterated in thel\imess in that
while Leandro rest surely on the E as the pivotal pitch, Costanza leans on the D, butdouches
Eb and C as upper and lower neighbor tones. The very same idea persists with Léaedro’s
still lingering on the E with its upper neighbor F or F# and its lower neighbor D, to endatin a h
step up on F. In mm. 6-7 Costanza’s melody resolves three times from G# to A sigggesti
focal point of some sort, the last one of which is particularly emphatic witthtbenatic upper
and lower neighbors Band G# — this idea was already implied in the contrapuntal decent in

mm. 4-6 where G# and B resolves to A.
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Example 2-26.11 Re Cervg Act Ill, Scene 4. Musical texture as a whole helps the
characterization.
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Using the same analytical approach developed in chapter two, the following inquiry i
chapter three will concentrate Drer junge Lord to a libretto by Ingeborg Bachmann after a
parable inThe Sheik of Alexandria and his Slatbgswilhelm Hauff. A comic opera written

during the heyday of musical modernidmoyd is remarkable for its accessible musical
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languagé?® The analyses will focus on Henzean stratified textures, tonal conflicts, afmmus
characterization, with particular emphasis on his technique of creating llasaires through
incomplete textures. The discussion on the dramatic substance of this comyngucizdissful
opera will explore a kinship with Mozart@Gosi fan tuttein terms of the development of its

characters and the undecisive and tragic outcome of its plot.

8 Abegg argues thdder junge Lords an equally suitable work to introduce secondanyeol students to opera as
Mozart’'sDie Zauberfloteor Wagner'Der fliegende Hollander Werner Abegg, “Hulsdorf-Gotha in die Schule!
Ein Pladoyer fir Hans Werner Henze’s komische @uarjunge Lorg" Musik und BildundDecember 1986):
1055-1062.
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Chapter 3. “Henze turns the clock back:” Der junge
Lord.

Der junge Lord certainly the most successful opera of Henze’s career to 1965, haslsatirica
qualities and explores several topics within the framework of the comic oaéitioti®* As in
Cervothe duality of truth-untruth is an important trope in the plot. Lord Barrat, the “young
Lord” of the title, who is presented to the high-society in the small Geromandf Hiulsdorf-
Gotha as Sir Edgar’s nephew, turns out, at the end, to be the ape from the visiismgndiite
the opera develops towards a tragic and disturbing clfa@he love between Luise and
Wilhelm, a significant element of the plot connected with this ironic idea, is eimptias
musically in a romantic idiom. As Deborah Hochgesang argues, the presé¢ineeafiple-in-
love fulfills a double function: it creates a lyrical contrast with theegquie, and advances the
plot in terms of a three-part relationship among Luise, Wilhelm, and LordtB4rit is
uncertain, though, to what extent these three characters play an equally imptetanthe
opera. Undoubtedly, Lord Barrat, the ape, is inserted into this story more as ardjstactor
than a dramatic character — the function of the character is limited tesenge as a grotesque

element that is connected to the silent character Sir Edgar who only reluataets to

81 Both Henze and Ingeborg Bachmann, the libretésteived generous fees for their great successy. litvettist
had scored a palpable hit with the help of her lt@as was soon able to defray the not inconsiderakpense of
replacing the whole of her wardrobe — with shoes#édch, of course.” Henze himself bought the lem@astelli
Romani to build his house “and paid for it with feg fromDer junge Lord” Der junge Lords regularly

performed in famous opera houses, and is recoatetiéd gramophone: “it has been seen in more ftiftgn f
productions all over the world, including threetle United States, four in the German DemocratjguREc.
Composer, librettist and title were even mentioimeckosswords.” Hans Werner HenBmhemian Fifths: An
autobiographytrans. Steward Spencer (New Jersey: Princetownddsity Press, 1999), 195-196.

82 Der junge Lords not overtly political, but it certainly contaisscial criticism in the abstract. As far as the
claims that the opera criticizes the German attitiedvards foreigners, Henze argues it is only fenidiental theme
of Der junge Lord’ Henze ,Bohemian Fifths195. Some critics went further in their crititis of the opera to argue
thatDer junge Lordwas nothing more than an artificial amusementjraelated art object, which has nothing to do
with reality. Heinz-Ludwig Schneider, “An der Wirghkeit forbei,” Theater Mosaikd 9 (1965): 4. In the same
review, Henze was also charged with returning godtiistic stance of L'art pour 'art, which in kigight is
remarkable, in view of his left wing political vieywand the overtly political character of his laterk.

8 Deborah HochgesanBje Opern von Hans Werner Henze: im Spiegel detsgésprachigen, zeitgendssichen
Musikkritikk bis 196G Trier: Wissenschatftlicher Verlag Trier, 1995)633
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socialize with other people. His interaction with the other charactets istéine second act
when terrible screams coming from Sir Edgar’s house trouble the people @ivthe t

When Barrat is introduced to the town in Scene 5, he exhibits eccentric behavior,
pronouncing vowels senselessly and citing Goethe incoherently, though $atamnchl
mockingly: “Im Deutschen liigt man wenn man héflich ist” (In German one lies to ive) 50l
This quote from Act Il of the second part of GoetHeasist— the very first comprehensible
words the ape utters in the opera — accentuates the duality of truth-untruth brmadipe
citing Goethe’s most famous work is shocking enough. But the Baroness is reaaigeo pr
anything the young nobleman offers: “Divine! Im Deutschen ligt man, wenrhiflch ist! Sie
haben Witz Mylord” (Divine! All courtesy is based on plain lying. You have greatmyi
Lord).2> Bachmann’s libretto is highly successful in establishing the satiricyjobthe plot,
which from this moment on develops towards an unresolved climax.

Regarding Wilhelm, scholars agree that he fulfills an important drarcatiuitghction. He is
the only main character in the opera who suspects Lord Barrat, and sees thrétagtdtimeSir
Edgar's manipulation of the town’s peoffelt is true that Wilhelm is separated from the other
characters in his awareness of the truth of the situation — to underscore thatnutn-duality.
But, as the final words uttered by the lovers reveal, Wilhelm’s suspicions abduatrthave
modest impact on the development of the plot or in communicating the essence of the story t
the spectators. At the end of the opera, Luise, exhausted by the torturous dahocedvBarrat

and the revelation of his real identity as the circus ape, asks her lover feef@gs. Wilhelm

8 Johann Wolfgang von Goetteaust Part 2, Act Il. Philip Wayne’s translation ogtline differs essentially: “In
German only liars are polite.” Philip W. Goetz, ethe Great Books/ol. 45, 2d edFaust: Parts One and Tway
J.W.von Goethe, trans. Philip Wayne (Chicago: Elopedia Britannica, 1990), 90.

% This alternative translation of Goethe citatiobysEugene Walter in the vocal score of the opidems Werner
Henze Der junge Lord libretto by Ingeborg Bachmann, vocal score byePEartman, (London: Schott, 1965), 372.
8 HochgesangQpern 336.
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tries to assure Luise that she has been “dreaming a terrifying dréamse’s answer confirms
that she is the one who is aware of the true nature of events: “Ich habe nicht g€t |

was not dreaming)!

3.1. Defining harmonic contexts in  Der junge Lord

Reminiscences of the duet in Act I, Scene 1 between Luise and Ida, her confidandeat the
end of the opera, is a musical manifestation of the dramatic surge instig&adtmann’s
colorful and lively libretto, which delineates Luise as the vital charactéeddpera. The short
solo in the first scene, in which Luise talks about her feelings for Wilhelmpioes diatonic
writing in the voice with sensitive (and clichéd) writing in the cello (see3EX. Even though
the orchestral texture gets thicker immediately, the cello must be conlsideleast initially, as
the significant element of the sound world that reveals Luise’s feelings.

While B minor is implied by the cadential six-four and dominant chords in mm. 162-163, and
prepared by the pedal F#, it is not established as a stable key area. F# is theabpiych in
the musical texture; the move up to A# in the cello earlier in m. 156 suggests B, which neve
materializes. Even though the B-minor pitch-collection briefly accompanies's gisort solo
Henze avoids a resolution to the tonic. And despite the unity of harmonic background in terms
of pitch content, a key focus is not set up through the use of conventional tonal means.
Moreover, the local presence of the embellished dominant sondrity(+- 15) confuses the
musical flow because it cuts into the semantic essence of the text and doesespboaorto it
structurally. By the end of the three-bar phrase “O Ida, liebste @alda, dear Ida), the
orchestral accompaniment already contradicts the pitch collection withsenant chord, D#,

Atl, Ch, C#, F#. Itis certainly possible to identify this sonority as D# diminished-segkatd
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implying E as a key area, which further complicates the prominence afi@.miVhen Luise

reveals her love to Wilhelm in the love-duet in Act Il (examined below) ther®mpitch-

collection returns as a local musical detail.

Example 3-1.Der junge LordAct I, Scene 1. Clichéd cello solo reflects Luise’s feelings.
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Example 3-1 continued.
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HenzeDER JUNGE LORDD® 1964 by Schott Music, © Renewed, All Rights Reed, Used by permission of
European American Music Distributors LLC, sole Ufsl&€anadian agent for Schott Music.

Ambiguity of tonal focus continues later in the duet, to underscore Luise'sajetthe
insinuations that everyone has noticed her liaison with Wilhelm (see Ex. 3-2). stathéder
melodic line reiterates B minor, but suddenly switches to C major, above the halfgonic
obscure ostinato bass that consists of two layers a minor-second (or ninth) ap&t:-8 and
Bh-E4-C# (Db). Perhaps the most stable layer of the texture is the C-major collectio i
ostinato in the upper-most register, which is itself made up of two distinct cagal in
terms of their interval content: D-G-E and G-C-A — presented as sivepasallel fifths. C
major was an important component of the opening music (orchestral prelude as irsll as f
ensemble). Therefore it is sound to consider this aggregate as a partiglr Cathaction.
Considered as a separate layer, the upper register is derived from the peontdlection C-D-

E-G-A. The lower register suggests a partiahinor collection, but the B in the top register
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confuses its stability. In addition, the superimposition of different collecfoyduces thirds
and sixths without a tonal focus. This way, abundant tonal ideas (or segmenésaateatified
texture with an overall effect of tonal ambiguity that foretells the adrifiat arises in the love

triangle involving Luise, Wilhelm, and Lord Barrt.

Example 3-2.Der junge Lord Act I, Scene 1. Tonal ambiguity in the duet between Luise and

Ida.
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8 |n analyzing Benjamin Britten’s musical languadelip Rupprecht discusses the concept of tonatitration,
which refers to the concurrent presence of indepenibnal regions within a musical texture. Intcast to the
traditional harmonic schemes where a single harotfomiction determines the entire musical texturaat
stratification indicates the presence of contrgskiay centers manifested in thematic make up pkaific register.
See Philip Rupprecht, “Tonal Stratification and Erainty in Britten’s Music,'Journal of Music Theorg0 (Fall
1996): 311-346. See also Philip Ruppre&hitten’s Musical LanguagéCambridge: Cambridge University Press,

2001).
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A varied form of the cello solo returns at the end of the opera to accompany therésw w
exchanged between Luise and Wilhelm. This musical idea symbolizes Leskg$ and
reveals her state of mind in the beginning and at the end of the opera with equabpowéh
different connotations. In the amusing duet between Luise and Ida at the bggicnéates a
counterpoint within the B-minor passage. At the end the incomplete cello solo trangfiiia a
dissonant texture that consists of disconnected vocal lines and a contrastisgalrtddure.
The cello line within the muddled sound world of the opera’s finale has a psychbkftgca It
reflects the events from the point of view of Luise — it reveals so to speak, vesabiym
Luise's mind®® Ultimately, although Wilhelm appears to be the character capable of §gurin
the truth about the foreigners, it is Luise who understands the frailty of printtiptegovern
interpersonal as well as societal relationships, and comprehends fullypihet wents have had
on their lives.

Here an analogy might be drawn betwBen junge Lordand Mozart’sCosi fan tuttewhich
also uses the duality of truth-untruth as the underlying dramatic force in developipigt.
Critics agree on most of the influences in terms of surface def@rijunge Lord the stock
characters from the comic-opera tradition, the ensembles, the orchestwéicnis inspired by
the effective orchestration in Mozartse Entfihrung aus dem Seradnd early German
Romanticisnt® But the association witBosi fan tuttés not discussed in detail, even though
Henze mentions it as the model he had in mind when compbsiniginge Lord’® First there

is the love triangle that inspires a psychological study of the emotionaltiofdagman

8 A similar issue in Ruggero Leoncavall®’a bohémés discussed as a philosophical use of musicfieating a
character’s psychology in Allan Atlas, “Mimi’s Dé&atMourning in Puccini and Leoncavallalburnal of
Musicology14 (1996): 52-79.

8 |In Henze discardBohemian FifthRossini’s influence imer junge Lord suggested by some critics and
musicologists. Some stylistic allusions in ther@gphave dramatic import, while others simply psradtyle
momentarily by defining a character in relationttimcally.

% Henze Music and Politics135.
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relationships in the two operas. The question of fidelity, the central theBwsofan tutteis
essential to developing the dramatic substance of Henze’s comic opeia a&/iut this idea
the plot ofDer junge Lordwould have consisted of nothing but a simple satirical trick, played on
the upper crust of the small town by the silent character Sir Edgar (loosetyadsd with Don
Alfonso of Mozart’s opera). Furthermore, these works share an element of inceregs
because the finale &brd offers nothing other than a bitter sense of uncertainty. There is no
lieto fineto the drama; the audience is left baffled and unsure of the concrete outcome of events
on the stage.

Henze also borrows gender stereotypes fEasi fan tuttén the overall dramatic plan of
Lord. As Julian Rushton argues, in Mozart's opbeafemale characters develop more than the

male characters.

Dorabella at least learns to understand her own lightness; and ‘Fra gli anspiggssts
that Fiordiligi has matured through learning the power of sexuality. Thetéesign
that Guglielmo learns anything in the school for lov&Fs.

Henze’swork can be interpreted in a similar way; Wilhelm seems to be detachedhe@adnts

and does not share the people’s fascination with the noblemen. He has only a secondamy functi
in the plot. Luise’s call for forgiveness at the end shows that she understandgelyg of the
situation, while Wilhelm cannot grasp anything. In fact, at the end of tha apthing has

changed from his perspective, all this was just a bad dream. Luise is deataimias not a

dream, and she also realizes the impact of the events on her.

°1 Julian Rushton,Cosi fan tutt¢’ Grove Music OnlinéAccessed 3 August 2006).
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Der junge Lordhas a special place in Henze’s operatic output because of the blatant use of
traditional sonorities. Critics did observe this tendency without offering apti@ahbpproach
to determine the basis of Henze’s compositional techrifqiitochgesang is correct in pointing
out that Henze’s “return to tonality” in fact happened nine years eark&nig Hirsch but that
the style Henze developed culminatedir junge Lord™® Henze’s own reactions against the
criticisms of his comic opera reflected concerns voiced in many of hisggaitiHe argued that
the tonal allusions were necessitated by comic opera as a genre — eaddyadopted by the
same critics as a justification of the musical language of the opera. nteanaw with Klaus
Keitel immediately after the premier in Berlin, Henze dwelled ondba of whether the fading
away of the comic opera tradition was a result of the abandonment of tonality inuséwy m

According to Henze gaiety and atonality were not theoretically compatible:

In the music of the Viennese School there is nothing truly lighthearted. Thisfirsthe
place is probably the result of these composers’ sense of mission, of the posti&viagne
High Romantic Spiritual World in which gaiety — to say nothing of humor — was regarded
as quite out of place. ltis true that there are moments of heavy comedy aftabpers
Berg’sLulu, but not gaiety. Stravinsky almost alone, it seems to me, managed to bring
out some humor in twentieth-century music.

In the review of the premiere Hans Heinrich Stuckenschmidt, a self-taughtamitis and

essayist, commented that wilrer junge Lord‘Henze has turned the clock back stylisticafly.”

92 Studied in detail in Hochgesarigie Opern 342.

% Hochgesang, 244. Hochgesang limits the scoperafthdy to music criticism, making only general sgks on
compositional matters.

 Henze Music and Politics136. Reworked from the interview by Klaus Keitel

% Hans Heinz Stuckenschmidt, “Textdichterin Bachmand Regisseur Sellner: beteiligt am gga Erfolg von
Henzeslungem Lord Melos32 (1965), 173. There are several articles anigwes/by Stuckenschmidt on the
premier of the opera, which differ slightly in cent. Henze’s reaction presumably targets theainigiview by
Stuckenschmidt, “Henze stellt die Uhr zurlick, Hrankfurter Allgemeine Zeitundrrankfurt] (9 April 1965), which
contains the same one-liner (cited in Deborah HgebangDie Opern 347).
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But he added that this score “was a masterpiece of compositional restotatorsidered by

the composer an ardent advocate of his music, Stuckenschmidt was making a dubious
observation and endorsing the commonly held view of musical modernism, which he shared, that
“the development of music would go straight ahead in one undeviating finéehze discards

Stuckenschmidt’s views with ironic remarks:

My initial reaction was not to read any further. Did people really think mebt=mpé

such a strong-man act, | wondered? Which clock did Stuckenschmidt mean? And how
late was it anyway? In the hearts of so many people at this time tilexristed this
espritde corpsthat demanded that every deviation from the officially prescribed rules
and regulations that were dictated by curiously structuralist progressiventhankai

were applied to both life and art with equal rigor had to be denounced and punished
without a moment’s delay?

Henze was hasty in his rage against Stuckenschmidt, who presumably used the one-liner
about turning back the clock for utterly different reasons than to pass judgment on his most
successful opera, in a review which otherwise contained only praise for the eompdshe
work. Stuckenschmidt was undoubtedly evoking Adorno’s remarks about Richard Stibarss’s
Rosenkavaliem the follow up article on Stravinsky fDuasi una Fantasiavhich appeared in
German in 1963, two years befdder junge Lordwas premiered. It read: “it may be
categorically asserted that Stravinsky, unlike StrauBeimRosenkavalieten years eatrlier, did
not turn the clock back in order to achieve populafityGiven Stuckenschmidt's intellectual
background, it is inconceivable that he had not read the then-recent publication. And given

Henze’s views on Adorno, almost always cynical, it is unlikely that he hddhesapublication

% Hans Heinz Stuckenschmidfér junge Lord- ein Meisterwerk restaurativer MusikJpern Wel& (May 1965):
26.

" Henze, “All Knowing Music: a Dialogue on Opera38

% Henze Bohemian Fifths194.

% Theodor AdornoQuasi una Fantasiarans. Rodney Livingstone, (London: Verso, 1938, first printed in
German in 1963 by Suhrkamp.
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at the time of the premiéf? It is not a coincidence that in the article Stuckenschmidt refers
several times to Strauss, and particularliRtsenkavalier

Moreover, Stuckenschmidt was always supportive of Henze’s compositional starsce in hi
writings, which appeared iMelos as well as several books and newspaper revigws.
Stuckenschmidt saw the diversity of musical styles in the first half of #natigth century as the
musical manifestation of a new cultural period. He emphasized developments wstbal m
world, particularly the abandonment of tonality, as a reference point to acootim f/arious
modes of contemporary musical expression, without engaging in aesthetic jusigmaristic
polemics; his particular emphasis on the coexistence of consonances and dissomanchs i
new music applies to Henze’s own musical language.

Other critics who reported the premieDar junge Lordobserved that he made unveiled use
of C-major passages, which no one dared to write anymore those days, and askedhehether t
opera represented a rejection of the twelve-tone docffin@iinter Engler interpreted Henze's
Der junge Lordas a surprise because of its seemingly conservative music with tonal ephasi
which nonetheless, despite its associations with classical forms and a numiteeleakessors in

the opera-buffa tradition, was not a stylistic copyIn the music criticism of sixties, and later in

190 Because of Adorno’s involvement with Darmstadtosittand musical life in Germany in general, Herzenss
to have had contact with him in the fifties andisix. His comments seem to be reactions to personaersations
with Adorno, at meetings, concerts, dinners, big itnlikely that Henze was reading Adorno systérady at the
time. It was only later, when he became overtlitigal, that he read Marxist literature, includibgnin, Marcuse,
Adorno. HenzeMusic and Politics55.

101 stuckenschmidt positioned Henze alongside Bo@&xkhausen, and Nono, as a group of composersreso
themselves from tradition to create a new musaraglage. He refrained from defining a conflict agnthese
composers, but referred to Henze’s expressive ideaintrasts to the strict and radical stancénefformer group.
See Hans Heinrich Stuckenschmidt, “Eine neue Keftache, Melos10 (October 1959): 281-28%chopfer der
Neuen Musik(Munchen: Deutscher Taschenbuch Verlag: 1962);2X®;Oper in dieser Zei(Hannover: Friedrich
Verlag, 1964), 105-121.

192\werner Oehlmann, “Gger Erfolg fir Henze, TagesspiegdBerlin] (9 April 1965), quoted in Hochgesaridjie
Opern 344. That is, no one who wanted to be associaiirthe official avant-garde would write such pages.
Outside this domain tonal writing continued to haveermanent place in musical composition.

193 Gunter Engler, “Alles &fft den Affen nachiVestdeutsche Allgemeine Zeitggsen] (9 April 1965), quoted in
HochgesangOpern 342.
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scholarly studies that refer to tonal elements in Henze’s operas, and hismygesieial, no
explanation is given as to the way in which his music creates tonal allusions. esi@aayg
accurately observes thatrer junge LordHenze’s compositional style with tonal allusions
reached its culmination; yet, his technique can in no way be explicated as toitahntersns of
functional harmony®* The analyses below will attempt to establish a consistent approach to
demonstrate the various techniques with which Henze creates tonal-sounding texture

A frustrating aspect of analytical comments on Henze’s music (partictiie operas) is the
tendency to simplify matters relating to musical language. Analysestandiafited to
observations of surface details that hardly provide enough evidence to pin down gssensal
In terms of the abundant tonal allusions, for instance, the crucial point is to cet¢nei
function this practice has within each context, and clarify the results it psodti@mnze is
acutely aware of this issue and warns the listener against simplghttnavard conclusions —

not only about tonal allusions, but about his music language in general.

Despite its use of pre-existing forms and figures, my music is not suseaydtliterary
interpretation; it is direct. Only with difficulty could you find things to bedrbatween
the lines. It has just as much to offer the naive listener as the connoisseanwho c
investigate and evaluate the symbols. And yet, where my music seelypaeasssible
and within reach, it is in fact distant, saying nothing to the average secootao}-gar,
and is acceptable only in such disguise; whereas where it seems closkioto (igising
it a proximity to the everyday language of the contemporary festivaljatt contains
relatively simple things, pastorals and bucolts.

194 Hochgesandpie Opern 344. Hochgesang never indulges in detailed #nalymatters in her study and
mentions generalizations common in literature onzéés music.
1% Henze Music and Politics128.
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Scene 2 iDer junge Lordprovides a vivid example of how Henze inverts a basic tonal idea
to communicate an important detail in the story. It starts with bold C-major @pebgise
playing the on-stage piano, conscientiously, though not particularly well (and on amegrstr
slightly out of tune in the recording conducted by Christoph von Dohnényi, to mark thegidrama
effect)!°® The following romanza, and similar passages (such as the janissarymbsimne 1)
that refer to conventional elements are interpreted as parody by Stuckeits€hrdienze is
more specific about the meaning of the various stylistic quotes; he arguegahdhough there
are elements of parody in the opera, the dramatic action is nourished primahié/tension
between tonal allusions and the harshly dissonant sdtfhdsis seems to be the reason why it
is virtually impossible to isolate the influences from other composers es stgfinitively
anywhere irDer junge Lord Even as blunt a manifestation of tonality as the C-major arpeggio
is constantly complicated thematically and harmonically. Indeed, thenzarstarts (after the
initial arpeggios) as a Clementi sonatina, but it quickly startles thadistgth the “wrong”
notes and conflicting harmonies — in the piano solo itself and in relationship to therarehest
starting in m 12 (see Ex. 3-3).

Example 3-3.Der junge Lord Act I, Scene 2. C-major passages are interrupted by
conflicting sonorities.
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1% This is the only commercially available recordifgHenze’s most successful opeleer junge Lord Deutsche
Grammophon 449 875-2, 1996, CD.

197 stuckenschmidt, “Textdichterin Bachmann und RegisSellner,” 172.

1% Henze, Music and Politics, 136.
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Example 3-3 (continued)
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The return of the arpeggios at the end is cut short by the chilling effect epdaad motive
in the upper register in the strings against the C major in the piano in mm. 27-28.(3e® E
Quite remote from being amusing, the tableau is every bit as disturbing assth@s of the ape
that interrupt the love duet between Luise and Wilhelm in the beginning of Acttiinately,
the power of this tableau relies upon on-stage realism: Luise’s piano &sgbher teacher, her
aunt and others. Interrupted by the stylistically foreign elementsgydarty in the orchestral

background, but also in the piano part, the music warns the listener that the siraptiogt
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events portrayed (a young small town girl taking piano lessons,) will be didrugbat is, the

music communicates to the spectators the discomforting element that unfolds tla¢eopera.

Example 3-4.Der junge Lord Act I, Scene 2. End of piano solo on stage.
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3.2. Tonal opposition in the Orchestral Prelude

Der junge Lordopens with a short orchestral prelude that resembles the riReitCervowith

its layered texture. Yet, while the opening3#rvois incomprehensibly dissonant as a result of
the simultaneous presence of contrasting materials, the tonal oppositmnd is more readily
decipherable because of the transparent texture of the orchestral soundjnificsust that

Henze uses the orchestral opening in a traditional sense, in that it is drdynedicaécted with
the opera as a whole; he includes motivic elements as well as harmonidstmdlicesurface

later in the opera. Nonetheless, tonal references in the prelude are cyeatatbbal means,
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and are disguised. Arguably, it is this characteristic element of Henasis that critics
consider to have a literary aspect. Henze refrains from lettingitheree relax by offering a

comfortable and uniform musical context.

Example 3-5.Der junge Lord Act 1, Scene 1. lEmajor and C major juxtaposed.
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At the very beginning of the joyful prelude that represents the small idyllrcdbwilsdorf-
Gotha, B major is established as a tonal focus. By stating the invettexbiority (without its
fifth) on a downbeat repeatedly Henze assigns a pivotal role to it (see ExA38png sense of
tonal focus is further reinforced by the arpeggiatédckord (this time with its fifth). But,
already in the first measure Henze disrupts the stabilitypainBjor as a harmonic area by
inserting contradictory materials into the texture. In the lowest regigeift bass motion
outlines an E major sixth chord: G#-C#-B-EW# b-Cb-Fb), to trigger harsh dissonances with
the upper registers. In each of the three statements of the initial musacaheleounter gesture
in the bass creates a tonal opposition both againsh&or and C major. This material is
particularly important because in tonal music the bass register has @spfze in the
structural hierarchy of different layers in establishing tonal centense 81e & -major chord
appears in inverted form in the beginning, it is already unstable as a keyaarédhe E-major
sonority in the bass does not suppostiajor as a tonal focus, but contradicts and destabilizes
it.

Immediately following the E in the opening C is gradually introduced as an equally

important harmonic idea. Thed\thord in m. 2 and m. 4, particularly the bass motiontC-B

gives a sense of C major, which is never stated as a pure triad or as p&drof pragression.

But both the arpeggiated C-major chord in m. 5 and the occasional dominant emphasis
establishes C major as tonal focus. Even the upper voices in mm. 4-5 conform to this @nalys
terms of C major, in that, thetDand the F# in m. 4 are upper and lower neighbors to C and G.
Similarly, Bb, and B in the last beat of m. 4 are upper neighbors to D anihAhe downbeat

of m. 5 (see Ex. 3-6). The scalar ascent in mm. 6-8 leaves no doubt that the C-major pitch

collection is a counter force against thie &nority in the previous example. Within this C-
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major environment A in the downbeat of m. 5 appears to be an anomaly, though it be explained
as a passing tone if voice-leading is taken into consideration; the ascenei@gAb-A in mm.

4-5 (marked in the voice-leading analysis in Ex. 6) can thus be justified. In therémister

one catches traces of functional harmony in C major with the appearance of ¢chentbthie

leading tone in the lowest register of the texture, as well as the resolubiothdhe leading tone

and the seventh of the dominant-chord in m. % {8 C and F to E respectively).

Example 3-6.Der junge Lord Act I, Scene 1. Voice-leading — asterisks indicate superimposed
tonic and dominant (or subdominant) chords.
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The ascending scale conceals, in a way, the C-major pitch-collection mneesEk(S8-5).
It is indisputable that the middle voice of the parallel scalar motion (gtanminthe first beat of
m. 6) is a C-major scale that spans over two octaves, starting and ending on IGay@thef
the texture, which also consist only of the C major pitch-collection, are set sgsoraate a

parallel motion of seventh chords (major and minor chords with their major and minohsevent
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— DIC/F, EIDIG, F/E/A and so on). Nevertheless, functional harmony is onlyylpcaient in
the prelude and only in skeletal form.

By encircling the C-major element within a predominantlyriajor environment, Henze
highlights the tonal opposition in the opening. While the first of the two identicaldiage
scales ends on a first inversion Enajor chord, the second one, in mm. 23-26 lands on a first
inversion C major chord as a clear indication of the polarity between the twodesy(aee Ex.

3-7). C major is also the pitch-collection of the joyful pastoral passagelioats.

Example 3-7.Der junge Lord Act I, Scene 1. C major contradicted by EBbL and F — B
in the woodwinds.
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Henze corrupts the harmonic and melodic simplicity of this passage aftewomhetasures;
the woodwinds state the perfect fifthh HEb followed by the tritone F-B, to contradict the C
major context, communicating to the listener that the idyllic atmospheregwdiny C major is
only momentary. Even though the tritone F — B is explainable as part of the donewemtias
sonority in C, the orchestration clearly separates the two layers gpiagsihe C-major ostinato
to the strings and the opposing idea with the dotted-rhythm to the woodwinds to markaacdram
moment in the prelude.

The polarity created in the orchestral introduction betweeartel C is carried on to the first
ensemble, where the local officials form their first opinion of Sir Edgar, tvearaer to the
town. It is significant that the first two vocal entries, by Oberjustidestentreffer (Chief
Magistrate Harethrasher), and Professor von Mucker, both start with andedwell on this
pitch repeatedly (see Ex. 3-8). Additionally, motivic fragments from the drehepening
continue to support the harmonic background which continues to juxtapose the two key areas, C
and B.

In the first fifteen measures of the ensemble the harmonic ideas of theratgrekide are
restated. Asked to comment about the unpunctual foreign nobleman, Professor von Mucker
refrains from voicing an opinion, in a texture that reinforces the> @dnflict. Both his vocal
line and the scales in the orchestral accompaniment are firmly built onrttego€ €ollection in
mm. 45-50, without functional harmony or voice leading confirming it as a tonal area
Surprisingly, the lowest register, which initially is part of the C-mdgscent, outlines an
unambiguous cadence irbEl — IV — V — | or VI°) at the end of the passage to encapsulate an
important aspect Henze’s compositional technique by superimposing two key Eveas

though both the orchestral accompaniment and the vocal line are based on the same pitch-
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collection, the texture is impervious to traditional tonal analysis. The repetitithe C in mm.

45-46 in the vocal line is inadequate to identify is as a key focus, since the siecpiskes F

and the final note A are also repeated and the entire phrase consists of amtagh&gaajor-

seventh chord.

Example 3-8.Der junge Lord Act I, Scene 1. First two vocal entries.
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Example 3-8 continued.
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In the absence of traditional methods of tonal compositional, the search ford¢omaitslis
bound to be somewhat speculative. Certainly, C major is present as a pitchotoilettie
passage considered here, but it is not underscored as a focal pitch, chord, alylisnatkey
center. Conversely, lEis present, though in the skeletal form of a bass-line, as a conventional
chord progression that identifies a focal key. But there is nothing else inxtines te
substantiate it as a key area. From a theoretical perspeétimrdEC major share common
notes, and occasionally Henze allows coincidental links between the two keyiare@ and F
as part of the B-major chord, the dominant oftEin m. 49). But the musical texture lacks tonal
stability that is sustained beyond the local presence of pitch-collectioniseasuinplest of tonal
factors such as the basic bass-motion (IV -V —1).

The additional opposition created by the strong bass motion in the prelude is carried on to the

first ensemble, where the seemingly trifling intrusion of E major [G#-B=GAbL-Cb-Db-Fb)]
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in mm. 41-42 complicates the ongoing tonal conflict. It is important for structoitgd as well

as the dramaturgical continuity that the conflict is not presented as @&Vecdl In this instance,
Henze refrains from the outright contrast he uses to differentiate the baudiBarrat and the
lovers. He makes the tension between C-major andcgjor audible for the listener through
different treatment of the two collections. While C-major is stated hdgitbverlapping

layers of scales, Eis asserted bluntly as a cadence in the bass. By repeating the scaletsegm
F-E-D-C three times at the end of the passage Henze underscoresaCauadh. This is the
third occurrence of parallel scalar layers of C in the opening of the operbelmrily time the

key is highlighted this way.

In typical Henzean fashion the focus on C is upset by the vocal line and the bass. bigdubita
the repeated A in the voice belongs to the C-collection, but harmonically it does not dupport t
focus on C. Conversely, the strong implication 6frotion in the bass is weakened by the
intrusion of the C in the same register, by the repetition of the C-major se@meity the
dominant-seventh chord on F heard briefly in m. 50. At this moment Town Controller utters the
first negative remark about the foreigner: “Doch ist’s eine Fatalitftdda fremden Herrn
Punktlichkeit nicht bekannt ist (but | find this really too bad that the foreign lbardld prove to
be unpunctual).” Nevertheless, despite the uncertainty that permeates the optérarapera,

an outright musical differentiation between the grotesque and the beautifus amlyan Act II.

3.3. Tonal allusions and contrasting worlds in the “Love Duet.”

One of the memorable momentsDer junge Lordis the love-duet between Luise and Wilhelm.
Particularly the short orchestral opening is remarkable for its romdidin, and includes a

major-minor duality to sustain the agitation created by conflicting musliements in the opera
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as a whole. Lovers’ music is repeatedly interrupted by passages that cordghiy diasonant
orchestral textures and the shrieks of Lord Barrat (the circus ape db@siSir Edgar’s
nephew).

In the first period of the duetbEs established as a tonal center, even, to a certain extent, in
terms of functional harmony (see Ex. 3-9). Although a clear-cut cadensdirm§V or i —
V — 1) delineates E as a tonal area right before the interruption by the screams, chromatic
writing in the upper registers obscure the harmonic focus with a major minatioril&h -Gb
(F#) in m. 133" At the same time the presence of the C-major pitch-collection in the same
passage implies that the conflict created in the beginning of the operaesl carto the love-
duet as well. As shown in Ex. 13, it is analytically convincing to extract @amdisg line G-A-
B-C in the uppermost register from an otherwise chromatic and dynamic textur@ndAG# in
the same register can be considered as upper and lower neighbors in this €areoment,
(or as interruption by the conflictingbbin the bass and middle voices). But the coherence of the
melodic idea is upset by the bass line — particularly thenXhe bass makes it hard to hear the
A'b in the upper voice as a non-harmonic upper neighbor to G. Moreover, thea@GdA--Ay
skips above the bass motion 8 4 imply an additional major-minor duality. Because the third
of the C pedal is omitted, lAand A} in the upper voice suggests F major and F minor (with the
incomplete dominant C-G superimposed upon F in a typically Henzean manner). But because
the C is lowest pitch in the pedal chord it is logical to interpret F as an unkksiggenance*’
So, several harmonic ideas continuously upset the listeners’ expectations anowiatieel

implications of the tonal gestures. Particularly the C-pedal exertsightviierough repetition as

199 The harmonic motion in the bass is not synchrahizizh the active treble, which frequently compietie
harmonic implication of the lower register (for exale the D in m. 133 completes, Rlominant seventh sonority,
indicated by the curved arrow in example 9).

10 The same C-pedal is used in the opening Dionykos-within a C-major context ifthe Bassaridsanalyzed
below.



106

a push against the emphatié i the bass. Despite the ascent in the upper register, the texture
lacks a coherent bass motion to establish C as a stable harmonic area. Gotnlersass line
clearly indicates E, but the texture lacks a transparent melodic idea that would justify the
implications of the harmonic idea in the lower register. As subsequent exanlptsowi this

kind of incomplete structures emerge consistently in Henze’s music.

Example 3-9.Der junge LordAct Il, Scene 4. Cadential bass motion (IV-V-I) confused by the
pedal chord and the upper voices.
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Eb is suggested as the key center in the beginning of the love-duet as well, thisttise
minor mode, as opposed te Enajor in the first act of the opera (see Ex. 3-10). Within this
chromatic texture, it is possible to outline a conventional chord progression abovedhpetaii
Eb (i— V' —i—V/IV—i). Inaddition to the E-minor triad and the E pedal, the repeated

resolution of the leading-tonetDto Eb strengthens the sense of a stable key area. At the same
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time, the D> in the top voice in the third beat of m. 121 complicates the chord progression by

creating a minor seventh chord oa,Eand by causing a cross-relation with the leading toine D

Example 3-10.Der junge Lord Act Il, Scene 4. E-minor context of the “Love-duet.”
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Despite the continuing hint ofbEzparticularly in the tetrachords in mm. 125-126, Henze
creates a contrast by accentuating the block chords and by preparing the veasawahit
smoother melodic writing (see Ex. 3-11). In each of these chords the lowest souruting pit
doubled, and the fifth is also included. Frugal use of materials to achieve a semse¢ céter

in the upper register is balanced by the focus and concentration of these eleradyasit
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chord progression I/i —\. The last sonority in m. 125 (F#BC#-F#) can be interpreted as I

of Eb minor (Gb-Cb-Db-Gb), confirmed by the E-minor scale-segment in m. 126. Even

though the leading tone!Din the previous measure supports & the tonal center, the texture

is unstable in terms of tonal focus because of abundant tonal ideas. The bass line in m: 125 (E
A1 -CY-D#-E) indicates E minor, with the leading-tone D# and the dominant (D#4#-B

together with the C# all the pitches in this sonority are elements of the E mmiodicscale. In

the middle register Henze complicates the texture even further by juxigplos arpeggiated E-
major chord with the E-Bb interval (the skeletal implication of a | — V progression in E

minor), connecting it to the E melodic minor segment, and finally by the sudden tusrrighE

before m. 126 with the leading-tone; D'

Example 3-11.Der junge Lord Act Il, Scene 4. E becomes less stable as a key focus.
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M The F in the middle register (circled in the exéahpan be considered as part of therfinor scale.
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Stratified tonal textures, successive collections of remote tonal anelaspncurrent use of
contradictory musical materials recur time after time in Henze’saspdn the love duet iDer
junge Lorddense chromatic writing coincides with contrasting episodic sectionefhabse the
exalted music of the lovers and the grotesque music of the screaming apeciBy thle duet in
the beginning of Act Il Henze intensifies its dramatic power. On the one haratiperi
interruption of the duet by Lord Barrat’s exceedingly dissonant music exestsrt persona
of the love triangle and advances the plot. On the other hand, Henze retainstitoodHet of
the prelude in the beginning of the opera, but builds up the dramatic tension by interiséying
confrontation between contrasting musical expressions.

Two vocal entries that follow the short orchestral prelude analyzed above undesntiva
has been set up as a focal key. First Wilhelm, and then Luise reveal thetioaffowards one
other, each in a different key: “Meine Luise (My Luise)!” suggests fon@ F# minor, while
the parallel phrase “Oh, mein Wilhelm (Oh, my Wilhelm)!” recalls B minom Scene 1 (see
Ex. 3-12). Once again the orchestral texture creates a counterpoint of additionialetas &b
the vocal lines. Instead of confirming E&s the key center, implied by the opening, the
accompaniment changes the harmony abruptly. Because of the highly chrenietgcand the
absence of functional harmony, it is ultimately impossible to determine thef kies passage. |If
the entire texture is taken into consideration, C# minor can be postulated astlaggregate.
The C# pedal-chord corroborates this interpretation, because the immedi@hnf passage
in B minor contains a B pedal-chord with identical construction (doubled tonic withuit$
and fifth included in the sonority). Furthermore, resolution of the leading-tone B# t&the C
chord after the arpeggiated dominant seventh (or ninth) chord on G# in complete form provides

harmonic and melodic support.
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Another possible harmonic explanation of this crucial moment in Act Il is based orsshe ba
motion F#-E that is repeated. Both A and C# in the vocal line correspond with F# and the C#-
chord, which makes it plausible to interpret this sonority as the superimposittentohic with
its dominant followed by a momentary A major in second inversion — F# is a moretaccura
labeling harmonically since it complements the melodic gesture. It &atesran abstract
dominant-tonic relationship with the B-minor aggregate in Luise’s paralles@hezalling the

use of the same collection in the duet between Luise and Ida in the first scene.

Example 3-12.Der junge Lord Act Il, scene 4. 4# and 2# aggregates.
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When the duet is interrupted by the screams that erupt from the house lovers sgemo to pa
attention, but the orchestral accompaniment establishes a new harmonit aodtexlicates G
as a new focal pitch. In the block chords, which define a plain tonic-dominant-tonic bass
gesture, Henze superposes the doubled roots with their dominant-sevenths in complete form
i.e. G with O and D with A (see Ex. 3-13). Repetition of the parallel block chords creates an

empty and cold background to Wilhelm’s question “Meine Luise friert” (Id.oige cold)?
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Example 3-13.Der junge Lord Act Il, Scene 4. G as a new focal key in the love-duet after
the interruption.
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These repetitions tentatively recall the similar motive in the strirthe &nd of the piano
solo on stage in Act |, Scene 2, and thus become a symbol of the mood created by the grotesque
element irDer junge Lord Although Luise answers in the negative, the music nonetheless
elucidates the anxiety inherent in the situation through a succession of ¢ormads rich in

fourths, with occasional touch of polychordal ideas. In the chromatic chord progréssion t
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concludes the first period of the love-duet Henze elaborates the idea presentddaokthe
chords. While the repeated D-B-G# contour in the topmost register finally avnv@ghe
chromatic sonorities fill in the space between the D and G-chords.

With the introduction of Lord Barrat the dramatic rhythm in the opera isesated. The
obvious characterization achieved by the pronounced differentiation of themes — qf lovers
versus Lord Barrat — helps move the plot forward. Henze creates a stokitngst to the tonal
allusions in the love duet using parallel dissonant chords in mm. 134-137, successiveiltritones
mm. 135 and 137, and chromatic scales in mm. 138-141 (see Ex. 3-14). The generous spirit in
which the provincial town fanfares the exciting arrival of foreign visitors soms torsuspicion
and intrigue, fuelled by mysterious screaming heard emitting from Sarlsdgome. Public
pressure leads to elaborate explanation — the sounds heard were from newly=agisid
speaking nephew, Lord Barrat, undergoing obligatory, strict German languagegtutori
“Schlage sind manchmal vonndten” (Beatings are now and then required).

Example 3-14.Der junge Lord Act Il, Scene 4. Dissonant musical texture accompanies Lord
Barrat’s screams.

Tempo di Minuetto .
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Example 3-14 continued.
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As mentioned above, the chief basis for the earlier view of this section as, parmoely
that the composer employs such traditional elements as “Tempo di Minuetto”tfonséhat
interrupt the love duet, is, at best, weak. To accept this criterion is to have ignaiedlthe
absence of actual “minuet” clues. Surely, the abundance of rhythmic variatienlayered
orchestral texture in this section, together with irregular and unusuatscagequately reflects
the dramatic content, in what could be identified as Henze’s charactdyistiteomplicated
terms.

Inll Re CervoandDer junge LordHenze uses a compositional approach that marks a break
with the European musical avant-garde in the mid-1950s. His ever-present allusomadity t
and his idiosyncratic use of twelve-tone technique represent an aesthetibatievas inimical
to mainstream modernist concerns in 1950s and 1960s. A characteristic elemarzedd He
compositional method is that he constantly disrupts the listeners’ expectatiorerging
together fundamental elements of contradictory compositional systems. Asseéd@bove,
Henze does not use traditional harmonic procedures to create tonal allusions. Sehetises
skeletal harmonic ideas that are constantly tainted by contrasting muateaials, using tonal,
twelve-tone, and other techniques. Sometimes he uses pitch-collections withouhfpldow
harmonic scheme that corresponds to such a framework. Brute repetition of foas pit
sonorities often find their way into Henze’s scores as a way of establislyingikers; this is a
non-tonal technique he shares with other twentieth-century composers (for esarapiesky)
to create tonal sounding structures. Almost without exception, Henze’s compositioiie i
opposing and conflicting ideas, and quite often conflicting styles, to communiciatesaor a

situation to the listeners. The following chapters will try to demonstratalta same
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compositional method is used, perhaps in a more sophisticated and intellectuallgtsty

way, in other operas chosen for this studgr Prinz von HomburgandThe Bassarids
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Chapter 4. Conflicting worlds and conflicting musi cal
idioms in Der Prinz von Homburg.

There is but tentative presence of twelve-tone writing e Cervg occasionally evident in the
use of complete or partial row materials which, inspired by styles ase@m&choenbergian
expressionism and the Italian canzone, the composer has skillfully featuredivethieus
musical landscape. Der junge Lordthe significance of twelve-tone method is virtually
negligible’? Two other operas, written seven years apart, contain illustrative exaofiplew
Henze creates dramatic action through the compositional technique of uniting-tamsérows
with tonal allusions. Botber Prinz von Homburg1958), to a libretto by Ingeborg Bachmann
after Heinrich von Kleist’s play by the same name, @ine Bassaridérom 1965, to a libretto by
W.H. Auden and Chester Kallmann after Euripidd$ie Bacchaedisplays musical
characterization of different worlds through contrasting musical idioms. @fikeist’s original
text, in the Bachmann libretto the world of the dreamer Prince, representigigrifieation of
human kindness, is compositionally contrasted to the world of law and order, and blind
obedience to reasons of state. Through clever characterizations of theveptestheus world
vs. richly sensual one of Dionysus, Henze’s idiosyncratic treatment of thehtvgen twelve-
tone rows inThe Bassaridachieves a subtle, very important, distinction between his two main
characters.

Der Prinz von Homburgvas written soon aftdl Re Cervobut there is a striking difference
between the twoCervoexhibited an array of different musical expressions plurality and invited

comments that characterized the opera as a work where all stylistia aeggrovercome, and

112 Christian Bielefeldt discusses twelve-tone usad@er junge Lordand even identifies complete rows; in such
cases his focus is not entire musical texturesa@lo dramatic issues, but local chromatic idelasrestwelve-tone
ideas emerge. Christian Bielefeltttans Werner Henze und Ingeborg Bachmann: Die gesarie Werke
(Bielefeld, Transcript Verlag: 2003), 222-228.
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where conventional triads and chromatic block sonorities of eight, ten, and ewen tveds
coexisted side by side as equally legitimate compositional niEanas the successor of this

lively fable,Homburgis remarkable for its austere and homogenous musical language that puts
unusual demands on the spectators. It is surprising that Henze would choose to refocus hi
attention on twelve-tone composition after rejecting the precepts of the Bdtr8shool
wholeheartedly irCervoonly a few years earliert is also illuminating that Henze would try to
justify his return to a strict compositional approach by positioning himselfvisthe musical

avant-garde.

Homburgis really very difficult; it's hardly presentable. | went very famaking an

opera that has old forms filled with a very complicated modern idiom. It's the most
severe music | ever wrote, because | started to accept the reproachesfcomithe

other side of the Alps that my music was getting too Italianate. | tholglbest answer
was to show them that | could just as tough as all the others, and that | could write musi
even within those boring rulé&’

While Henze tried persistently to distance himself from the artisticaéispss of the
progressive tendencies in post-war Europe, he would ironically tackle what heanesteemed
as legitimate comments coming from his critiques by returning to an unustradt twelve-tone
strategy. In the sketchy account of the compositional intent behind the usevettored

materials irDer Prinz von Homburgdenze draws a categorical distinction between two different

3 Hans Heinrich Stuckenschmidt, “Romantischer OgRealismus: Henzaonig Hirschin der Berliner
Festwochen,” Melos 23, (September 1956): 289-296spite the difference of opinion, between the asitstic
majority and the jeering group of protestors, bitljavoiced in the premiere ¢&fonig Hirschin Berlin,
Stuckenschmidt considers the evening a great ssicath which the post-war generation of Germamgosers
embarked upon the opera scene.

14 Hans Werner Henze, “All Knowing Music: a Dialogore Opera,” interview by lan Strasfogeller Komponist
Hans Werner Henze: ein Buch der Alten Oper Frarnkftnankfurt Feste '8@Mainz: Schott, 1986), 141. In the
two autobiographical writings Henze's discussiortlmnuse of serial techniquesiter Prinz von Homburgs less
provocative. See Hans Werner Herdeisic and Politics: Collected Writings 1953-8london: Faber and Faber,
1982), 100-104 and Hans Werner Hergehemian Fifths: An Autobiographtyans. Stewart Spenser (Princeton:
Princeton University Press, 1999), particularly pp8-161.
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worlds associated with the hero of the opera and other characters who represerndrtieidal

social order of Kleist’s story.

The operder Prinz von Homburg.. may serve as an example of my confrontation with
strict serialism, with the systems or theories of today, and their ctowfth the beautiful
harmonies of yesterday, or with what remains of them that we still findisgmif This

latter represents the Prince’s dream-world in the opera ... But these swed$ sso

speak of the loving feelings which are as important to Princess Nat#tie amrtial laws

of Brandenburg, sounds which we only hear fully when the Prince himself is in his
sleepwalking state. With these sounds | separated the world of actions and corsgquenc
of reasons of state and of self-control. #@atworld | composed serially organized

military music, with a predominance of fanfare-like fourths and fifths in tieév/esnote

row, thus keeping the whole piece in ortler.

Although this formulation gives useful clues to evaluating the opera as a wholapiicates
the analysis by isolating the musical depiction of the characters into lat@gies of tonal and
twelve-tone. As the analysis below will show, the distinction between the dvedohef Prince
Friedrich and the world of actions is not accomplished through the exclusive applafserial
or tonal writing to different parts of the opera — even the so-called dream sequ@meds
twelve-tone rows. Indeed, in all the operas from 1955-1965, Henze operates with several
stylistic allusions, often within the same stratified musical text&een in relatively uniform
closed numbers such as Checco's canzo@elmoHenze disrupts the listeners’ expectations by
chromatic saturation of the texture and conflicting sonorities within the saisieahexpression.
Homburgcertainly contains tonal allusions, though not in a straightforward manner wigere on

musical style is unequivocally assigned to a character in the opera. , Ragheal world is

15 Hans Werner Henzéanguage, Music, and Artistic Inventiofihe Prince of Hesse Memorial Lecture 1996
trans. Mary Whittall (Aldeburgh: Britten-Pears Laoy, 1996), 7-8.
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depicted with variants of highly dissonant twelve-tone music, while the dream waknlel of
Prince often alludes to a tonal idiom within a texture that often includes cordrasdterials.

Henze’s formulation reflects the polarization of the characters in the opefreguattrayal
of the Prince as the protagonist. As Hans J. Kreuzer points ¢ityburgthe entire story and
plot revolve around and originate from the PriféeYet, the abundant ensembles in
Bachmann'’s libretto do not allow a secluded musical treatment of the charadenms of a
strong opposition created between tonal and twelve-tone sections. More ajpgcfecause of
the continuous presence of layered textures in Henze’s music, the supposed diffanasti
hardly audible to such a degree that it creates the dramatic effect {wastidave.

By attributing a positive connotation to tonal music and a negative one for twelve-tone
composition, Henze also provokes a discussion that was an outdated concern even for-the avant
garde composers in the 1950s. Several legitimate objections can be raisstthgaiesthetic
view that assigns value judgments to specific compositional styles, H@rste invokes
superficial arguments familiar from the first half of the twentiethugnt i.e. the opinion that
tonal music is beautiful, and serial or twelve-tone music is not, resurfacdstoBat allusions
and twelve-tone materials play a crucial role in creating contrastaaficcing worlds in all the
operas examined here. But because tonal allusions are constantly interruptgrhtateli
elements in the musical textures, Henze’s remarks give an inaccuraipto@s of his
compositional method.

Similarly, when Henze writes about the inspiration from the musical languagsief e
periods, he presupposes a historically undifferentiated idea of tonality. By doingumntitss

to a view that divides the music of, roughly 1600 — 2000 into broad categories of tonal and post-

18 Hans Joachim Kreutzer, “Libretto und Schauspieli@geborg Bachmann’s Text fiir Hen@sr Prinz von
Homburg” in Werke Kleists auf dem modernen Musiktheadr K. Kanzog and H. J. Kreutzer (Berlin: Erich
Schmidt Verlag, 1977), 72.
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tonal. As Julian Horton argues “it is doubtful that tonal practice from the Floee©amerata to
Schoenberg'Second String Quartean be unified in a common concept of teleoloty.”And
Henze does not use tonal procedures that can be traced back to the compositional mfinciples
the “common practice” period. Rather, he mimics tonality by employingtakedeas and
creates allusions in non-tonal wayRuite often he uses pedal points as proto-tonics, and spreads
complete or partial major/minor pitch-collections in his textures withowviatlg the
conventions of tonal syntax. Even when he uses triads he avoids well-formed tonal gadences
and infuses textures with divergent elements that hinder harmonic and themwgtieiait is
an essential quality of traditional tonal conception. In his idiosyncratic congradistandpoint,
he creates musical ideas that imitate past styles, or allude to aspeass compositional
practices without following the systemic conventions of a system.

Likewise, even when Henze uses a twelve-tone row as a starting pointcteeaeje
Schoenbergian understanding of the twelve-tone series as “integral strivehuich] [mplies a
music in which there is a constant and equivalent circulation of the totalitychfqitsses™®
As noted earlier, Henze refers to the Second Viennese School as one of the inflndrises
musical thought; but he singles out Alban Berg's approach to twelve-tone compositien as hi

ultimate inspiration.

"7 Horton argues that tonal prolongation is achigwedifferent ways in high baroque, classicism, ratigsm, and
early works of Schoenberg. About the specificaiynpositional procedures Horton points out thatg#ascale
baroque forms rely crucially on the impetus gerestdty embedding tonicization within a constant ritybof
progression. Fugue and ritornello, in particudae inseparable from this principle: cadential d&ses of key are
established and destabilized with relative rapidity Schenkerian terms, the formal action is pthget in the
middleground. The advent of the sonata principledimentally altered this practice: the relatiopsiiforeground
and background has vitally changed, the music’aside¢ing more consistently elaborative of the dstpctural
prolongation of a single modulation and its nutéfiion. Many commentators have observed (Schogramong
them) that nineteenth-century practice is differ@gdin.” Moreover, Horton rejects the idea thatabsthetic
context of three hundred years of art music castbaied from the point of view of a single teleatay order.
Julian Horton, "Schoenberg and the Moment of GerMasic,” Music Analysi®4 (March 2005): 239-240.

18 George PerleThe Operas of Alban Berg: Lu(@erkeley: University of California Press, 19888,
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Berg is the only affinity | have to the Viennese School, to dodecaphony and twelve-tone
technique. | can understand dodecaphony in Berg’s sense, in other words as a language,
and never quite in the sense of Webern or Schoenberg, where for me it remains theory,
grammar, esotericism perhaps; a bourgeois self-affirm&tion.

Consequently, the interpretative challenge in studying Henze’s opera®ispitgflinked
with his understanding of the relationship between text and music — and betweegdaagiia
music. In his analyses of the complex relationship between language andHemnzec

constantly evokes a Schopenhauerian metaphysics of music.

When words reach their limits, when verbal formula fail to express a meaniotyalya

distorts it, music takes over. The inexpressible, the unsayable comes into:its ow

gestures, especially the sign-language of hands, which add such lively smgport a
enrichment to the process of communication in the world of speech, now become pure
dance, and verbal speech becomes pure song, where there are only things to be heard, and
seen, and felt, where a higher consciousness takes over, where other laws than the usual
ones define our experiences, where everything becomes pure form as thought and a
creation®?°

It is this revival of aspects of nineteenth-century, and specifically Schopeiamanneisical

esthetics that distinguishes Henze’s compositional undertaking. In sharp tcntnasiernist
composers, he trusts in music’s ability to express what cannot be expressedsinandrto

access the metaphysical essence behind phenomenhe World As Will and Representation
Schopenhauer argues that music “never expresses the phenomenon, but only the innérenature, t

in-itself, of every phenomenon, the will itself® Yet, the framework for Schopenhauer’s

19 Henze Music and Politics154. As noted above Henze identifies the Schergidin serial technique as one of
the influences on his compositional thinking. There it is confusing that he distinguishes Berdniasmodel,
because they don't share the same aesthetic aspgaand the similarities between the two compoaes
incidental rather than essential.

120 Henze Language, Music, and Artistic Inventioh3.

121 Arthur SchopenhaueThe World As Will and Representatimol. 1, trans. E.F.J. Payne (New York: cover
Publications, 1969), 261. Schopenhauer admitghitlaim cannot be demonstrated. Analogousgugsscan be
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speculative arguments is the musical language of late eighteenth anaireetéenth centuries.
Integrating Schopenhauerian philosophy to the compositional techniques of thettwentie
century, particularly to Henze’s very personal and characteristicddigtecmusical idiom, is
not an aesthetic principle that can be taken for granted.

Moreover, Schopenhauerian philosophy defines the concepts of beauty and genius as
prerequisites to the process of artistic creation that results in high aain @d-fashioned
conceptual framework, the aesthetics of genius requires metaphysical s@udpas the
tendency of the material of musical composition as a regulatory forcenthats that a
composition is not superfluous or incoherent; it also requires the artistic gesnyso&er and
performer) as the agent that sets this process in motion. The twelve-tone systedeed be
considered as a regulatory force in composition, but as the analysis below tlatesndenze is
hardly interested in pursuing this teleological interpretation. In his workgev@ne writing is
often present as part of a layered texture that consists of contrastergaiaalluding to
different musical styles.

Henze’s preoccupation with the linguistic quality of music is especiddlyinidiscussing
Der Prinz von Homburgthere is a considerable amount of literature examining the aptness of
Kleist's play for the music theaté? Henze admits he was initially unresponsive to Luchino

Visconti’s suggestion to set the play to music.

found in Henze’s other important writings: Hans WarHenzeEssaygMainz: B. Schott's Séhne, 1964), 51-63,
reproduced in Hans Werner Henk#ysic and Politic§{London: Faber and Faber, 1982), 84-92, and Ha@ngV
Henze, “Sprachmusik: eine Unterhaltung” interviggndohannes Bultmanbie Chiffren, Musik und Sprache: Neue
Aspekte der musikalischen Asthdtjled. HansVernerHenze (Frankfurt am Main: Fischer, 1990), 7-25.

1221n a letter to Stefan Zweig in 22 May 1935 Rich&tcauss wrote: “Glauben Sie mir: Kleist ist unkamierbar.
Ich habe es jetzt wieder dPminzen von Homburgesehen, der von Graner auf ein Paar Knallmomente
zusammengestrichen und mit sogar anstandiger Messiehen, trotz pr@ischer Fahnen und richtiger
Militarmarsche bei dem Patriotischen Berliner Pkioi bei der dritten Auffihrung 700 M. Abendkassbrgeht
hat.” Willi Schuh, ed.Richard Strauss, Stefan Zweig: Briefwech@&lankfurt am Main: S. Fischer, 1957), 134;
“Believe me:Kleist is beyond composing. | just sahagain when [the German composer Paul] Graeredaun
the operder Prinz von Homburgo a few claptrap scenes, even provided some tleugsic: the box-office result,
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During my time in Berlin [in 1957], Visconti had spoken to me more than once of his
desire that | should s&er Prinz von Homburg had consistently refused. He had read
only in Italian or French translations and could not know that, for a German, Kleist's
language is itself already music, music that sounds like a vast stoed-mshestrd®

Critics who reported the premiere of Henze’s opera expressed theiriskepsdo the
suitability of Kleist's poetic language for the music theater. Debomihgesang distinguishes
three different views emerging from the criticistis.Those who considered Kleist's play to be
unsuitable for music theatre maintained that the strength of music lay in it tabil
communicate emotional expression, and that logical thought by definition wasoaiié*

Others regardeBer Prinz von Homburgn Henze’s setting as a failure while acknowledging the
sensitive and poignant musical language, and argued that the poet needed the amfipitser

as the composer should have looked for the poet to legitimate his music. A third cafegory
critics welcomed the opera as a success, and admitted that Henzeduhesmpositional

power was unequalled among post-war composers in the area of music'tfeatre.

despite Prussian flags and real military bands, #@@smarks from the patriotic Berlin audience &t tthird
showing.” A Confidential Matter: The Letters of Richard Ssawand Stefan Zweig, 1931-198%ans. Max Knight
(Berkeley: University of California Press, 19774:95. Jorg B. Theilacker argues that within a shiore after its
publication, the play was presented with musichhvath typical “kapellmeistermusik” to illustrateands, to
accentuate the plot, and as prelude or interludet® In 1834 music by Beethoven and Weber, ated by other
composers, including Samuel Scheidt, Johann Paghdithann Kuhnau, Richard Wagner, Gustav Mahiet, a
Arnold Schoenberg, accompanied the play. Jorghgilacker, “Grazie und Harte, Kiihle und Feuer: Gsgéze in
Henzes OpeDer Prinz von Homburg in Theater ist ein Traumort: Opern des 20. Jahrhunglgdn Strauss bis
Widmann ed. Hanspeter Krellmann and Jirgen Schladeri(Bétenschel, 2005), 213.

123 Hans Werner Henz&ohemian Fifths148. The idea that Kleist's literary style hassical qualities cannot be
confirmed, and has to remain as pure speculation.

124 Deborah HochgesanBje Opern von Hans Werner Henze: im Spiegel detsglaprachigen, zeitgenéssichen
Musikkritikk bis 196G Trier: Wissenschatftlicher Verlag Trier, 1995)425

125 Bernd Milllmann, “Henzes Kleist-OpBrinz von Homburg Hessische Allgemeine Zeitufitpssel] (24th May
1960), quoted in Hochgesarigie Opern 256. It was not the first time such objectiorey@vraised about a musical
work that took a written text as its point of dapag. A famous example is Richard Strauss’ torenpélso sprach
Zarathustra which was subject to similar criticisms. Henmporters suggested that Kleist’s poetic languagéem
the play suitable for the music theatre — similguanents were made to defeft$o sprach Zarathustrearlier.
126\Werner Oehlmann, “Kleist im Streit mit Henze unédutner,”Tagesspie[Berlin] (24 May 1960), quoted in
HochgesangDie Opern 255.
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Some critics derived their reviews of the premier from the point of view of undergfandi
Kleist through Henze’s opera. Still others went to the extreme and despiterdiee of the
expressivity and lyricism of the work, for example in the love duet betweehe\atd the
Prince, demanded that the text be understandable at all'imBsborah Hochgesang argues
that the call for the intelligibility of the text might indeed indicate akmeas in the opera. The
point of departure for these comments was nineteenth century precepts and aleatatibat
relegated operatic singing to the demands of the text in order to meet the denthadsausic
drama (in terms of Wagnerian polemics). A similar attitude alreadystisd above,
characterizes scholarship on individual operas, where the libretto is given disipragier
consideration to make music subordinate to the demands of the text. In disklsssingrgthe
relationship between text and music becomes crucial because of the sigrifi¢&leist’s
literary work for German audiences, critics and spectators alike.t Butardly sufficient to
limit the interpretation of the dramatic substance of the opera to the libret®is Hsi true for

studying Henze’s operas as it is for those of any other opera composer.

The formula “word and tone,” though Wagner’s authority stands behind it, is the ruin of
opera interpretation, to put it in broad terms. Nothing is more mistaken than to assume
that the text represents the dramatic aspect of an opera, so that an tperanare

dramatic the greater the privileges it hands over to the text. For whag cafidad in

opera its dramatic or theatrical meaning is not to be read from a mereutesdther

takes definition only from the juncture of music, language, scenery, and stageenbvem
and gesture. This juncture may become a dialectic or even a counterpoint, in which the
text often plays only a slight role. More decisive than words, in opera, is the aisle
palpable situation from which the words gréi®.

Certainly Bachmann’s adaptation alters the mechanics of the text to mataiesor

operatic treatment; it is superfluous to expect that the full historical andggtiical substance

127 karl Kuehne, “Last sich Kleist vertonenRhein-ZeitungKoblenz] (26 May 60).
128 Carl DahlhausEsthetics of Musidranslated by William Austin, (Cambridge: CamigedUniversity Press,
1982), 66-67.
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of Kleist's work should be intelligible as text in the opera. Moreover, even thougpebiéic
historical setting of the play is important for a thorough understanding of theaplhyo some
extent the opera, ideas overtly expressed in the text have universal appead.atimits that the
plot of theDer Prinz von Homburgeems inseparable from the Prussian setting from which it is
developed. He argues, however, that “the tension between the existence of tdaahdivi
‘reasons of state,” and questions of disregard for law and order,” which otessthie core of the
libretto, are abstract and timeless, and that the issue is alreadytabsmatieist's work:?® As
other critics also observed in their criticisms after the premier,heigmer reaction of the
herd>°and his dream world that is the emphasis in Henze’s work and not the actual historical
facts related to the text. Needless to say that Henze’s intention was not ¢tatéupke dramatic
content and semantic logic of the text. Rather his aim was to explore and hefldaatities and
conflicts between reason and feeling, divine law and human law that are cgrestavdtk in
Kleist's play.

In the next sections Henze’s compositional method will be explored further wétv govi
showing the sophistication of his operatic technique. First, a critique of cuteeaiire will
demonstrate the inadequacy of employing thematic analysis on its own, anghlitjid need
for a more comprehensive study of entire musical texturgemburg Second, a thorough
analysis of selected passages will reveal how Henze produces variedlragpressions
through his characteristic twelve-tone technique combined with the everdpi@sal allusions.
And finally, the analytical perspective developed here will be applied to tragizal issues,
linking details of row choices and pitch-language with conflicts thaataitee core of the opera’s

plot.

129 Henze Music and Politics 100.
130 Or the anti-hero, since Henze characterizes teesogs the “glorification of a dreamer, the destomncof the
notion of the classical hero.” Hen2dusic and Politics101.
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4.1. Thematic and harmonic definitionin ~ Homburg, Act I.

Der Prinz von Homburgvas premiered in 1960 by the Hamburg State Opera. Later in that year
Diether de la Motte published a monograph on the opera that is remarkable for tisanaly
focus™! In strong contrast to subsequent studies devoted to Henze’s operas, this
groundbreaking work attempts to develop a systematic approach to reveal the tongbosi
method used in the score. The following analysis re-evaluates de la Miotdég$ and builds
on his approach to arrive at a comprehensive methodology that deals with seexts af
Henze’s compositional practice simultaneously.

Perhaps because of the continuing influence of Wagnerian operatic thinking, desla Mott
starts the study with motivic analysis to distinguish between differentatbes@n terms of their
thematic materials. Hence, his initial objective is to reveal repeatenf irstervals that may be
associated with twelve-tone writing in those sections which take place in tiaé\&otld, and
intervals, particularly the minor sixth, which signify the dream wbtdThe accumulative
approach employed by de la Motte builds on individual themes, binary relationshipsrbetwe
themes and furthermore (partial) textures that result from the interadtthemes. Given the
abundant stratified textures in Henze’s music general, this method mighpkeesible if a
thematic elaboration is supported by an analysis of the entire textureini@etteematic
characterization has a place in depicting different characters in lderas. But de la Motte

depends more on the interval structure and the span of individual voices to develop his

131 Diether de la MotteHans Werner Henze: Der Prinz von HombuEin Versuch iiber die Komposition und den
Komponisten(Mainz: Schott, 1960).

32 Henze’s views expressed in program notes and etirtier writings inform such analysis. From a
methodological perspective, though, it would beistake to verify the authority of Henze’s intergrén through
an analysis that seemed to justify it. As the cosep himself remarked, “music is not musicologyénde Music
and Politics 104. Henze hardly ever engages in technicayaisabf his works, neither in his writings, nortirs
collaboration with performers. (Personal commutibcawith Norwegian conductor Rolf Gupta, friendténze’s,
who conducteder Prinz von Homburgn the Netherlands in 2004).
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arguments about the musical characterization, rather than on thematic dédtenert this is
understandable because Henze does not use themes as leitmotivs. However, this fappesac
selective consideration of melodic shapes, and furthermore, assigns or asadityes
metaphysical qualities of certain intervals. Despite the undue emphasis@thematic
materials in terms of interval content, and the excessive descriptive atfonnthat results from
such examination, it is instructive to follow this analysis in order to sumnthezendings,

point out its limitations and develop alternative interpretations.

The following examples would be helpful to demonstrate the point. De la Motte argues tha
the melodies in the passages that correspond to the Prince, and to the dream-wortdlin gene
repeatedly contain the minor sixth interval and the octave span. In the opening ersfeimdbl
opera the choral texture consists of melodic shapes of different charattdie Biags a melodic
idea that spans an octave, while the thematic material of Count HohenzollernnteésPr

confidante, has a minor sixth B-G as the first interval (see Ex. 4-1a and 4-1Db).

Example 4-1.Der Prinz von HomburgAct |, Scene 1. The opening ensemble. 4-1a: Natalie’'s
vocal line spans an octave. 4-1b: Count Hohenzollern’s line opens with a minor sixth.
4-1c is de la Motte’s reduction from score of the Elector’s vocal line in mm. 141-150
(full texture provided in Ex. 4-3).

a)
" Natalie
5 g g
i —— — — — — I I
O = = —
o) [ [ |

Der Prinz von Hom - burg.
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Count Hohenzollern
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Ins Nichts mit dir  Zuriick, Herr Prinz von Homburg, ins Nichts! In dem Gefild'
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der Schlacht sehn wir uns wieder. Im Traum erringt man Ruhm und Lie - be nicht!

HenzeDER PRINZ VON HOMBUR® 1958 by Schott Music, © Renewed, Revised ver&id®91 by Schott
Music, All Rights Reserved, Used by permission ofdpean American Music Distributors LLC, sole USlan
Canadian agent for Schott Music.

De la Motte then compares the tonal orientation of the melodic materials o€ ldathlCount
Hohenzollern with the contrasting world of Friedrich Wilhelm, the elector ah@nburg,
whose vocal line, he says, is characterized by fourths and fifths as the buildingsel®&k( 4-
1¢c).**® As an analytical procedure the reduction of the Elector’s vocal lineépeble, since it
takes rhetorically stressed notes, and omits shorter anacrustic pitclsedebaiable, however,

whether the dramatic action Der Prinz von Homburgs set in motion only through thematic

133De |la Motte, 13-14.
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differentiation of different characters that represent differentdgorCertainly, Henze makes
use of melodic ideas based on successive fourths and fifths, common melodic typdg) in (ea
twelve-tone music, here and in other operas. And certainly, such comparisonsificasigf
these intervals recur consistently to depict a specific characteisesaty.

However, the so-called “Wreath-motif,” too, is based on successive fourths in ancgeen m
consistent and overt manner, even though this musical idea is exclusivelytagsotiathe
dream world of the Prince and his tender affection for Natalie — it also apaitdave, either
Bb-Bb or Ab-Ab (see EX. 4-2). There is no reason why this passage should create a contrast to
the thematic construction of the Elector’'s music in terms of interval contenbased on
successive fourths, followed by a fifth, and a seventh leap — and could be consdeptallel
passage. Hence, it cannot be unequivocally stated that there is a melodic andchamast
between the music of different characters in the first ensemble of the @eeta.Motte refrains
from labeling themes with different interval structure as tonal or sdBiad the import of
intervals is not something that we can take for granted; the significartoe iotérval structure
of a theme has to be considered within the musical context in which it appearsiséjkaava
Motte also refrains from associating different melodic constructions widreht compositional
systems, because there are hardly any passages in the score tletcanenantly tonal or

predominantly serial.
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Example 4-2.Der Prinz von HomburgAct |, Scene 1. Wreath motive characterized by
successive fourths and fifths, and by the octave spaB B

Octave span ab'-ab"'

Natalie IFourth Fourth Fourth Fourth :
r 1 r 1 r 1 b | Flfth b
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Octave span bb '-bb "'

HenzeDER PRINZ VON HOMBUR® 1958 by Schott Music, © Renewed, Revised ver&id®91 by Schott
Music, All Rights Reserved, Used by permission ofdpean American Music Distributors LLC, sole USlan
Canadian agent for Schott Music.

Thematic differentiation is insufficient on its own for a comprehensiveiag#ion of the
dramatic conflict in this opera. Unavoidably, melodic analysis of this kind leadetceal
segmentation of the text and the musical ideas into semantically incohatentrpaxample 1c
(the passage is shown in Ex. 4-3) the interval D-A can neither be justifiedhs aéthe
grammatical structure of its text, because it makes two separatecgsnteerlap, nor in terms
of musically meaningful segmentation, because it cuts through the synchtaegibe¢he
semantic content of the text and the structural unity of the musical ideas -¢bsssue phrases
examined below. While the allegorical first verse refers to the Prifreese of mind, the dry
second verse reminds him of his duty in the battlefield: “Ins Nichts mit dir zurlickPiHiee
von Homburg, ins Nichts! In dem Gefild’ der Schlacht seh’n wir uns wieder” (Into oblivion
Prince of Homburg, into oblivion, oblivion! We’ll meet again on the battlefield)! &hes
adjoining verses uttered by the Elector reminds the high ranking cavalmalyé¢ine Prince, that
his duties supersede all other concerns and invite him to join the cooperativeoeféodst
achieving their shared goal. As a vital element in the plot, the isolation ofitice Rom the

other characters requires attention. Because the two verses are ssiyaiginct, a musical



131

analysis that considers the corresponding musical phrases as cotemeaistouss — connected
by a fourth, D-A — highlights only one aspect of the musical texture in abstartusal terms.
From a dramatic perspective the relationship between the Prince and his higlwndemis
crucial in establishing the premises of the conflict that unfolds eventuabyibe of the former’s
failure to follow orders. And this short solo has intricate textual and musiealsdéat
accentuate the essential elements of the drama. Most of what the Electsrdsizaet and
unambiguous, but “Ins nichts” has been subject to various interpretations partibatalyse of
its suggested connection with the “sleepwalking” Prince, ironicallgdiatthe closing verse:
“Im Traum erringt man Ruhm und Liebe nicht” (Love and fame cannot be won in dré¥ms)!
Hence, the words spoken by the Elector towards the end of Scene 1 encapsulate the plot, and
highlight the conflict, which results with the Prince being court-madialed sentenced to death.
Appeals by the other commanders and the ladies to pardon him cause the Electertteelea
choice to the guilty party himself — if the Prince says the death-sensemagist, he will be
pardoned>® Realizing that he would be relinquishing values treasured and observed by all
parties involved (law, as well as honor), Arthur refuses to admit that he wasysgrggnced.
It is only when he acknowledges the principles set up by the law that the Eledmmgphm
and “the victor of the battle of Fehrbellin” joins the cry “In Staub mit allen Feinde
Brandenburgs” (May Brandenburg’s enemies all turn to dust)!
Perhaps Henze’s oversimplified identification of the Prince as a dreesoneates with a

modern day understanding of the term denoting someone remote from everydppneali

134 Discussed in Stuart Atkins, “Taught by Successistis Prince of Homburg.German Quarterh50 (January
1977): 5. Atkins refers to earlier interpretatiaisins nichts” as death, but argues that it raithglies “the
Prince’s somnambulistic state.”

135t is dubious, though, whether the Prince readly h choice in this matter. He is a high-rankiegegal in the
army and knows very well “the articles of war; helvs the overwhelming necessity of obedience t@timmands
of a superior at that time and in that environnfedbhn J. Mulligan, “Kleist’s Friedrich von HomkairThe Prince
without a Choice,’Forum for Modern Language Studi&6 (1980): 35.
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active life, hence separate from all the others in the opera. This mightrieasbea behind the
attempt in Henze scholarship to look for thematic differentiation between thetehnsra
Analytical focus on the fourth as a unit of melodic-intervallic construction seisuit
segmentation that limits the discussion to matters of background struatieen(y a significant
focus in analyzing Henze) at the expense of vibrant surface details thatertdical allusions in
the passage. But the vocal line is not the only important element of the mudiaa testhis
passage; indeed, Henze’s eloquent treatment of this very important moment imthe dra
indicates further sophistication in his style of creating tonal allusions by nem¢pnal means.
In capturing the essence of the text he relies on the interaction betweenahiéecnd the
strings, pervaded by the same pitch-collections, and on the counter-melody in thihdgousss
a contrasting collection.

Clearly delineated by longer note-values and rests, the Elector’s wecabfisists of four
successive phrases — the point of departure for the alternative analysib@iedsee Ex. 4-3).
In the first vocal phrase, an unconcealed emphasis on C#, F#, and B confirms the inteeval of
fourth as a structural unit, but disguises at the same time the scale seg¢rieRECA-B that is
supported harmonically by the orchestral texture with the rhythmicallyadisglsonorities of a
V® — I/i progression in D. In the second phrase, Henze matches the dramaiicasigaibf “ins
Nichts, ins Nichts!” with a musical gesture that gives additional weiglhtetdéonal allusion; the
leading-tone C# resolves to D after the escape-tone B, while the invertethdbaohord
resolves to the tonic. Considered as a whole, these two phrases that refer tctie dheam-
state use the D-major pitch-collection (D is incidentally one of the fogalkeard in the short

orchestral prelude of the opera).



133

Example 4-3.Der Prinz von HomburgAct |, Scene 1. Regular phrases in Elector’s first solo.
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Despite the harmonic support in terms of a skeletal chord progression in the drchestra
accompaniment, the musical texture also includes tonally contrasting edermena
characteristic element of his compositional practice, Henze upsets thefuhigtonal material
by introducing, first the A-minor pitch-collection in the third phrase, and theA-thajor
collection in the fourth — both supported by the pedal E-B in the strings. At the samée
distinct counter-melody in the horns contradicts the momentary tonal ideas in dhéne@and
creates an additional layer that needs to be taken into consideration. Even though-timedsead
of the five-note figure (E, Bb, A, F, E4) suggests persistence of the fourths as a constructive
unit, the lingering A, as well as F and E are connected with other cafleatidhe passage — A
is the root of the dominant chord in m. 143 and F creates the major-minor conflict in m. 144.

It is notable that the final E of the horn melody is also related with the p&lal the strings
and piano in mm. 144-150. Despite the constant intrusion of dissonant elements, particularly the
adjacent pedal F#-C#, the tremolando pedal supports a tonal idea that is emphdse&zed in t
Elector’s vocal line. The ultimate pitches of the four successive phrasee@utlascending
inverted dominant-seventh chord (B, D, E, G#), as structural idea, which is connectduewith t

minor-A major context of the third and fourth phrases. Together with the dominant pedal, thi
V § ascent provides a vivid example of Henze’s method of forming tonal allusions via ietempl

outer-voice patterns, bass motions, and leading-tone suggestions. Despite the overalmindanc
k major/minor pitch-collections, (D, A, and even E major, if we take into account thiadea
tone D# in mm. 143-144) Henze avoids undiluted elements of traditional common practice tonal
syntax.
Aside from being a counter force against the Elector’s voice, the horn meldsty is a

associated with the dream-world of the Prince. It uses the first five pitcties ‘@ream-Row”
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that appears partially in the orchestral prologue and in complete form in thegpela where
Count Hohenzollern describes his pensive state (Act I, Scene 1). With its cogipésh
content and clear rhythmic pattern, this twice-stated gesture is the angnelef the orchestral
texture that has a thematic substance — curiously, it reiterates theithgonfiguration of
phrase one and two in the Elector’s vocal line. Dramatically, it helpsisbtabhtinuity by
repeating the row used eatrlier in the scene.

Nevertheless, this passage is indeed dissonant, not because of the type of melodic
construction used, but because of the conflict created by the stratified harmamie vehere
several pitch-collections coalesce with the twelve-tone derived matehmah typically Henzean
manner every detail of the texture is obscured by diatonic/chromatic neigimesrer opposing
sonorities — the E minor is upset by A# and its superimposed dominant B-chord thédtusédel
as a pedal. In short, Henze disrupts the coherence of tonal materials usihgrmbioices
(often the leading tone of the triad, or the simultaneous presence of the third andtthe four
without a resolution).

The previous commentary explored the complexity of tonal allusion in Henze’s
accompaniments, demonstrating the need for analysis that goes beyond thiicieoparties
of the vocal lines alone (as in de la Motte). Another aspect of de la Motte’s thamealiisis
that requires attention is the interval of the minor sixth that plays an impataaisran element
of musical characterization of the Prince’s dream-world both in the opening eesamddhter
in his solo numbers. Two examples from the first scene, examined below, should be adequate t
demonstrate that in order to reveal the dramatic substance of Henze’s opasitid is
necessary to discuss his musical textures in their entirety. As de laddottetly observes, the

first solo entry of the Prince emphasizes the minor sixth and the span of an octave in t
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significant melodic ideas that correspond with the two central phrases oktthe‘atalie!

Mein Madchen” (Natalie! My maiden)! and “O Liebste” (My dearest@d Ex. 4-4).

Example 4-4.Der Prinz von HomburgAct 1, Scene 1. Octave spans and the sixth leaps in
the Prince’s part.

Prinz von Homburg
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Because Henze does not employ different thematic ideas as leitmotivs\thaae of the
observation in terms of interval structure hinges on the comprehensibility of theatmasaning
accomplished through the frequent use of an interval within a given musical qbexéxte).

But limiting the analysis to thematic elaboration and interval content impakescaptive
approach. In order to avoid a futile discussion of the minor sixth as an appropriate musical

means to depict a musical mood, emotion, or a state of mind — which would inevitably prompt a
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metaphysical consideratidi de la Motte tries to trace the consistent use of the same interval in
relation to the same character or mental state. This method makes Henzgdsitional style
seem mechanical — it appears as if Henze has arbitrarily chosen theirtmand applied it
systematically to a specific character or to a specific state of ntirglinescapable that the
emphasis on musical characterization through thematic or motivic elaboratioropetias of a
composer who is from the beginning known for his relaxed use of twelve-tone techniquies, res
in segmentation of ideas at the expense of large scale formal and di@matiterations. A
more plausible approach is to examine the meaning of musical details (inchuglimgnor sixth)
within the context of the musical texturedDer Prinz von Homburg

In discussing the dramatic context of the Prince’s first vocal entnauice opera, it can be
asserted that Henze alludes to music from the past: a possible explanation lfog dwmehe
idea of the sixth is the symbolism related to Wagngrnstan und Isolde One of the main
hypotheses of this dissertation is that Henze’s allusions are never a duplicgiieh stfyles —
with the exception of passages such as the Bach quotation at the end of the second movement of
The Bassaridsor the stylistic replica “Sonata da cameraDias Ende einer Welt’ which
nonetheless contains uncontrived sections as well as deteriorated chaiotis se¢he similar
style of Alfred Schnittke. Rather, Henze is able to allude to past stylesardinthe most
fundamental elements of tonal composition. He does not attempt, though, to discuss mfluence

from the past while examining the prominent minor sixth interval in The Princesd Moe.

136 Attempts of this kind have been made, for instand@ino Stefani, “The Voice of the Heart: A Proggive
Semiotics on the Interval of the Sixth,”Musical Signification: Essays in the Semiotic Tlyemnd the Analysis of
Music (Berlin: Mouton de Gruyter, 1995): 199-207. Buat Motte and other authors who wrote on Henze’s enusi
do not engage in such considerations.

13"Das Ende Einer Wel(fThe End of a Worldis a one-act radio play, written in 1953, anavarked as an opera in
1964.
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This is justifiable because using a specific interval within a tonal idiomasgtidally different
than using it within a style that is characterized by its pervading dissonatusss.

Concentration on the thematic structure is a common feature of studes Brinz von
Homburg Partly due to this approach, the contrapuntal texture that precedes the Rrsice’s
vocal outburst receives particular attention. Appropriately named therfDiregention,”
because of the pervasive contrapuntal use of the twelve-tone row in the vocahdrtes
orchestra, this dense and monotonous passage is only an upsurge towards the vocal entry of the
Prince, which arrives with an abrupt change in the emotional content of the'fiusic.until
that moment, almost six minutes into the opera, the Prince had been wandering around in the
garden in his somnambular state. While the Elector hands the wreath over to aieéss
the Prince stands up vivaciously, and suddenly the F#-minor arpeggio in the piano gives the
musical flow an unexpected force (see Ex. 4-5). This is a salient moment irstisedme that is
communicated to the audience more by the power of the pedal harmony over nine memsures
the thematic structure of the vocal line. In addition to providing a powerful coturidoet
severity of the dream invention, the tonal idea in the piano accompaniment alsdsftretel
melodic frame of the first phrase: f#-f#'. Because of the dyadic oppositioedchyshe
constant presence of B in the F#-minor chord (attached either to A or C#), thisyseustains
an inner tension, and only occasionally coheres with the vocal melody. The tonal afuhly
passage results from the brute repetition of the F#-major chord, whileitigs sind woodwinds

present a conflicting harmonic id&%.

138 De la Motte refers to this passage as the dresemtion inHans Werner Henze:Der Prinz von Hombu2§,
and Christian Bielefeldt adopts the labeHans Werner Henze und Ingeborg Bachmarg®6.
139 The occasional B in the texture vaguely implies a modal ambiguftynajor vs. F minor.
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Example 4-5Der Prinz von HomburgAct I, Scene 1. Abrupt change of mood with the F#-

minor arpeggio.
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Without doubt the sound world of the Prince’s short solo is different both from the dream-
invention and the Elector’'s music. At the same time it is stratified, with eatygenzean
construction of the layers, where the vocal line occasionally joins togetlmetheibrchestral
texture. Yet, despite the overt presence of a traditional sonority, the tagtarehole is
dissonant. It is reasonable to question the validity of Henze’s remarks abaarteutldivide
between the music of the world of dreams and the actual world of law and order. Aslyisesa
in this study demonstrate, Henze constantly operates with several mygcsilthat often
contradict one another to form dissonant textures, regardless of the textuat obatgiven
passage.

When a variant of the Prince’s solo returns in Scene 2 the melodic curvecstifisaribes
an octave, as in Scene 1, but the interval content is markedly different. Most ntipoini
minor sixth is not part of the thematic material, even though this is a moment wheiméee P
notices Natalie in the ensemble and responds to her with affection (see Ex. &d5).tHat
Scene 2 centers on the battle plan and occurs therefore in the world of actionantesaf
melodic curve is legitimate. Hence, this new gesture can be analyzemh$notfefiourths and
fifths (Eb-Ab/Bb-Eb or Eb-Bb/Ab-Eb), using the same method used in analyzing the
Elector’s part — the same is true for the other voices as well.

But the score also includes tonal sonorities, B-major and A-minor triads in closenpdisét
are not connected according to rules of traditional harmonic progression, batedebfuntly as
sound blocks. Despite the lack of melodic and harmonic coherence, Henze neverthgliss use
B-major pitch collection for the entire texture in mm. 68-72 (with the regppitehes in Ex. 4-
6). The final D natural after the melodic climax that ends binBhe vocal line reiterates the

same gesture stated in the choir of officers and creates a major-minor. dAaldy
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compositional technique that occurs time and again in the operas examined heoefltbis ¢
produces an ambiguous musical outcome that is appropriate for the dramatmnsitu&tene 2.
While the Prince is preoccupied with Natalie and seems unable to concentratenaeting
where battle plans are discussed, Field Marshal Dérfling and other offamaraunicate to him
the Elector’'s direct orders: “Des Prinzen Durchlaucht wird, nach unsens &lesdricklichem
Befehl, wie immer auch die Schlacht sich wenden mag, vom Platz nicht, der ihwieseye
weichen” (His Highness the Prince, on the explicit orders of the Elector,wehaturse the

battle may take, shall not move from the place he has been assigned)!

Example 4-6Der Prinz von HomburgAct |, Scene 2. Variant of Prince’s solo.
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Example 4-6 continued.

| o | D
A be bp EE i .
p-V-H bl L] : 1 | — I i T ',r = i
(A# C# D#) = - — lie!
)
B ~ p » i 3
Dérfl. FEE 1 i i : I  — I i |
L nY 3 | ! T = ] 1 ] !
wie im - mer auch die Schlacht—_ sich wen -den  mag,

A

Offze.

Arpa
_ P
I =i —E=F =
U g v eSS vewsT eSS
— \ Vid)—————— E} :
— i - el |2 - ]
oo & 'b g - %':%—E
Tyt .3 ’- -t =
Py = = = = o
Cor: /f———ﬁ
.lﬂ'P" _.%o Hﬁ'?‘ ﬂ-é'
e T | i — 1
Pno #
o Poo. TJ
ra O s T —|
=2 c— ——1 —a=—— —he e
" ¥ 0 n
(vel., co.)

HenzeDER PRINZ VON HOMBUR® 1958 by Schott Music, © Renewed, Revised ver&id®91 by Schott

Music, All Rights Reserved, Used by permission ofdpean American Music Distributors LLC, sole USlan
Canadian agent for Schott Music.

To summarize the results of the analytical discussion so far: the flgxabifitelodic
construction in the two solo sections defies a categorical distinction betwegratheters in
terms of the interval structure of the vocal parts. If we accept Hermaiments about the
harmonic language ¢lomburg and de la Motte’s thematic analysis of different characters
uncritically, it becomes an insurmountable task to distinguish the musical eteonéextures

that belong to the world of dreams from those that belong to the world of reason. Ditimady
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out of his dream-state, the Prince makes the distinction implausible. He isytloharacter in
the opera that exists in both realms, but also the most central figure as well

In abstracting the world created in Kleist's play from its freely fiieoldnistorical setting,
Bachmann and Henze invest their attention in the emotional and sensual shift in thex’dream
state, as the manifestation of timeless ideas about freedom. Henzestialteof strict
composition, exemplified by the contrapuntal writing in the inventions, consideraal, lveith
effective use of tonal allusions in layered textures of several voices ocdinesy the intangible

dimension between dreams and reality “where facts are perceived witmaibotarity.*°

4.2. Dramatic flow and row technique in Scene 1.

The tension between the dreamer Prince and the ruling authority is refledtednnltifaceted
and rich musical texture, both vocally and orchestrally. But the differiemtisthardly ever
employed strictly. Rather a sophisticated blend of twelve-tone writingtengd allusions
through Henze’s non-tonal means, already mentioned above, sustains a musitatfleflects
the main dramatic idea of the plot. The stratified texture of the “Traum- ionéiiDream-
Invention) in this opening scene is a case in point, to demonstrate Henze’s camabsiti
technique, and to elucidate the significance of the dynamics between teixt,andsstaging in
developing the drama. Particularly in his attempt to delineate the Pritete’®tmind, Henze
achieves subtle distinctions between the dream-world and the world of actions. afAalifses
below will show he uses harmony as signifier of interior psychological, stabrder to elucidate

short term and long term dramatic action. Occasionally, this approach involvésshi

140 Henze Music and Politics 104.
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more consonant to more dissonant textures (and vice versa) at dramaturgioaitgmn
moments in the opera.

A castle in Fehrbellin is the setting for Scene 1, depicting Prince Fnettitur of
Homburg in an entranced state in the garden, holding a laurel wreath in his handchriedri
Wilhelm, the Elector of Brandenburg, the second major character of the opesahakaeath
from the Prince, places a silver medallion around his neck and gives him the handrofcdesP
Natalie before leaving him to his thoughts. A significant symbolic elemaheidrama, the
wreath establishes a strong link between the first and last scenes. gieszeusical emphasis
to this symbol with the repetition of the “Wreath-motif” and a variant of theeemtusical
texture at the end of the opera.

Characterized by the consistent use of ordered pitch-collections, the comirapaindns of
Scene 1 have received attention in the literature (almost exclusivelynma@eacholarship).
Without exception, studies concentrate on the Dream-Invention, taking into account oaly thos
layers that are based on the so-called “Dream-Mel&theven though the texture also contains
a counter twelve-tone melody, and tonal allusions. In terms of elucidating the doongpbs
craft behind the specific sound structure in this layer, and establishing theteoogiand
transparency of the composer’s technique, such an approach is justifiableldandatuable
insight into analytical matters. In interpreting dramatic issues, thoughmetessary to examine
textures in their entirety and study the context in which the twelve-totexiaia depict the
world of reason and bring about the opposition against the dream world of the Prince.

Because of the way dramatic tensions are set up and resoedRninz von Homburghe
polarization of the characters requires a musical analysis that inceptrattwofold

significance of the protagonist — i.e. both his dream world and his imperturbable sengarf dut

141 First identified by de la Motte, and later adopire@ielefeldt and Schmidt-Wistoff, with slight afifiations.
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the actual world, which is as important in Bachmann'’s libretto for the “lieto imAtt Ill as in
Kleist's play. As such the presence of two twelve-tone rows, which overlap Dreéhen-
invention, is especially rewarding to investigate. Existing literatur@@mtopic recognizes the
presence of these rows separately, but avoids a possible interpretation fronatecdram
perspective. In order to evade confusion in labeling with the thematic mateheliofention,
Bielefeldt identifies the recurring row in Scene 1 as the “BasisréBasis-row). It is equally
justifiable to name it “Dream-row 1” as the passages in which it surfacssantly relate to the
fantasy world of the Prince. Moreover, the orchestral opening, which accosgamie
sleepwalking Prince, is connected with this row and provides important dramasi@blug the

development of the plot (see Ex. 4*8.

Example 4-7.Der Prinz von HomburgDream-Row 1.
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In the buildup toward the invention in Scene 1, Dream-row 1 appears as the s$tructura
foundation of two dramatically momentous passages — the orchestral prologue ant the firs
extended solo of Count Hohenzollern. The curtain rises to an intense orchestral sonority
employing the first four notes of the row vertically (see Ex. 4-8). @iegj the Prince in his

dream-state, the texture immediately explores the inherent dramatigtmppofkthe plot with

21n the present study, the row that is used ir‘Eiream-Invention,” analyzed below, is labeled as¢Bm-row 2.”
Bielefeldt labels the material derived from Dreamwl the “Traum-Tune” (Dream-Tune). See discussiothe

topic in BielefeldtHans Werner Henze und Ingeborg Bachmd@6. De la Motte suggests an interchangeable use
of melody, sequence, row or theme in labeling tia¢enial used in the invention. As discussed belmth scholars
concentrate on the actual musical surface and texaomine the twelve-tone row as the structuraisbaisthe

passage. See de la Mottigns Werner Henz@3.
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the union of twelve-tone material and tonal allusions. Already in this prologuesthretion
between the two worlds becomes problematic. As Schmidt-Wistoff argues, dine-sipbere of
the Prince, highlighted by the pantomime performed both by the Prince and tloe, Edect
disturbed frequently by other characters present in Sc&fieHenze’s musical interpretation
follows the dramatic complexity of the situation, but his technique is neither toaataditional
sense nor consistently twelve-tone. To understand the musical substance hesig, ranaty
look beyond such reductive technical labels.

As an extension of the thematic analysis reviewed above, current literatureses the
connection between the opening and the Count’s solo that uses Dream-row 1, in order to
establish musical and dramatic continuity. In the analysis of the sustamaitysin the
beginning, issues of interval content take priority over other musical diiailare important in
developing the conflicts in the opera — hence the common view that the first sonorisy cbas
fourth/a fifth and a minor sixth (EBb, A-F respectively). Bielefeldt adopts de la Motte’s
categorical distinction between the interval content of the Elector’'s amteRrvocal lines to
suggest that these intervals, presented in antagonistic terms within thed gengxt of the plot,
display the theatrical reality of the opera by accentuating the melodi@amdmic conflict in
the first sonority"** While it is technically possible to find such a connection, claims about the
dramatic weight of the intervals are valid only if thematic characterizaf the personae in the
opera can be unequivocally established in terms of continuing intervallic opposition.

In order to comprehend the initial orchestral sound in all its complexitpecesssary to
study both harmonic and thematic aspects of the prologue. Immediatelhaftertissimo

announcement of the open fifth$ Bb, A and F are added to the sound mass (on beat four of

143 Katja Schmidt-WistoffDichtung und Musik bei Ingeborg Bachmann und Haesnat Henze: Der “Augenblick
der Wahrheit” am Beispiel ihres Opernschafféhdinchen: Iudicium, 2001), 95.
144 Christian BielefeldtHans Werner Henze und Ingeborg Bachmar@8.
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measure 1). What is readily noticeable in the strong statement of tichdetk s the stepwise
motion in the middle register fromiBto A, to cause a tritone withbk and a fifth skip from B
to F in the upper register to form stacked fifths-Bb-F. The thematic nature of the leap from
Bb to F becomes clear with the tonal orientation of the repeated motif in mm. 5-8. SThere i
certainly an inner tension in this prologue, triggered by the tetrachord. Howewtrens
examples studied here also show, Henze's textures are characterizeablbop@ance of
conflicting ideas. There are hardly ever any passages where a daayleonal or twelve-tone,
is responsible for the dramatic objectives pursued. Indeed, the tonal confittpdem the
prelude, and reiterated in the first ensemble, does not originate from anargtiakty in
Dream-row 1, but from the superimposition and juxtaposition of focal pitches, sonorities, or
pitch-collections that persist in the scene as a whole.

Without doubt, the tension between the perfect-fitthB2 and the tritone E-A in the lower
register is readily audible — it is in any case more obvious than a supposett gottflthe
minor sixth that involves an inner voice within the orchestral tutti. AdditionalyisE
accentuated by [ its upper-neighbor, which is also the fifth pitch of Dream-row 1,
consequently the final note of the horn counter-melodyB& -A-F-EL) in the Elector’s solo
analyzed above. Apart from long term thematic unity derived from the row, lHedeglines
the opposition further by the additional G, suggesting E minor, and D, insinuatingafer, the
dominant of B superimposed upon the pedal bass. The continuing presence of A in this
sonority further complicates an already ambiguous harmonic context. NeitheilDdsnderived
from the row employed here; nonetheless they form typical Henzean sonoitiies w
simultaneous use of tonic and dominant chords, and a minor-major conflict within the same

sonority.
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Example 4-8.Der Prinz von HomburgAct 1, Scene 1. The first four notes of Dream-row 1
in the beginning of the prologue.
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An alternative dramatic interpretation of Scene 1 makes it possible tcaggpiow the
conflicting musical details relate to the plot. As mentioned above the entiyerstbe opera
revolves around the Prince. Hence, the contrasting musical ideas in the scenefiechthe
duality of dream-world vs. world of actions in terms of an interval-based oppositisadrethe
Prince and the Elector. Instead, the dichotomy mirrors the hero’s dilemmagfbitirio tackle
the tension involving his loyalty to reasons of state, his sense of duty, and his exasteamc
individual. Accordingly, the conflicting sonorities and the division between tonalaeidet
tone music, if such strict differentiation is indeed possible, expose his innectaatlher than
manifest an outright confrontation with his superior.

As opposed to the harmonic conflict created betwee(mtajor) and E minor, its upper
neighbor, Henze introduces another conflict with the lower neighbor D. Becauserth@iD
triad is established as a contrasting sonority (first in inverted form then ipasitibn), its
relationship to the E material is reinforced through rhythmic reiteration as well. In amditi
both the B pedal and the superposed Biajor triad contradicts harshly with the D major triad
in mm. 9-12. Before the arrival of the D minor triad in mm. 13-14, Henze accentuates the
opposition with B using a sonority that superimposes the(Beventh) chord and the tonic (this
time with its third) in mm. 11-12. When the bass moves half a step dowh kebze
emphasizes the D minor triad by a similar construction that brings togethenithand the
dominant. To sum up, tensions that develop from typically Henzean chord constructions and
chromatic progressions are more important in determining the dissonant sound wueld of t
opening than thematic distinction connected with Dream-row 1. Even when intesedl-ba
arguments seem most plausible, Henze disrupts the expectation of the lisgesteftsnig his

focus — he refrains from using thematic ideas consistently and exclugivéie same character.
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Example 4-9.Der Prinz von HomburgAct I, Scene 1. Count Hohenzollern’s vocal line is
based entirely on Dream-row 1 (orchestral parts omitted from the example)
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In analyzing the Count Hohenzollern’s solo, which begins just a few momenthafter
orchestral prologue, it is significant to mention at the outset that it id lbasieely on Dream-
row 1 (see Ex. 4-9). Accordingly, it seems to contradict Henze’s remarks taabided
twelve-tone writing in the dream sequences. The significance of the rbe woctal line is

acknowledged by other authors, yet analyzed only in terms of its connection with tivegope
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sonority — i.e. the recurring tetrachord B b-A-F.***> This approach is valid only if the vocal
line is considered on its own, and in segmented form.

Starting immediately after a dramatic harmonic turn in the lowestezgn the orchestra, the
Count describes the Prince’s state of mind: “Als ein Nachtwandler, schawgnauBank,
wohin, im Schlaf, wie wir nie glauben wollten, der Mondschein ihn gelockt, beschgdiiciet
trAumend, seiner eig’'nen Nachwelt gleich, den pracht'gen Kranz des Ruhmes ed@ziwi
(Sleepwalking, look, on that bench. Asleep, as we would never have believed, enticed by the
moon, preoccupied, dreaming, akin to his own posterity, preparing a fine wreathydf glor
Despite the explicit use of the row as the structural background of the endirarsahalysis
concerned solely with the connection between various occurrences of the row ddamiaiti
the richly varied musical surface — this is as true for compositional coleeasrior dramatic
continuity in Scene 1.

Given Henze’s treatment of thematic materials in the Elector’s vocarialgzed above, it is
sound to focus on phrase structure based on the semantic unity of the text in the Count’s solo as
well. Referring to the sleepwalking Prince, Phrase 1 prefigures both the lict@ntent and
initial rhythmic pattern of the horn counter-melody to arrive later in tresc Accordingly,
Dream-row 1 provides structural unity between the opening and the two solos that@teant
in communicating the dramatic essence of the plot. Nevertheless, it is doudstfinlet link
between the sections is derived from the row, because the tetrach@#-B-F does not
constitute an indisputable subdivision of the text. Undeniably, the readily observaldalmus
idea in the first phrase is the two-part construction, which, while dividing an offeeexplicit
ascending line from Eto E, accentuates the upper-neighbor opposition introduced in the

beginning. It is illuminating that the two parts are separated semjnéindl musically by the

145 5ee, for example, Schmidt-Wistoffichtung und Musik bei Ingeborg Bachmann und Haesriat Henze161.
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rests, yet joined together structurally by the minor sixth skip A-F. Thisvodiey detail,
duplicated with a similar gesture in phrases 2 and 5 with the minor sixth leap B-GAaind C
respectively, verifies the hypothesis that rather than representiagedificharacters in the
opera, the contrasting ideas reflect the hero’s predicament, manifestaghtiiamied musical
expressions.

In this remarkable solo that is rewarding for the performers (both the tenbieaamsemble
that provides the choral background), Henze manages to incorporate all thd facsica
discussed above into a coherent and pulsating musical texture. Even as frequerdridurths
fifths alternate with minor sixths, clearly delineated phrases outlindetalkdearmonic idea
focusing on D, the lower neighbor obEsee Ex. 4-9). In a similar manner to the Elector’s solo,
the ultimate tones of the five phrases establish D as a focal pitch and A rsagjomihant as
key element of the melodic idea: phrase 2 rests on C#, while phrase 3 and 5 pivot on D. But D
is itself the leading-tone of IE stated three times in phrase 4, before the line reaches A.

Strong thematic and harmonic associations between solo sections in Scene heaeveal t
dramatic purpose behind Henze’s compositional method. He does not follow the row\slavishl
and is not bound by it as an ordered thematic line of pitches. As a structural mogical he
puts the row to varied uses without making it the only factor in determining the mdre loca
musical events. Considered in its entirety the texture also sugdeatsdfocal pitch (and
pitch-collection) in mm. 39-42 in the solo line, the choir of voices, and most significarkig i
lower strings, which sustains an ostinato over 24 measures and indicates the minartmtice
Gb (see Ex. 4-10a). Within thisbEenvironment, highlighted particularly with the 8 b pedal
and the bass figure, the inverted form of the opening contrasting material Agtptrsi

maintain a structural link with the opening. In doing this Henze relies on row irst@waledal
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points. But rather duplicating interval content of the row and qualities inherent enizeH

sustains row intervals as pedal points to create vertical harmonic tension.

Example 4-10aDer Prinz von HomburgAct 1, Scene 1. Count Hohenzollern’s solo in

context.
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Certainly, the F-A dyad is part of the music both as melodic material ieribe &nd as a
reference to the initial sonority in the orchestra. But it is also signifesapart of the three note
string gesture that constitutes a coherent unit by itself and functionsyes thkt provides
forward thrust to the static sound world of the scene. Within this transparent téghme
inserts dissonances that retain the anxiety instigated from the very beginniegdyAh the
downbeat of m. 44 the orchestral accompaniment states a three-note duBteiHHsee Ex. 4-
10b).

Together with G in the ostinato, the pitch content of mm. 44-45 is derived from a basic
chromatic tetrachord — set class (0,1,2,3), in this casebgg (EG>). Both vocal solos (Count
and Natalie), and the choir of ladies duplicate the pitch collection used in thet@chesorder
to highlight the semi-tone conflict Henze introduces E in m. 44 in the choir, as welhas
Count’s and Natalie’s vocal lines. Significantly, the lower strings sutitaiB> material and
serve as an opposing force, while the perfect fifthES in the choir move to E-B before the

arrival of a contradictory perfect fifth E-B in m. 46 to confirm the opposition bet\Eéeand E.
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Example 4-10b.Der Prinz von HomburgAct I, Scene 1. The E+4Etonal conflict.
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Example 4-10b continued.
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Towards the end of the Count’s solo the conflict becomes even more evident withrthe re
of the opening sonority in the orchestra. Recalling elements and layers frorahtbestia
prelude is a common element of the works studied here, and as a cliché of opénagjgtwr
helps connect musical ideas in different sectiori3@anPrinz von Homburgs well. By this
time, all twelve tones of the row have already been used (though freelyecepeabdrrespond
with the composer’s dramatic intentions) and Henze, through selective use of tha tbees i
vocal line, directs the melodic flow and harmonic elements together. In mm. 55-57 thesCount’
melodic line emphasizesbEBb, A, and D with the harmonic support of the opening sonority
Eb-Bb-A-F (as a tetrachord in m. 55 and the return of m. 1 of the opera’s opening dy&ds E
and A-F in m. 56), above thebEpedal — the texture confirms the return of & a focal pitch
(see Ex. 4-10c).

As if to embellish the nascent idea already intimated with the confliEt@glongside the
tetrachord in the opening, Henze changes the harmonic focus trdmEnear the end of the
solo. When the Count sings the arpeggio figuretE&in m. 58, pedal E-B in the piano, harp,
and the choral background reinforce E minor as a referential pitch collectoBXs4-10d). It
is gripping that Henze excludes the strings altogether from the E minamrsexgtly to bring
them back when theEostinato figure returns at the end of the solo. Even though the pitch-
collection E-B-G is a segment of the twelve-tone row, it only creates tiwoallto E minor at
the end. Inits first appearance in phrase 1 (mm. 44-48, see Ex. 4-10b), E is the last note of
semantically and musically complete unit. Phrase 2 is separated frda) there the repetition
of the B over three measures and the immediate move away from G down to F# makes it

impossible to hear the segment as an arpeggiated triad.
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Example 4-10c.Der Prinz von HomburgAct 1, Scene 1. Opening sonority returns towards
Hohenzollern’s solo.

55 g
f) it — [ .
Nai. Hos——1 — X i = —
ANAYS 1 ] 1
)
Q T Y T = ]
Kfn. JQD i —p x i :;
A —
o/ — . . - .
18 | S — {— X i |
Y 1 1 I 1L 1
voa. . - - (i)n
! i | y Y 1 1
Hofd. 2|y - — 4 { = {
W13 ' |
- - - - - (i)n
A : :
= = 4 i = =
NS v
fl —)
Ke = 1 i = |
?&' I 1 | 1
1 2 3 e, \
i w— —— — I |
Hohenz [is—+— | —.l-wbd—|—ﬁ—| = .,i:l —
g trau - mend, sei - - ner eig’ - - nen Nach - - welt gleich,
= = ) : = :
1 'é: i = ¢ : |
Offze.
0 3 "
[ =P = = |
" P Dream-row 1
3 =
: 2
AN be: 4 bt = =T
3 [t 7 Uh o’ I —_— 7
L s r— = s o
J 1 =1 —
3 3
— = — T B = | = B Bm—
&) b ——— e — e e e e e e P m—— — 3 ﬁ
e & o e @ - Pes o = 4 < he- o o & = L

HenzeDER PRINZ VON HOMBUR® 1958 by Schott Music, © Renewed, Revised ver&id®91 by Schott
Music, All Rights Reserved, Used by permission ofdpean American Music Distributors LLC, sole USlan

Canadian agent for Schott Music.




159

Example 4-10dDer Prinz von HomburgAct 1, Scene 1. E-minor pitch-collection.
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It is an indication of Henze’s purposeful treatment of dramatic action and a kogpel
affirmation of his compositional method that the E-minor harmonic background emergas only
Phrase 5, when the three pitches are used as a thematic entity. The differergilects textual
concerns rendered explicit by blatant dissonances through the simultaneous usadftE
segments in the first rendition of the E-B-G segment, and through the dispersiofofitimr
pitch-collection in the second. Certainly, the highly dissonant first statemiectdes with the
astonishment caused by the Prince’s state, whereas the transparentusioal iallthe second
foretells his heroic achievement by referring to the “wreath of gloBych delineation of
dramatic context offers a psychological effect of resolution that isethét of a progression
from dissonant to more consonant texture, before thedinato returns.

Another harmonic turn towards D minor suggests a firm control of structural cohtrence
bring back the last of the key areas presented in the prelude. The choral texistakatuhy
declares a D-minor triad to accompany the D-F-D melodic curve in the Ceongkline, which
completes the line of thought instigated in the E-minor context a few baey ¢sele Ex. 4-11).

As opposed to the D major/minor ambiguity of the opening, D minor at the end is confused by
the use of the A-major aggregate in the orchestra. A sudden and unpredicted retuib of the
ostinato corroborates the hypothesis that Henze uses different musicahidi¢astares as block
materials, in a style reminiscent of Stravinskian compositional practicee Wwhemonic
progression derived from tonal compositional syntax is halted. What remainsnsibdiate

effect of a vivid musical idea, that is put to various used within different texdepending on

the demands of the drama.



Example 4-11Der Prinz von HomburgAct 1, Scene 1. Tonal ideas at the end of
Hohenzollern’s solo.
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4.3. Tonal allusions in twelve-tone counterpoint: the “Dream-Invention.”

Enveloped between the Count’s and the Elector’s solos, the “Dream-Invention” is fiotdb&e
contrapuntal treatment of thematic ideas derived from two twelve-tone rows. Kohmanrrival
of the “Invention” passage itself Henze intensifies the dramatic actibwe ipréceding transitory
episode by reintroducing several musical ideas into a stretto texturé&;af sihamatic focus
complements the amplification of the musical ideas before the invention commese&x( 4-
12) 1% As already mentioned, the solos explore the Prince’s psyche to delineate the inner
conflict between freedom and his sense of duty; in the transition, the spectatntisatts
guided toward external manifestations of his emotional state. One of the sgadratacters,
the Electress misconstrues his curious behavior and declares him sick whieasthfar a
doctor; Count Hohenzollern assures them that it is nothing more than a disturbanceinfithe m

The following discussion will deal further with Henze’s technique of cre&dos pitches
and pitch-collections within a densely twelve-tone texture. First, the amalisaim to discuss
the simultaneous presence of the two Dream-rows within thmigor context of the transition
and the Invention. Then, several layers of vocal and instrumental parts will beectam
illustrate how Henze emphasizes focal pitches to create tonal allusions. Ticdepaoalytical
findings will form the basis of dramatic interpretation of the passagetiefjebe dilemma of
the Prince that constitutes the core of the plot.

Immediately before the Invention starts, the ladies notice the |dea/Bsihce is weaving.
Natalie sings an ornate “Wreath-motif” to the orchestral accompaniimentdnsists of the IE
ostinato and the opening orchestral sonority (see Ex. 4-12). A much simpler gestiia Hear

alto nonetheless shares with the soprano theiteh-collection as its structural foundation; the

148 This is the section that has received most atirriti Henze scholarship.
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penultimate note & confirms, thematically, the minor mode hinted in the ostinato. The
overwhelming weight of & as a key focus in mm. 79-87 results from the concurrent use of
musical elements introduced earlier in the opera. In the lower registes tmenor ostinato
returns to give the music a push one more time while the tetrachord, this thredditional
pitches that complete thebEcollection to indicate a harmony that uses the tonic and the
dominant (incomplete). Together with the opening sonority, now made even moremissona
through the accumulation of the main key areas from the opening in a stretto, tref tAwes,
and solo lines of Natalie and the Electress constitute the melodic and harmarmialrofthe
episode.

As an inspired example of Henzean stratified textures, superimposition apad$itida of
block materials of the scene help reflect the psychological complexite sftthation. While the
officers perceive the Prince’s contemplative state as a sign of biscppation with the
imminent battle, the Electress observes in him a childish confusion remote fronoidadly
involvements. And while Natalie reiterates the officers’ words, the head-obker solo recall
the minor-sixth interval to create associations with the opening and the'®salmethat arrives
a moment later. Stated at the very beginning of the opera these strong tlaehd@emonic
materials acquire dramatic vigor. Because of their distinct regigteis rhythmic diversity, as
well as orchestral and vocal differentiation the effect of the individuas ideeomes easily

discernible even within the layered sound world of the section.



Example 4-12.Der Prinz von HomburgAct 1, Scene 1. E=minor collection and the

Dream-rows in the transition

and the “Dream-Invention.”
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Example 4-12 continued.
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Example 4-12 continued.
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HenzeDER PRINZ VON HOMBUR® 1958 by Schott Music, © Renewed, Revised ver&id®91 by Schott
Music, All Rights Reserved, Used by permission ofdpean American Music Distributors LLC, sole USlan
Canadian agent for Schott Music.

The successive accumulation of several divergent musical ideas crepm@ssuand become a
sign of ambivalence, communicating the essential elements of the plot, asemcgrt by the
Prince, himself, and observed by the party as a whole. Henze mentions the prethises of

compositional technique in passing, and then only vaguely.
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| am thinking ... of the degrees of tension that arise when two or more lines converge, a
tension that can be increased or decreased by means of part-writing. Clusters ... have
now become combinations of notes in my scores that can be followed not only on the
printed page but also by the listener ... They land on the manuscript paper, moving from
left to right, passing from past into the future and forever creating new conathpunt
harmonic and emotional relationships. | am tempted to use a conceptual construct s

as “psychopolyphony” to describe my present technique, which I have spent half a
century developing?

Inspecting more closely the dramatic oppositions in the plot, the internal nesisigins
derived from overlapping blocks account for a multiplicity of “voices” — depicting hotinner
conflict and a struggle between the individual and the existing social ordére nmove toward
the invention these diverse voices expose a multitude of musical details, united theozglsH
treatment of harmonic background that is based onibhaikor pitch-collection.

At the double bar Henze replaces the ostinato in the lower register with Eostalement
of Dream-row 1 (B in staccato parallel octaves in the choir of officers, duplicated in the bass
instruments with rhythmic variation. Meanwhile, the wordless humming of thes leepécates
the wreath-motif (transposed a minor second down). Although the Electresff f#ats‘Dream-
Invention” with a complete statement of thddrm of Dream-row 2, an Eminor pitch-
collection dominates the entire texture after the slight change of tasnpell. Significantly,
G, the only pitch in mm. 88-91 that is not an element of thariinor key, maintains the &
Gh opposition (or rather thetEmajor/minor opposition) implied in m. 87. Furthermore, the
harmonic focus of the texture is additionally confirmed by theBEEbL ascent in the inner

voice in mm. 84-86, which would have confirmed &s a key center in a tonal context, further

%" Henze Bohemian Fifths33-34. In an interview the composer mentions thette are always several active
“voices” in his musicHans Werner Henz&lemoirs of and Outsideprod. Dennis Marks, dir. Barrie Gavin. 89
min. Arthaus Musik, 2003. DVD.
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confuses the texture, because of the accumulation of conflicting musiclntza short, but
dense passage.

Henze’s compositional approach in these adjacent sections reveals importaot clues
determine how a pitch or key area is emphasized in his music. UndoubtedyaEocal pitch
and a focal sonority in the transition, whose significance is made explagththe persisting
ostinato, in the repeated fifths in the choir of ladies, and in the superimposed somotfiges i
orchestra. Aligned with these ideas, the secondary theme in the alto encerapasstave Ie-
eb" while resting repeatedly on the dominant and subdominant scale degraad B,. The
wreath-motif that Natalie sings covers'tbb ", underlining in the meanwhile both F and Ao
suggest the dominant ofbEnajor/minor. Despite the added prominence of (parallel) fifths E
Bb , Ab-Eb, and B>-F, and the occasional third GéGGthe harmonic context is nonetheless
complicated by the incessant contrasting materials in the vocal and orcteedtnad (see Ex. 4-
12).

With the shift of emphasis frombEo Db in the bass at the double-bar, contrapuntal writing
takes over as the compositional principle in Scene 1. Because the transposed “oti€ath m
supported by two perfect fifths,lDA b, at each end of the melodic idea, and because Henze
uses this interval thematically in the bass and the choir of officers, mitey to consider b
as a separate collection in opposition tofainor. Moreover, the arrival of thelDas a focal
pitch is prepared in the previous section where the first statement of the-m@édtbnds on a
perfect fifth Db-Ab. Indeed the double bar indicates a change in the musical expression, with
the slower tempo, the sudden shift from t Db, the contrapuntal writing, and the stratified
texture that contains several rows and the wreath-motif. Henze achieves auabtlee

distinction in his musical response to dramatically important textual stetaél B -minor
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collection in the ladies’ ensemble refers to the laurel wreath, while thfedus in the next

section highlights the Prince’s preoccupation with the battle. Yet, th@iBor collection

accounts for the entire texture in this short section (mm. 88-91). Even the incidentatioce

of Gy (marked separately in m.91 in Ex. 4-12) conforms to the general idea of the passage by
reiterating the  major-minor conflict — it is also the third pitch of Dream-row 1 stated in the
bass.

Equally important is the dramatic continuity accomplished through the use of th@svimr
the invention. Dream-row 1 is employed with the same melodic curve used in the Golot’s
about the Prince’s dream-state, (deviations marked with asterisks in thelexxaendone to
accommodate the vocal line to the limitations of the choir). Moreover, the use of-Cneen
in the two female voices blends in with the remainder of the texture. But whleedasad-notes
Db-F in the alto reiterates the pitch focus of the passage, and form a typieaitgah
major/minor conflict, the minor sixth leap in Natalie's much discussed entrgfEdis
contrapuntal writing using the prime form of Dream-row 2. Concentrating on tne auafsical
surface formed in addition by the contrapuntal entries in the clarinet, theafhatéhe counter
theme in the alto, de la Motte and Bielefeldt claim that two collections of nmtesitate the
structural basis of the invention (see Ex. 4-13). In order to arrive at aahiytits in the vocal
and instrumental parts de la Motte assigns a new number to successive tondseevarnone is
repeated?® Though questionable as an analytical approach, their studies provide valuable
groundwork for further investigation and interpretation. This method reveals howuhé ac

music unfolds, but overlooks the relationship between the twelve-note row (in thisease t

18 The result is a 27-note row followed by 25-note Ktabeled from A to Z) — Bielefeldt assembles thesgether
as a 52-tone row to label it the “Traum-tune.” tiars argue that the Dream-invention unfolds usirg material
as the foundation of the texture; Natalie’s linasiets only of the first 13 notes, the flute allrsftes, and the
Electress using the inversion of the row (la Matbtserves that the Electress’s line is the inversfddatalie’s 13-
tone melody).De la Motte does not assign new numbers if a ghisasepeated in its entirety.
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Dream-row 2) as abstract structural unit, and the invention as the musical othcongh
Henze’s idiosyncratic compositional method. A reinterpretation of theimigsdincovers
Henze's twelve-tone techniquelitomburg— a compositional method also used re

Bassaridsexamined below.

Example 4-13. “Rows” in the “Dream-Invention” (after de la Motte, pp. 21-22).

. i o2 W oo
Flote [ i o :_ 1" -0 ‘] )
e e e e e e e e e e e 4F |
_t#—’—“'—. =l —  —
[ o Flr 3
= e F s R ™~
: t f —— 1
Die Schiacht I o
" f a Tty o8
*‘.:'n. Er Li‘l ul. -17 lnE*- | =4 “J
1:’ :r::' 'It J:E-__ "-': 1 - 2 --
« de, e wig scho de, daft  hier kein
T 20
0 h ﬁ p— a
b & w 19 — 2 g N — -
PUE Efee o o 7 Bee #'“.7. . X
- '__..: = — el ¥ - |
b | | | — r . I —
- L Li H
— " 9 | L 12
o e : ~ la_®
e e =
Irf Jr L4 A
I -ogenl . aluht er | oschon o i
e L N A L B——r]l[2e @
Y oW w Y e e ]
Spie - - . - - pel In  der NO-he  int! Er wird' ibm, i - el
rhirPa
h,n e
Folant gy
1
= o
B it
s —_
el - nen | Sie
j p—
und wieder o - wir el ne




171

Example 4-13 continued.

HenzeDER PRINZ VON HOMBUR® 1958 by Schott Music, © Renewed, Revised ver&idi®91 by Schott
Music, All Rights Reserved, Used by permission ofdpean American Music Distributors LLC, sole USlan
Canadian agent for Schott Music.

Plausibly, the thematic and (part of the) textural material in the “Dhea@mtion” is derived
from a twelve-tone row (see Ex. 4-14f. Labeled Dream-row 2 in the present study, this
collection is derived by omitting pitch-class repetitions in the flute partséeving the surface
note-string to leave only the new pitch-classes. It is rewarding tdrstaanalysis from this row
because the variation Henze achieves between Natalie’s vocal line andrtihreenstl parts
allows for a dramatic reading of the texture with regard to the plot. This approaealswil
reveal harmonic and thematic connections between the contrapuntal textued dfenv Dream-

row 2 and the counter-theme in the bass entirely structured on Dream-row 1.

149 This collection is not acknowledged as a sepavetére-tone row in the literature. Because ofghmilar
passage in Act 1, Scene 3a, where the scholamsbignizes a collection labeled “Battle-row,” ifagical to
analyze this parallel idea the same way. In exarbplthe row is given in its correct register to mitkeasier to
trace voice leading analysis given below.
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Example 4-14. Dream-row 2 used in the contrapuntal section in “Dream-Invention.”
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Analyses that concentrate specifically on the contrapuntal writing base@am-Bow 2
have limited value in elucidating dramatic matters. From a merely tetpeispective, three
compositional issues appear important for a thorough understanding of the musitatesand
its dramatic effect. First, the row is stated with a more rapid suooesfsnew pitches in the
orchestra than in the solo parts of Natalie and the Electress — thisdslpdstiobvious in the
flute part that commences in m. 96 (see Ex. 12). Hence a heterophonic treatment of the row
creates much of the different melodic forms in the different layers — theargple associates
the plain statement of Dream-row 2 in the officer’s choir with the repeatiegsth-notes in the
bass in the orchestra.

Second, it is doubtful that the twelve-tone row or 27 or 25-tone row is Henze’s main
compositional “source” in the “Dream-Invention.” Because of the persistget $&ips in the
vocal and instrumental lines it is unsound to consider either of the row forms a thésreuel
that in the expressionistic works of the early twentieth century, a stylecarisiderable
influence on Henze, such undulating writing was common. But by using continuous skips in the
instrumental as well as vocal lines, he forms a compound melody with sewatoaidbr

chromatic units in different registers (see Ex. 4-15).
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Example 4-15. Diatonic and chromatic thematic units in different regsiténg “Dream

Invention.”
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Music, All Rights Reserved, Used by permission ofdpean American Music Distributors LLC, sole USlan
Canadian agent for Schott Music.

And third, coupled with frequent note repetition, these short musical gesturesauelte
pitches and even focal key areas. Particularly in Natalie's vocal linegéttions develop tonal
allusions similar to other solos studied above, and connect the invention with the orchestral
prelude at the beginning. A much more lucid melodic structure in this emphatic solesati
A-major triad through flexible treatment of the incompletédPm of Dream-row 2 (see Ex. 16).
Framed by C# at each end, phrase 1 rests on A, first with a minor-sixth leap, and ihtn, a
fortify it as a pivotal pitch, with a minor-seventh leap B-A. Another minor-sixthaé phrase
2, where an emphasis on A and E complete the triadic idea; two parallel suls @tthseend
outline octave spans e"- e' and a”’- a'. With the exceptiorn pftte penultimate tone, the entire

solo is derived from the D harmonic/melodic minor scale.
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Example 4-16. Focal pitches and tonal allusions in Natalie’'s vocal line.
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This analysis corroborates De la Motte claims that the first 14 notes mahysia can be
construed as D minor with major and minor sixth.To substantiate this claim, though, it is
essential to take into account the rest of the texture. Indeed, the D-A-F deshertiass in
mm. 93-95, D melodic-minor scale segment B-C# in mm. 94-97, and arpeggiated dominant-
seventh chord (particularly in m. 96) contribute to creating a tonal orientatibe iratmonic
background (see Ex. 12). Consequently, D minor is implied particularly through thigae o
the leading-tone C# and other pitches of the dominant triad. Vague presence ofiti D-m

pitch collection (harmonic and melodic) is obscured by the additional pitchesahbaoav 2,

%0 De |la Motte Hans Werner Henz&3. In arriving at his conclusion the author &keo account only the
elaborate flute part.
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introduced to the texture in the flute. Even when the D-minor triad is stated in m. 101, F# in the
bass confuses the harmony. Equally flimsy, the inverted D-major triad in m. 184 is a
obscured by the superimposed dominant sonority in the same measure.

Analytical findings above attempt to clarify how twelve-tone materialdyse tonal
allusions. Evidently, D as a key focus establishes structural links with thestnal opening of
the opera. But the dramatic analysis of the “Dream-Invention” depends alimoatthe
immediate relationship between Natalie's solo and the other thematic arahitadeas. Once
again Henze creates a powerful musical depiction of the Prince’s inner cthmbiegh the
simultaneous use of two rows in the vocal as well as orchestral parts. Without darhtrbve
1 in the soprano is dramatically related with Dream-row 2 in the officer’s (de®rEx. 4-12).
They sing the same text that further explores the intangible dimension of dfseiheer world:
“Die Schlacht von morgen sieht er schon im Geist aus Sonnen einen Siegeskranz ihm winden”
(In his mind’s eye he already sees tomorrow’s battle weave him a wredtinyofmgde of suns).

It is not a coincidence that the forceful opening line “Die Schlacht” (The)datflet to
music through the thematic treatment of the intervallic opposition in the prologuehei.e. t
minor-sixth C#-A in Natalie’s vocal line, and the perfect-fifth- b in the choir. Hence, the
intervallic differentiation represents the personal impasse of the Peopeal]ly important for the
play and the opera. In fact the conflict between the world of dreams and world of aotipns
become apparent with thebdased material in solo line of the Electress that comments on the
external signs of the hero’s confused state of mind: “Schade, ewig schade, dahisiegel
in der Nahe ist! Er wird’ ihm, eitel wie ein M&dchen, nah’n und sich den Kranz bald so, und
wieder so, wie eine florne Haube aufprobieren.” (Pity! Were there amhiere, he would

approach it, vain as a girl, to try on his wreath as though it were a flower).
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4.4. Row structure vs. musical expression: the “Bat tle-Invention.”

Der Prinz von Homburgnds on a most curious note that contradicts the premises laid out by the
composer concerning the depiction of the two worlds through different musical idiontsd Ha
by the officers and the ladies as “the victor of the battle of Fehrbellin,”teumgariant of the
wreath-motif, the Prince wakes up to ask: “Nein, sagt, ist es ein Traum” (Nogtgk this a
dream)? Colonel Kottwizt's answer suggests that the Prince has dreagthyg that happens
between the first and the last scenes: “Ein Traum, was sonst” (A dreatrelsé)& As
mentioned above musical and visual elements from Scene 1 return at the end togiczdte |
continuity in the drama; a restatement of the opening orchestral sonorityelatddrthematic
materials and two occurrences of the wreath-motif above an open fifBbEensure that
resolution of the dramatic conflict corresponds with the formal unity of the work.

The analysis below will focus on the contrapuntal texture of the Battle-Inventiaeintor
show how it differs from the “Dream-Invention” (a parallel section). Padrbyldifferences
between the two Dream-rows and the Battle-row will be considered as one dfetimeiniag
factors that affect the different musical outcome. A dramatic intatpretof the move away
from strong tonal allusions towards more dissonant textures will conclude theirfigiltwo
sections.

As mentioned above Henze’s claim regarding the distinction between the twoiworlds
Homburgin terms of tonal and twelve-tone music is somewhat inaccurate. It iBgertdling
that contrapuntal sections are imbued with carefully designed textual andImefgicances that
are indubitably related with the dream-world. Their significance is redéaleugh links
between different sections or scenes, showing imaginative use of sytahgli@age throughout

the opera. One such connection exists between the final choral texture in siceri@sand
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“Battle-Invention” in Act I, Scene 3a.” Based on a twelve-tone row, this qomital texture
expands the dramatic idea already introduced in the parallel section in Sdené&Dkeam-
Invention.” Yet, it is only in the final scene that the resolution of the conflictd®st reasons of
state and the human sentiment is attempted. Natalie and the Electress dreyjdineeothers in
their affirmation of power of the latter as the superior impulse in human exast&er Himmel
hat einen Zeichen uns gegeben, und fester Glaube baut sich in uns auf, daf3 die Empfindung
einzig retten kann” (Heaven has given us a sign, we firmly believe thasigie@lone can save
us)!

This idea is already planted in the drama in Scene 3a, where the Prince disabigs spe
orders not to leave the position he is assigned until the goals of the battle @ahieved.
Despite the pleas by the officers to follow orders, he commands them to obelyeairayperior
officer, and demands the fanfare be sounded sooner than planned. Reminded by Count
Hohenzollern the Elector’s order to wait, the Prince gives an overemotional anetérfor a
cavalry commander in time of war: “Auf Ordr'? Hast du sie noch vom Herzenengbtangen”
(The order? Doesn’t your heart give you the order)? As Kreutzer arguesgth@rominence
of the Prince in the opera is the result of Bachmann’s efforts to adapt the textusical
genre of opera, and at the same time mold an acceptable version of the drama& fop@ary
audiences> This quality of the libretto makes elaborate musical delineation somewhat
redundant and allows Henze to depend on subtle distinctions between the world of dreams and
world of actions — as mentioned the music of both worlds reflects a union of twelvertong w
and tonal allusions.

Since the contrapuntal orchestral texture in the Battle-Invention is alsolleahtry a twelve-

tone row, it is natural to interpret associations between Scene 3 and the “Dvearton.”

151 Kreutzer, “Libretto und Schauspiel,” 62.
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Partly because of different interval structures in the rows used, therefarerdiés between the
sound-world of the two scenes. With their strong tonal leaning, the head-notes af theam-

rows, B>-Bb and C#-A, are used to great effect as thematic and harmonic ideas in Scene 1. As
opposed to Dream-row 1, which is rich in fifths and sixths, and Dream-row 2 in sixths amd maj

thirds, the “Battle-row” abounds in major/minor seconds and minor thirds (see Ex. 4-17).

Example 4-17. The Battle-row.

1 2 3 4 5 6 7 8 9 0 112
Minor third Minor third Minor third Major second
9 | ) . Py bo fo o »
y 4 ho 4O 2PN ~ | L |
{ry o PO f Fhsd 1 Py PX8)
o ' e
Minor second  Major second Minor second Major second Minor second

This is not to say that the compositional style of the Battle-Invention is thkogkfferent.
Just as in the “Dream-Invention,” the undulating lines in the orchestra create compziadizbn
(see Ex. 4-18). In this case Henze partitions ther of the row between the two violin parts,
while he uses the;Rorm in the cello. The result is several motivic ideas that form local voice-
leading details such as the three-note arch G-G#-A in the top layer of \jolarked at mm.
149-152). Likewise, the cello part introduces chromatic/diatonic scale segmdrese
registers; as a compliment to the uppermost register of the violin partrébentbte ascent F-F#-
G# in the bass is particularly important in cautiously focusing on A. Consequently, ¢he out
voices imply A minor as a harmonic idea, which is vaguely developed in the Count’direcal
it replicates, so to speak, the opening solo of the opera in skeletal form, with arsisrophae

three pitches of the A (minor) triad and the spanbdfed as pivotal notes of the melody.
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Example 4-18.Der Prinz von HomburgAct 1, Scene 3. Battle-row in context (score is

transposed to concert pitch).
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Example 4-18 continued.

Battle-row
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Example 4-18 continued.
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It is striking that there is far less phrase repetition in the Battkmtion, with only
ambiguous and indirect focal-pitch emphasis or allusion. Moreover, the vocal and atchestr
textures are not unified through the use of twelve-tone row or pitch-collectiorathbe

interpreted as the structural foundation of the entire score. Tonal mateestristed to the
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repetition of the B-major triad in the strings and the wind instruments, with a manifest march-
rhythm in the fanfare. Both tonal and twelve-tone materials are used as blecialnat
demarcating textual content unmistakably. When Count Hohenzollern reminds theoPrince
explicit orders to wait, the twelve-tone texture takes over abruptly. Heta®'gositional
approach here is cinematographic in the sense that the music is used elpligpict dramatic
action; the repeated chords that accompany the orders to sound the trumpet gptadtéme

after time by contrapuntal sections where the focus is on matters ofretdésveand the

Prince’s reaction that constitute the core of the plot.

And finally, the Battle-Invention, too, includes a counter-melody that supports aiwogfli
viewpoint in the drama. Based on thdédrm of the row, this opposing idea in the clarinet
initiates the head-tones of the Prince’s outcry explaining his reasons to disdbes;
Orchestration, too, contributes to dramatic continuity; the heterophonic pareltelyrin the
horn accompanies the Prince (“Auf Ordr'?” at m. 150), recalling the instrurmentdtthe
repetitive counter-melody in the Elector’s solo in Scene 1. Nonetheless, dasjiae method
of composition in the two inventions, Henze manages to create greater suspensetitethe Ba
Invention, as called for by the dramatic action in the scene, initiatingribeseroblems the

Prince faces in the following acts.

4.5. Twelve-tone counterpoint in Act II.

Henze’s oversimplified demarcation in his own commentaries and published remdrks on t
opposing musical idioms iDer Prinz von Homburgs corroborated partly in the opening of Act
II, which depicts the court-marshaled Prince in a prison. Written as a thtdagpes the score

reflects straightforward application of several forms of Dream-row 1Egeé-19). Even the
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transparent instrumentation reflects the gravity of the situation with titedinnse of the strings
— only the lower registers with the cello and the contrabass — over 155 measureste mawa
the Elector is about to sign his death warrant, Wilhelm asks the Count with optimpmch’;S
des Arrestes bin ich wieder los” (Tell me am | to be set free)? He islennthat the Elector
would pardon him even though the court-martial warrants a death-sentence.

Example 4-19.Der Prinz von HomburgAct Il, Scene 4, mm. 1-14. Contrapuntal use of

Dream-row 1 and rhythmic-rows (score transposed to concert pitch). Analyti
indications after de la Mottélans Werner Henz&4-45.
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Surprisingly, not only the pitches, but the rhythmic values in the passage aeeskas
well. This is fascinating, considering Henze’s rejection of Darmstiadtagy, closely tied with
the development of multiple serialism as a compositional métiodowever, as recent
research articulates, Henze shared an enthusiasm for the opportunitiesribaBtaschool
offered, not only in terms of promoting new music, but also because it allowed revival, in
Germany, of music by composers whose music had been banned under the NaziHeginge
himself refers to the early years of Darmstadt as a constructivaenges and recalls the
influence of his teacher Wolfgang Fortner and René Leibowitz as promigeredi He also
mentions that the group unanimously agreed at the time that serialism and dodegaedhy
only viable techniques to be developed furthérSusan Bradshaw regards Henze as one of the
composers of “the class of "45, a group consisting of Boulez, Pousseur, Stockhangen, He
Maderna, Nono, and Berio. During the 1950s, this youthful brigade congregated ataldarms
and developed the plans for integral seriali$M.What seems problematic for Henze is not the
use of a specific compositional technique and the level of control over differentsaspact
composition but the loss of expressivity in music and the total disregard of @kfsoction.
Hence, even though he uses twelve-tone rows and serialized rhythmic aatieeshurg he
nonetheless explores a dramatic and expressive potential in the techniquagsimg it with
tonal ideas.

In Act Il Scene 5 the alternation of block materials of contrasting nheséraents convey

the sense of hopelessness, specifically signaled in the block chords that agcongpahthe

132\, J. Grant uses the term multiple serialism indiscussion of the terminology as the least prolkic term
compared with serial (which in English and Frenotaers all music composed with rows), total or inégerialism
(because of the different developments in Europktlaa US), if she says “the term ‘multiple serialigppears in
recent Belgian publications, and is the least molaitic of the three, as long as it is borne in ntivad ‘multiple’
refers to the parameters organized and not torgsepce of multiple rows.” M. J. Graferial Music and Serial
Aesthetics: Compositional Theory in Post-War Eur@@ambridge: Cambridge University Press, 2001), 5.

3 Henze Music and Politics38.

154 susan Bradshaw, “The Class of “4Bltsical Timesl36 (March 1995), 139.
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most dramatic moments in the opera. Two superposed tetrachords (F#-minor and Gadsor t
with added fourths) that were repeatedly stated in the short tutti introductioa $cene,
accentuate the solo entry of the Prince horrified by the thought of his death sentéece, t
carried out the next day (see Ex. 20a): “O Gott! Ich seh’ das Grab beim ScheackieinF
offnen, das morgen mein Gebein empfangen soll” (Oh God! | can see the grave opemng
torchlight to receive my bones tomorrow). Because of the clear differenegister it is logical
to read this sonority, now sounded only in the strings, as two minor chords a minor second apart
(with their added fourths). Despite the rhythmic vigor that separates thedoloority from the
vocal line and the brass counter-melody, thematic and harmonic materials ixtihe &ee
nevertheless derived from form of the Battle-row. After the four-note motif that uses that
same rhythmic pattern as the counter melody in the Elector’s solo in Sdaéeerow is
interrupted by the block chords, only to return in the trombones and the horns to complete the
full statement of the collection.

Scene 5 has a three-part formal structure that projects the dramatic substhaglot with
the alternation of its contrasting sections, complemented by layered teofttinedve-tone rows
and tonal materials. In the first part, the orchestral tutti states thensppsed chords
insistently to reveal the severity of the situation (these chords return taptére Prince’s solo
in the second part). In the contrapuntal second part the vocal line initially replicatopening
tetrachord (A-B-C#-Bh) with a varied melodic curve, it also creates a tension both with the
twelve-tone row, because it does not follow the pitch order or the row, and with the comaenti

sonorities in the strings (particularly with the collision of E ahddBords — see Ex. 4-20a).
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Example 4-20aDer Prinz von HomburgAct Il, Scene 5. Battle-row in the vocal line and the

orchestra.
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Through the slightly erratic application of the row in the vocal line Henzasdtmal
conflicts introduced earlier in the drama. By switching the order position of D lama fam.
17-18 he prepares the conflict between theckord in the strings and the E-minor seventh
arpeggio in the vocal line. At the same time the repeated leading-tonesC# (e vocal line
suggests D as a focal key, but because of the switch, the resolution to the tortjmoisgubantil
m. 18, where it becomes part of the E sonority. Furthermore, it might even be suggéshed tha
orchestral texture in these two bars comprise theriihor pitch-collection justifying a
connection with Scene 1. But the accumulation of so many conflicting tonal and-taredve
ideas within the confines of a few bars creates a sound mass that is confuthediftener and
makes it impossible to determine the prominent idea aurally or analyti€tiythe other hand,
the two passages are indeed connected dramatically, yet the naturerofdes Bilemma is
altered. In the first scene Henze’s focus was on Arthur’s inner dilemmegnfiet between his
sense of duty and his craving for freedom - hence the transparency of the tonalaeddne
ideas and their unification within a tonal focus, partly an outcome of the intervatistsiof the
Dream-rows. Confronted with the immediate threat of a death sentence, tleesRpuandary in
Scene 5 relates to his actions in total disregard of established law and tlgpieones he must
face as a result of these — hence indecipherably dense musical textulsedupad the qualities
of the Battle-row.

After the alternation of the block chords with twelve-tone material, a lontapontal
section accompanies the prince’s plaintive elaboration of his hopeless situadi@nel&eldt

observes, Henze makes use of two different forms of the battle-row a pifttheapért in a three
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part texture in mm. 20-28° It is notable that a complete row cuts through a semantic unit (and

also the musical phrase) and starts in the middle of m. 21 (see Ex. 4-20b).

Example 4-20b.Der Prinz von HomburgAct Il, Scene 5. Counterpoint based on the Battle-row.
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The orchestral epilogue in Scene 5 consists of two musical ideas consistesutbdpmwer 66

measures, in which parallel thirds E-G# and F-A in the woodwinds alternate withprortal

1%5 Christian BielefeldtHans Werner Henze und Ingeborg Bachmann: die Gesaeian Werkel87.
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sections with transparent voice-leading in several registerEfsee21). In the entire passage
harmonic motion is stalled and reduced to blunt statements and repetition of blockisnateria
in the first section, to create formal structural unity in the scene. Althivegtepetition of the
E-G# interval indicates E major as a harmonic focus, it is established neitbens of a

harmonic progression, nor in terms of a pitch-collection.

Example 4-21Der Prinz von HomburgAct Il, Scene 5.
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Tonal stratification in the following contrapuntal section results from the cemtwse of E-
minor and B-major collections. Even though functional harmony is absent, the piancoreducti
clearly shows two key areas are assigned to different registers. Whilpper registers define
an E natural-minor collection in mm. 41-45 — they contain all the pitches of the kieyliiac
the common tone F# that is an element of both collections) — the lower registeesBlafajor.
When the flutes and the oboe finally state the E-minor chord in the uppermost layer,ithe E
the clarinet contradicts it to recall the very opposition in the orchestral pptoghe opera.
Taken as a single unit m. 41 (and m. 43) indicates E-major as a harmonic focus bédaeis
typically Henzean chord construction that uses the tonic and the dominant simultafeseisly
Ex. 4-21). Henze keeps the E- minor and B-major pitch-collections separate thoouegh
leading, and complicates even the clarity of the ascending segment F#-B#which would
have implied a clear single tonic within the stratified texture. Even thoughpihggiated triad
in the middle register reads an unambiguous E minor, the G# in the bass indicates @n E maj
(see Ex. 4-22). Hence, the priority of the E minor is interrupted both by the miajar/conflict
and by the B major as part of the stratified texture.

As if to intensify the significance of the passage and highlight the corglickeas, Henze
introduces twelve-tone material into an already complicated harmonic toRemarkably, the
arrival of the serial material is carefully prepared from the very begjnniine repeated thirds
in the opening of this section are supported harmonically through different compdsiteanes.
While E major/minor is implied by one of the pitch-collections in the stedtifexture, the
opposing interval F-A is substantiated first by the F, and later the F-A, pedate it is
connected with the first pitch of the &nd R, forms of the Battle-row (see Ex. 4-21 and 4-22).

In mm. 51-52 first eight notes of the original forms of the battle-rgwyéate a contrasting
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texture surrounded by the E-major idea (again with the pedal F-A, used sporadioathy 49-
54). The E-major sonority (fifth omitted) in m. 54 is connected to the next measine By t

major arpeggiated triad (G# as the second pitch of the row).

Example 4-22.Der Prinz von HomburgAct Il, Scene 5.
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Perhaps the single most striking moment in the entire opera is the return of theg opesic
in the last scene. In the opening moments, the blindfolded Prince is presented inreedesthea
state plaintively contemplating death and immortality. Count Hohenzollern rerisves
blindfold towards the end of their duet when the first sonority of the opera returns. &ymbol

elements of the drama, the wreath, the chain and the related musical deattge® doubt that
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this is a continuation of Scene 1. De la Motte argues that the happy ending of thetdpera, a
conclusion that it was all a dream, is not definitively interpreted by Henze, butamagen-
ended climax towards the coronation of the Prince in the last $€efiais is a valid conclusion
only if we take the text literally and expect a musical translation of the Blath the libretto and
the music retains the Prince’s confusion from the beginning to the end, and quegbanant
personal, social, political matters, including autobiographical issues that htigelaa
significance for the composer himself.

Henze’s provocative differentiation between opposing aesthetic views of coarposi
provides a good starting point to analyze the musical language of the lasthoysa for this
study. InThe Bassaridsélenze attempts a consolidation of the techniques outlined in the
discussion oDer Prinz von Homburgserial vs. diatonic oppositions; rigorously stratified
textures with competing tonal layers of recognizable independent fochlrpference; tone
repetition in serial passages to create focal pitches or focal harmorscTteanext chapter will
apply a similar analytical approach to argue that a more sophisticated uteetéwvelve-tone
materials and tonal allusions bring about greater dramatic precision andanspatent
textures inThe Bassarids Even though the thematic materials of both main characters are
derived directly from predetermined rows sketched out by Henze, the musical euscmnch
more lucid and more accessible than the somber and serious sonott@slmirg a fact

admitted by the composer himself.

1% Diether de la MotteHans Werner Henze:Der Prinz von Hombus§.
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Chapter 5. Sophistication of a style:  The Bassarids.

Despite Henze’s claims concerning the outright distinction between the hears-grorld and
actuality, through the opposition of twelve-tone techniques and tonal allusions, tHesorerd

of Der Prinz von Homburgs indeed very dissonant. As the analyses in Chapter 4 demonstrate,
serial materials permeate even those sections where tonal allusions agréacimportant
dramatic tool in conveying the essential elements of the plothdrBassaridswritten seven

years later in 1965, the composer one more time tackled the formidable task of urhieg tw
tone and tonal ideas to adumbrate dramatic action that is developed from the opposigen bet
the contrasting worlds of “stranger-god” Dionysus and the young king PentBatithere is a
difference. InrHomburg Henze refrains from assigning a specific twelve-tone row to the Prince
or to any other character. Rather, he establishes dramatic connecticetlinty forming
associations between the Prince’s inner conflict and the other chadreedet®ns to his

physical and mental state by careful control of dissonant textures and méetomee allusions.

For the two main charactersBassaridson the other handjenze devises two twelve-tone
rows with characteristically different interval content — while the Bsois-row is imbued with
tonal chordal ideas the Pentheus-row has ngh¥et, he uses the rows in an unsystematic way,
and avoids fortifying this distinction by using a specific musical idiom settigel to either
character. From the beginning the music of both Pentheus and Dionysus rgfieety/t
Henzean technique of layered textures of opposing ideas. Once again, Henzet& agsibn
of exploring an expressive potential in twelve-tone derived materials and llosadres is used

to highlight the dramatic tensions in the story. Without defining the protagonists in one

157 A similar distinction between the “Dream-rows” aié “Battle-row” inDer Prinz von Homburgliffers in the
sense that they are not linked to specific charadtethe opera.
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particular style the composer establishes a conflict through identio@lfeonstruction of the
musical events that introduce contrasting worlds of Pentheus and Dionysusntagasira
developed from the intensification of this opposition in the first two movements.

One aspect of the opera that received particular attention in the literatsifersal
structure, outlined by the composer in terms of four symphonic movements. An ofterdepeat
argument links Henze’s remarks about the sonata-form layout of the first movenhetitew
thematic dualism derived from the two twelve-tone rows designed for DionydUBeatheus at
the outset. Even though the sensual world of Dionysus (that is equated with tonal aflusrons
more strongly after the stylistic break in the second movement) triumghes exid of the opera,
the Dionysus-row is manifestly present in varied uses in the first and tredseSubstantial
vocal entries in the music of his rival grow out of incomplete and erratic treatmiéet of
Pentheus-row. Then, when the latter row is employed more consistently in the settme a
third movements, the Dionysus-cult had already become the spiritual power ites drd
citizens of Thebes, despite the monarch’s growing frustration and the hawesthexds of his
rule.

However, as the following analysis will demonstrate, twelve-tone ditfat®n is not
essential to establishing or resolving the conflict between the rivalshwhused in the Henze
scholarship as the basis of the sonata-form explanation in the first movement. The
straightforward application of the thematic materials of the charanterthe formal sections of
the sonata form produces ambiguous descriptions and fall short of explicating the plot.
interview given after the British premiere Diie Bassaridélenze stated had wanted “the

librettists to give the text a symphonic formi™ Asked to provide specific evidence on the

1% Hans Werner HenzeThe BassaridsHans Werner Henze talks to Paul Griffiths,” iniew by Paul Griffths,
The Musical TimefOctober 1974): 831-832. Music and PoliticsandBohemian Fifthddenze does not mention
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traditional formal features of the work Henze offers vague descriptions theatfdafin the
outlines given by scholars (for example Wolfram Schottler, critiqued belouf)thBn, Henze
also warns the listener against undue emphasis on the formal scheme of theosonéakéofv,
of course we don’t expect an orthodox sonata form to develop, because that would be undramatic
and anachronistict®® Therefore, traditional formal qualities of the movement must be
considered as abstract structure and secondary in terms of their impact acdtama
although the composer is behind the remarks that initiate the argument in thadiest pl

The Bassaridsvas commissioned for the Salzburg Festival and it was premiered in 1966 to
critical acclaim. For many critics the dramatic substance of the ,afseoachestration, its
formal unity, and particularly its “singable” twelve-tone-derived masdepresented an
undogmatic modernisif° Dubbed “opera seria” by the librettists W.H. Auden and Chester
Kallmann, the work is a retelling of the Euripidian drafie Bacchastyled to appeal to a
contemporary audience by modifying some aspects of the original storyliom. the very
beginning repression of the masses by the ruling authority is explicithufated in the libretto,
but a clear-cut reading of this struggle as the depiction of the mounting conftisedrethe
Establishment and the counterculture New L*8ftih the 1960s should be considered an
overstatement. At the time Henze was still absorbed by aesthetic prablated to musical
language and his reactionary view that caused him to leave Darmstadt. Hisv/iateement in

left wing politics would result in a radical change of compositional method, quiteeuhg

such a request. For the symphonic form argumefh@Bassaridsee also John Bokin®pera and Politics: From
Monteverdi to HenzéNew Haven: Yale University Press, 1997): 176-1M@]fram SchottlerDie Bassariden von
Hans Werner Henze: Der Weg eines Mythos von déreanfragddie zur modernen Oper, ein Analyse voff,St
Libretto und MusikPh.D. diss. (Trier: Wissenschaftlicher Verlagefril992).

%9 Henze, The BassaridsHans Werner Henze talks to Paul Griffiths,” 831.

180 see Deborah Hochgesaiije Opern von Hans Werner Henze: im Spiegel detsg@sprachigen,
zeitgenossichen Musikkritikk bis 19@&ier: Wissenschaftlicher Verlag Trier, 1995)23348.

161 John BokinaDpera and Politics10. this issue is further discussed by Bokinthanchapter offthe Bassarids
see particularly pp. 167-170.
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syncretic use of twelve-tone principles and the tonal allusions attempted arl{heperas®
Keeping in mind the radical change towards explicitly political themesnagzanied by a shift in
stylistic focus in Henze’s later works for the stage, it is more apptepoaegard he Bassarids
as the culmination of a period of compositional activity in search of an individualtsatl
differs from the artistic objectives of the musical avant-garde in the 1960s.

The opera challenges social norms by appending a homoerotic element toitmsingbat
between Dionysus and Pentheus, camouflaged behind religious or philosophical convictions of
the characters. A direct kinship with Christian dogma in the identification ofyBisrnas God’s
son is curtailed by the infatuation of his hypnotized cult with the promise of gdeaalures. In
an attempt to impose upon the citizens of Thebes his belief in rationality, Penthessfpushe
monotheism and vows to abstain from bodily pleasures till he dies. The desire to convert
Thebans to ascetic customs of monotheistic religion is a projection of the latérisf control
over his own desires and a symptom of his repressed sexual fantasies. Acgditniyalry
between the two points of view, the two worlds or the two religions, is exploited to advance
psychological study of Pentheus as the principal topic of the opera. Musicalatepfdiis
issue was already attempteddar Prinz von Homburgn the composer’s treatment of the inner
dilemma of the main character. TheBassaridshis psychological dimension is explored
further, dealing bluntly with broader religious, philosophical, and moral questions.

Still, as withHomburgandLord there is a socio-political dimension probed heBassarids

as well. Cloaked behind the fantasies and hallucinations of the young king Pexstlacus

182 50me of the famous works in this category incliarsuch iiber Schweir{®@968), based on a poem by Gastén
Salvatore, written as a protest against the attempihe life of German student activist Rudi DutefiRas Flof3 der
Medusa oratorio for soprano, baritone, mixed choir, anchestra (1968), text by Ernst SchnakICimarron
(1970), a stage work for baritone, flute, guitard percussion, on Hans Magnus Enzenberger’s taggdon the
autobiography of the Cuban runaway-slave Estebantdjim; Der langwierige Weg in die Wohnung der Natascha
Ungeheue(1971), for baritone and seventeen players, @xtbly Gaston Salvatore.
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personal dilemma, the confrontation between his rigid worldview and the uncontraligatte
of masses for the Dionysus-cult can also be interpreted as a power stiNgiheer the
librettists nor Henze present this opposition in terms of good vs. bad to celebrdierdiaky
influence of Dionysus. Certainly, Pentheus exerts his reign and does not shutidroptiag to
torture the stranger-God. But the crowds who worship Dionysus show no mercyrad tifelee
third movement when they chase Pentheus in Mount Cytheron to kill him; as an aengferev
Agave, his mother, is chosen to carry out the deed. While the crowd kneels beforsuBiainy
the end of the opera, the city of Thebes is burnt to the ground, and the royal fantibyeselat,
the opera comes to an end on the disturbingly dissonant sound of the orchestral tutti. hdence, t
creators of the opera explore tensions that surface in the exploration of the hunhan psyc
permeating the original storyline of Euripides’s drama with detailsaateto their personal and
social concerns.

Twelve-tone writing has a very strong presencehm Bassaridsyet the clearly delineated
solos, duets, powerful choral sections, and the highly praised orchestral writing enatach
more accessible work thadomburg In addition, the ever-present tonal allusions, stylistic
variation, and explicit quotes from J.S. Bach’s music all contribute to reflddénge’s
aesthetic vision of uniting twelve-tone writing and traditional elementsusfaal composition to
promote the dualism called for in the plot. As witbmburg Henze does not use a specific
compositional method or a style exclusively for one characteassaridseither. According to
the demands of the drama, he uses serial techniques and tonal allusions for bothsg;haracter

controlling nonetheless the level of dissonance in a typically Henzean manner.
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Several problematic themes encountered in the Henze literature complelatble analytic
approach td’he Bassarids Concerning the structure of the single act of the opera, Henze once
wrote that he pursued a four-movement symphonic form.

A sonata form movement is followed by a scherzo — a series of bacchanalianwdémces
a calm vocal ensemble as trio. The third movement is an adagio with fugue, interrupte

by an intermezzo — the satyr play, an opera within the opera; the fourth, with its Ash
Wednesday mood, is a passacatfta.

Taking Henze at his word Peter Andraschke arguedtieBassaridsdespite its being a work
of the music theater, belongs to the reception history of the@ttury symphonic traditiotf?

It is disappointing that this verdict is not an insight derived from a carefuirdige analysis of
the opera in order to show its relationship with symphonic music; Andraschke simphgslepe
Henze’s remarks, which, unless examined as to their proper value, confuse an objective

examination of the issues.

Reading the libretto [of he Bassaridscame at a time when | was beginning to discover
the forms of the nineteenth-century symphonic music. | was also gathaluaiple
experiences as a conductor. Conducting helped me on. It was, as it were, afmatter
physically gauging the proportions, just as one measures out a terrain, one’s own
territory, with one’s feet. | conducted various performances of Schubeetz GrMajor
Symphony, Brahms’s Second Piano Concerto (Claudio Arrau), and Mahler’s First
Symphony. This physical experience of the orchestra, through sound, was v&fuable.

183 Hans Werner Henz#/usic and Politicstrans. Peter Labanyi (London: Faber and Fabeitéin1982), 145. As
is the case with most of Henze’s essays in thiecidn, the section entitled “Tradition and Cu#tbHeritage” is
from an interview done about a month before thengeee ofThe Bassariden Salzburg: Hans Werner Henze,
“Tradition und Kulturerbe,” interview by Klaus Gelt Die Welt[Berlin] (13 July 1966).

184 peter Andraschke, “Zur Wirkungsgeshichte der katiach dem zweiten Weltkrig: Hans Werner Henzes
Bassariden,”Der Komponist Hans Werner Henze: Ein Buch der Aldper Frankfurt ed. Rexroth, Diether
(Mainz: Schott, 1986), 122.

%5 Henze Music and Politics 145.
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About the libretto stage of the opera Herggeorts that Auden and Kallmann agreed to write
the text on the condition that he listened to Richard Wag@giteerdammerungt the Vienna
State Opera®® Henze’s symphonies, which numbered five by that time, seem to have caught the
attention of the librettists, who presumably were also well aware of the syragbonal
qualities of WagnerRingand particularlyGoétterdammerund® In any case, the root of
Henze’s discussion is dramatic considerations related to symphonic forms, forkivay
opposition in the first movement sonata form with the inherent conflithé@Bassarids In fact,
the formal structure of the first movement is interpreted differently bglars who concentrate
on particular aspects of the music. For example, Wolfram Schottler takedaghieal symphony
as his point of departure to analyze the opening fanfare as an introd@¢tlescusing on
dramatic construction of the movement that introduces the main charactezopkta,

Wolfgang Burde refers to the same passage as “a hard, rather unsdrmeual®in the classical
Beethoven manner® Both authors rely on thematic dualism to substantiate the sonata-form
argument — as the analysis of the opening will show the Pentheus-row is not jprédsent
fanfare. Henze himself acknowledges that the trumpet call applies to Pemiheags the
prelude “has almost nothing to do with the symphonic structé?eThe analyses below will

demonstrate that structural issues in this opera are secondary in termsiofgaetron the

1% Henze Music and Politics143. Henze reports also that to make sure tenésl to the entire work Kallmann
accompanied him to the performance.

%7 For a discussion of formal issues in Wagn®&iisgsee William Kindermann, “Dramatic Recapitulation i
Wagner'sGotterdammerung 19"-Century Musict (Fall 1980): 101-112; Carl Dahlhaus, “Formprpieh in
WagnersRing des NibelungeghBeitragezur Geschichte der Oped. Heinz Becker (Regensburg: Bosse, 1969), 95-
129; Anthony Newcomb, “The Birth of Music out oktl$pirit of the Drama: An Essay in Wagnerian Formal
Analysis,” 19"-Century Musics (Summer 1981): 38-66. It is important that iain issue considered in these
writings is the connection between form and drama.

188 \Wolfram SchottlerDie Bassariden von Hans Werner Henz@5.

%9 Wolfgang Burde, liner notes to Hans Werner Heffie Bassaridskoch-Schwann Musica Mundi 314 006 K3,
1991, CD.

" Henze, The BassaridsHans Werner Henze talks to Paul Griffiths, 831.
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development of the drama, and concentrate primarily on dramatic relevance ofsthalm

events instead.

As a source of inspiration the musical forms of the past have engendered much coeltive w
in the twentieth century. Particularly the neoclassical initiativeftinatulated a problematic,
but fruitful, aesthetic agenda (epitomized in the works of Stravinsky) must be cedsades
driving force behind Henze’s compositional output in traditional genres. Newsshéhe idea
that the symphonic tradition of the twentieth century is continu@thénBassaridss only
applicable in a general sense. First hand experience of the orchestra ¢tpmzzldhrough his
conducting activities around this time must have helped him a great deal inimgabe
remarkable orchestral sound of the opera, with the transparency and clastierfures and the
grandeur of its tutti passages. Yet, characteristic formal componentsotdgbieal symphony,
and the musical codes ingrained in its long history have limited value in detggrttiei

dramatic essence of Henze’s works for the music theatre.

The following sections aim to critique the sonata-form argument in the firstrmeavef the
opera by arguing that while it is technically possible to locate eleroéttie traditional genre in
the formal layout of the music, dramatic structure of the plot seems to be wageaimst this
interpretation. Instead of the formalist approach that contends with identifignte areas
based on twelve-tone rows, the present analysis focuses on the parallel mesitsairat
introduce the conflicting worlds of Pentheus and Dionysus. Serial matessalsiated with the
main characters of the opera are studied as a related topic to show caesisteienze’s
compositional method with twelve-tone rows. Finally, juxtaposition of styles andsofuobe
other composers are examined to underline their role in clarifying drancatusgues ifmhe

Bassarids
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5.1. Twelve-tone thematic characterization and the s  onata-form argument in the
first movement.

Henze sketched out two twelve-tone rows in all their permutatiorithfoBassaridsordered in

a circle of fifths sequence, one for Pentheus and one for Dioh{slitie sonata-form argument
is derived from the appearance of the rows as the compositional basis of thethiardegne
the world of Dionysus and Pentheus — the former is stated by the off-stage Vioiga|lusvelve
tones of the Dionysus-row, and the latter theme is presented by the citiZdrebes, with the
partial use of the Pentheus-row. Pentheus himself appears much later ist theyiement with
a more convincing statement of thg Riw-form. Wolfram Schottler proposes the following
formal layout to explain the form of the first movement in terms of the classitghonic

framework (see Ex. 5-1)?

Example 5-1. Schottler’s outline of sonata-form in the first movemem®Bassarids

Introduction mm. 1-102
First theme Stranger (Dionysusinm. 103-192
Second theme Thebans mm. 193-243
Development 5-part development mm. 243-5(4
Recapitulation (and mm. 575-664
Coda)

"1 Reproduced in Wolfram Schottlddje Bassariden von Hans Werner He28%-206. Sketches of the two 12-
tone rows are preserved at the Paul Sacher FoondatBasel, which houses numerous music manusaim
other documents Henze donated to the institute.mdmeuscripts identify the rows as Dionysus[-rowd an
Pentheus|-row], used as standard terminology ircthieal literature on this opera.

172 schottlerDie Bassariden von Hans Werner Henes.
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Although the layout outlined above is reminiscent of the thematic structure okthe fir
movement sonata form, it is doubtful that the dramatic actidiménBassaridsinfolds from this

opposition.

Even at a first hearing, the listener will surely perceive the oppositioreeetilie
Pentheus and Dionysus themes, and the gradual dominance of the latter, until the end,
when it has eliminated everything efg2.

Certainly, the opposition between Dionysus and Pentheus is not resolved at the endsif the fir
movement, but rather at the end of the third movement when Pentheus, overwhelmed by the cult,
is persuaded by the Stranger to go to Mount Cytheron in disguise and see his people in their
worship of Dionysus. Led by Pentheus’s mother Agave and warned of a spy in the woods, the
maenads and Bassarids (those who wear fox-skins) chase and kill him. The strong tonal
allusions in this final solo indicate a change of compositional style in thexpalrof the young

King. In the first movement, the reprise is too flimsy to acquire any dramaeiiht because

only one of the themes returns (first theme in Schottler’s outline), but then id f@mne

Unless the sonata form can be shown to clarify the dramatic essence of themppesieen
Pentheus and Dionysus, its schematic application in the movement remaing afmatte
background structure. [Phe Bassaridsneither twelve-tone-derived thematic dualism, nor
stylistic differentiation based on compositional principles accounts for thfstructure of the

first movement-’*

"3 Henze Music and Politics 150.

" The classical sonata form is meaningful to themixthat tonal and thematic tensions are resolvéie
recapitulation. Within the context of an intricaeore such aBhe Bassaridshe absence of a resolution in the first
movement makes the sonata-form argument insufticreaxplicating dramatic action. For a thoroughadission of
the classical sonata form see Charles RoBe@ Classical Style: Haydn, Mozart, Beethoflesndon: Faber and
Faber, 1976).
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Also, it is not self-evident that the suggested distinction between the chanmabtelnsHenze
mentions, is the outcome of a thematic differentiation based on the structurateristies of
the assigned twelve-tone rows. Evidently, the interval structures of thewwscare radically
different. Yet, musical textures in the two theme areas indicated in the esdnefdw are
similar, in the sense that both contain tonal allusions despite the presence ofthenbhoth
involve stratified textures of contrasting ideas. An alternative readitige dirst movement
given below takes the introduction-segment of the opera’s first movement asamtabs
thematic and dramatic passage to contend that the rhetorical/dramatic opmsiaitis already at
this point.

It is significant from a dramaturgical perspective that Pentheus and Dsoangspresented in
the first movement with similar musical events. A fanfare of trumpets dapetinauguration
of Pentheus as King, and creates a parallel to another significant mdeaaling by the
unaccompanied voice that announces the arrival of God Dionysus in Boeotia. And both ideas are
followed by choral passages in which Thebans greet them equally stronglyhéeers now
our Lord,” they shout, before the block treatment of the fanfare in alternation witil ch
sections stretches the jubilation over a hundred measures. When the off-stafjaisbehis
ceremonial outcry “Ayayalya!,” the citizens welcome Dionysus eqsityngly: “Long have we
waited, long watched™*® This way, parallel musical events introduce the conflicting worlds of
Pentheus and Dionysus, and the drama unfolds from the tension established between the
protagonists. When the two characters appear again later in the first movementrist c
between the two has deepened in that, the world of Pentheus becomes more ratiorthhtwhile

of Dionysus develops into the sensual world of dance and song.

175 Since the libretto is in English, the quotes iis #tudy are from Auden and Kallmann'’s originalsien. Even
though the German translation was used for soree fpsbductions, the first German recording (they@mummercial
one available) is also sung in English.
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Dramatic opposition and formal unity: Pentheus-musi c vs. Dionysus-music

In creating the authoritative image of Pentheus, tutti passagesplagatant role.
Especially the clichéd use of the trumpets at the very beginning of the opexia g start of
Pentheus's rule in Thebes, after the abdication of his father Cadimeiffect of the clichéd
use of brass to depict royalty is upset by the distortion achieved through uncisticaty
dissonant sound of the fanfarkn this highly complicated harmonic and thematic context there
are elements of vague canonic treatment in the four trumpets (see Ex. &2ineatarts with a
three-note gesture based on Set class (024), accentuated by kelSt& (AL -F#E and so on).
The outer voices indicate a tonal emphasis with the entrie$ @né& B> in contrary motion (the
same harmonic relationship exist betweendhd Ab in the first and second trumpets). Yet, the
chromatic digression established by Trumpet 3 obscures the kinship between the otiser voic
Indeed, Henze’s chromatic writing with the half-step clashes betweenttiesen B and A,
or B and B contributes to achieving the opaque sound of the passage that communicates a
discomforting emotional statd® Because the individual trumpet lines are packed into the same

register, the layered texture lacks an overall harmonic and thematic focus

There are also elements of whole-tone-ideas in all four voices, althougiréhgyset by the
phrase structures of the separate lines (the asterisks in Ex. 5-2 inukckast hote in the whole-
tone segments). Even though it is theoretically possible to identify substamig-tone
segments, they don’t seem to coincide with melodic shapes of the differesttapes is
particularly evident in the first voice. Likewise, the abundant triadic groupmngisrase ends do

not share a common harmonic basis and sustain the ambiguity established in the opening

176 Similar clashes of tonics half-step apart occaBénjamin Britten'8illy Buddprelude. In this case, however,
the ambiguity of harmonic focus is created by asaigtwo tonics into separate registers. See PRilipprecht,
“Tonal Stratification and Uncertainty in Britterusic,” Journal of Music Theorg¢O (Fall 1996): 311-346.



205

segment. It is notable that the diminished-triad (F#,A,C) in Trumpet 4 andgheated

sonority (F,A,C#) in the tutti highlights the half-step opposition suggested in the cantmes.

Example 5-2.The BassaridsFirst Movement. Canonic entries whole-tone segments, and
triadic groupings in the opening fanfare.

Fanfare (trumpets)
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HenzeTHE BASSARID® 1964 by Schott Music, © Renewed, Revised ver&@d®92 by Schott Music, All
Rights Reserved, Used by permission of Europeanriéar@ Music Distributors LLC, sole US and Canadagent
for Schott Music.

In the following section, citizens of Thebes hail their new king in a homophonic telxatre t
retains the harmonic ambiguity and the agitated atmosphere of the beginhe@ch4end of the

homophonic choral segment, open fifths on A-E and C-G delineate a closed unit (see;Ex. 5-3)
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though lacking in traditional harmonic progression, the vocal texture can beeghadyterms of

a white-key aggregatdn spite of the comfortably tonal-sounding vocal writing, the dissonant
sonority (F,C#,A,B) in the orchestra, sustained from the fanfare, upholds the tension created in
the beginnind’’ Particularly the half-step “discrepancies” C/C# and AtBat result from the
superimposition of the two vocal tonics (A,C) and pitches in the orchestral pedal chord

contribute to sustaining the anxious mdé&t.

Example 5-3. C-major/A-minor pitch-collection in conflict with the orchésimaority.
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HenzeTHE BASSARID® 1964 by Schott Music, © Renewed, Revised ver&@d®92 by Schott Music, All
Rights Reserved, Used by permission of Europeanriéar@ Music Distributors LLC, sole US and Canadagent
for Schott Music.

" The orchestral sonority can be analyzed as argfanted triad with added fourth, or an inverteig-Binor
triad with added major-seventh, both typical chiyyaks in Henze’s music.

8 1n his 1996 article on Benjamin Britten’s musidlphRupprecht uses the terms congruencies andegisacies
to refer to consonances and dissonances respgctmve the bass of a chordal texture. See FRiligprecht,
“Tonal Stratification and Uncertainty in Brittertdusic,” 320.
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Example 5-4.The Bassarids First Movement. Abundant tonal ideas in choral sections.
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The unstable harmonic areas in the fanfare, created by use of contrastifigmoso@r
pitch-collections persist later in the prelude and the opera as a Whibige the choir tells of the
abdication of Cadmus, the founder of Thebes, and wishes happiness and wisdom to Pentheus, the
musical texture indicates a clash between C-major anch&or/minor (see Ex. 5-4). At the
same time, the E=pedal collides with the D-chord to create another local conflict of tonics half
step apart — this particular dualism returns later in the ofBeause the C-major layer lacks E,

the Eb-pedal suggests C-minor (another typically Henzean trait to imply magoménor modes
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simultaneously). The lEmajor focus is itself confused by the #ninor segment in bass-voice,
which is also superimposed upon the sonority in the upper registers that includessetértent
tonic and dominant triads in C major — also, theitrthe bass voice gives a Phrygian inflection
to the B mode. Henze prolongs the tonal uncertainty of the opening until 103 where Dionysus
is introduced, and refrains from confirming any of the pitches or collections derttirant
element of the music.

After the alternation of the fanfare with choral sections, in which Pentheussiented as a
prominent character of the opera, Dionysus, concealed as off-stage voices &ppibe first
time. Both in the tenor solo and the following orchestral interlude musical ideas inhretkat i
Dionysus-row are employed as thematic and harmonic materials. Rigmareghry tonal ideas,
the row (see Ex. 5-5) can be segmented into an augmented triad, a major triad, apleét com
dominant seventh-chord (oftA. Overlapping with these subdivisions of the row, a minor chord
and a trichord — Set class (015), in this case B,B;provide the remaining structural features
of the initial Dionysus-music. This segmentation follows the main phrase-mofitims vocal

line (Ex. 5-6), and the chordal units that recur in the orchestral interlude (Ex. 5-7).

Example 5-5.The BassaridsSegments of the Dionysus-row.

Abaug. Eb7 D+/D-
flpe | . b Bo o
b’ 4 A ) ho 1 "y [ A ! W 27 ]
¥ 4% O O L d I{"c W 27 ! |
Set class (015) G-

The unaccompanied tenor solo (see Ex. 5-6) that announces the arrival of God Dronysus |

Boeotia is based on thg férm of the Dionysus row. What is immediately noticeable about this
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passage is an emphasis on the top registeraAd B in the first phrase (first line in the
example), and A and F (their neighbor notes) in the second. Pitch repetition, intervallic
consistency derived from the qualities of the row, and recurring motivic uniadeethe
unmeasured writing to conceal the fact that the entire solo passage usttermiaed row.
Particularly in the first part, the row is only secondary in terms of its ingrathe overall
thematic flow. Additionally, the four-pitch-class complex &-F-A (the first and the last dyad
of the row) unfolds a major-minor (0347) tetrachord, F+/F-. The second emphasiddelAlya
(either as the end ogPr the beginning of 2 is two pitches of the pedal tetrachord in the
orchestra in Ex. 5-3 that is combined with the A-& in the bass voice. In this way, Henze
establishes smooth pitch-continuities at the opera’s opening that introduces thetagorpsts

of the opera.

Example 5-6.The BassaridsFirst Movement. Off-stage voice (Dionysus) based on
Dionysus-row B

Off-stage Voice
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Henze’s twelve-tone technique here is reminiscent of the “Dream-InventiDet iRrinz von
Homburg with the small repeated patterns which create focal pitches and compound melodies
In the first phrase, anbAmajor triad is emphasized in the vocal line with the longer note values,
and remains in the upper register, separated from the perfect fifth E-B, iaHedt
inconsequential — adding only chromatic color. In the second phrase; thenfiinant-seventh
chord confirms A as a focal pitch, but moves immediately a half step down to D major/minor,
which, like the dominant-seventh sonority, is present as a segment of the Dionygaser@x.
5-5). A hint of dominant sonority at the end affirms D major/minor as another focal somority
the solo — the juxtaposition oftEand D will return as a decisive moment in Pentheus’s solo
number at the end of the third movemenaking the semantic unity of the text and the music
into consideration, the final three pitches of the passage (F,A,C#) can beedradya new
statement of the Dionysus-rowsfPforming structural unity between the symmetrical (048)
trichords in the beginning and end phrases.

As opposed to the Pentheus-music in which the choral response immediately follows the
fanfare, the sacral calls of Thebans are separated from the off-stagg gwobchestral
interlude (see Ex. 5-7) to convey a sense of anticipation with the tremolandassetrorgies —
C#-F#-A, D-F#-B, and F#-C#-F, all harmonic ideas derived from the YowTogether with the
delicate sound of the harp which superposesid B>-major chords these ideas prepare the
initial hesitant sound of theolcissimochoral section. Sharing thematic and harmonic basis with
the sologvery detaibf theinterlude can be analyzed as derivatives of the Dionysus-row; the
prominent idea in this fragile texture is the juxtaposition of the augmentbadiidi materials
from the row with the simple diatonic sonorities — the only exception is the Waiynexii-

diminished seventh chord (0258), which is very suggestive in this Dionysian context.

179 C#-F#-A (minor triad), D-F#-B set class (015)
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Structurally, the head-notes of the row in the violin/flute relate to the Stiamdestage voice,
using a shuffled segment from thefBrm of the Dionysus-row?® Henze does not complete the
row in the orchestral section, but presents a simple and rhythmically retatEment of
Dionysus-row Ry in the bass-clarinet and the cellos to connect it to the choral segment that

reflects people’s excitement in awe of Dionysus.

Example 5-7.The BassaridsFirst Movement. Orchestral interlude in the Dionysus music.

Flute, Violin
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180 Or, the first three pitches of the(C#-A-F) of Dionysus-row, which leaves out E, arportant pitch in this
context. The minor sixth ascent from C# to A sugigéhis is the inversion of the prime form of thev, but
because of the flexible use of the rows what issilee is the harmonic function of the row in thesoadl musical
texture. Considered as an augmented triad, the E#nthe upper register responds to the same elypei(048),
Ab-C-E, in m. 103.
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Example 5-7 continued.
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Continuing dramatic significance of the augmented triad is evident in the opétineg
choral section, with the canonic treatment of the partial Dionysus-row. Trensagplicates
the Stranger’'s melody (see Ex. 5-8) using the partial Dionysus-igw (8. a minor sixth
below the original statement — but retains therAajor triad in the upper register and the E in
the lower. Also, the augmented triad formed by the three head-notes of the row provides
structural coherence between the opening tenor solo, the orchestral interlude, &odahe c

response.
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Example 5-8.The BassaridsFirst Movement, mm.122-125. Soprano entry based on
Dionysus-row, retaining the A+ and C (A ) aug. triads of the off-stage solo.
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The opening of this choral segment contrasts drastically with the homophonic oéxhee
Pentheus-choir. With the canonic entries in the soprano, the alto, and the bass (#ethg. 5-
texture seems to respond to the fanfare of trumpets, yet homophonic writing soon takes over
expose the invitation to clap and dance in welcoming the God Dionysus. No doubt the
contrapuntal texture of the passage is reminiscent of the inaugurakfamiathe difference
between the two choral sections in terms of the overall harmonic effegastant in clarifying
the dramatic purpose behind parallel musical events to depict the contrastig etdionysus
and Pentheus. In the initial Pentheus-music, four trumpets produce an intenselyntdissona
texture which lacks pitch and harmonic focus. Then, in the following choral section the
discrepancy between the orchestral and vocal layers retains the tensita ttiesppparent tonal

allusions, particularly in the vocal layers in the succeeding sections.
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Example 5-9.The BassaridsFirst Movement. Multiple tonal allusions in the choral

Soprano

Alto
Tenor
Bass

C-major pitch-collection
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In the corresponding section in the Dionysus-music the choral layers andhsrafcsound
merge to create a range of tonal allusions in each of the voices against the Guyatkdihe
outer voices of the loosely canonic passage are based ogsgnient of the Dionysus-row,
while the two inner voices use the D-minor and C-major/minor collectfdnas a contrast to
the Pentheus-music music, which lacks harmonic focus, the Dionysus-choirsesblear
tonal ideas through pitch and interval repetition in all four voices. In the sopranjoe o
the minor sixths C-E andi=G emphasize a conflict between major and minor modes of C — an
idea implied further by the C-minor segment in the tenor. Yet, clearly diglthphrases
substantiate C major as the focus of the entire top register (circleddaraimple). Based on a
D-minor segment, the symmetrically constructed alto contrasts withtiaelayers in the first
part, but joins the sopranos in unison to confirm C in the second phrase. In order to reinforce the
C-major pitch-collection, Henze uses a trilled pedal-chord, with C as lgpiitada in the
orchestra. While the first phrase of the section (mm. 123-128) contains a hint ofiotycesta
the major-minor modes and the D-minor segment, the second part affirms C-srt@emaain
harmonic idea of the choral fragment; the last few bars includes nothing butbg@Cpitch-

collection.

Different strategies of textural opposition and outright stratificationadémals in contrasting
pitch registers allow Henze to produce shades of dissonant and consonant téxtines.
Pentheus-music of the opening the layers consist of whole-tone collections, rehocimaected
to triadic end phrases via diatonic groupings. Because the layers lack a corsimdhéba
abundant cross-relations between the individual lines result in heavily dissonanteutcom

including the choral block in relation to the orchestral layers. The Dionysus;nmusontrast,

181 30l0 cello doubles the soprano in mm. 122-128redfostates a short counter-melody; all four veising the
ceremonial “Ayayalya” as text, left out in the mzaiexample for analytical clarity.
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is imbued with ideas derived from the row segments. But the overall harmonis adeafully
controlled to accentuate the C-major collection, with sporadic hints of the minor mode.
Certainly, tonal syntax is absent from the texture entirely, but pitch and intepedition in the
soprano, tenor, and the bass creates focal pitches unambiguously. And in strongtodhiast
opening choir, the orchestral texture conforms to the same C-major pitchtiooliesed in the

choral texture.

The conflict created by the D-minor segment in the alto is only momentary kadnlac
consistency to become a counterweight against C major. Because the sopranolamdrinea
the same register, the overlapping lines result in a dissonant sound. In all tlseecpenaed in
the present such layering is often used as a compositional principle involvimgtittaiseous
use of contrasting collections. Nevertheless, all four vocal entries ofghBifonysus-choir are
derived (at least the head-notes) from the Dionysus-row where C is chnstgassed as a pitch,
as a triad, and as a pitch-collection. The momentary pitch and key dualismsuhdtaoen the
layered texture in the first part — between C amd 8 and E, as well as between C major/minor
and D minor — is replaced by a homogenous texture emphasizing C major unmistakiably |
second. Yet, the passage lacks elements of tonal syntax, including harmonissmwogrand

voice-leading. Even the dissonant pedal is not resolved to a major triad but retangeithe

conflict of the £, chord in C major till the end.

The structural connection between the Stranger’s solo and the choral musiy ih@art!
consequence of the inner symmetry of the augmented triad, set-classA(RAB)E segment in
the solo is linked with the C,EJA in the choir. But the tonal allusion in the solo results from a
focus on the A-major triad through pitch repetition, longer note-values, and different negiste

with the E-B in the same segment. In the soprano the same triad is used astinaistr
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framework that adjoins two thematic entries C,E ahd3daround A. Although B form of the
row accounts for all 5 pitches of the first phrase, pitch and interval repetitiocha¢ea justify
the interpretation in terms of two separate row fotffis.

In a general sense the two rows carries dramatic fof¢teiBassarids When Dionysus
appears for the first time as the off-stage voice, the row, or ideas deriveth&oow permeate
the musical texture. Similarly, when Pentheus makes his first entry ®terend of the first
movement, the R] of the Pentheus-row is used to confirm his world in contrast to that of
Dionysus. When tonal allusions surface, as in the choral section analyzed above, the rows
function as behind-the-scene matters of musical structure, irrelevanhasésulting music.
More precisely, the rows permeate the musical structufé@Bassaridsbut their use is varied;
sometimes a partial statement of the row provides the basic motive for a tonahgqas$iage,
sometimes a complete row creates a connection between to passages)eomdtamatic
contrast is achieved with the dissonant interval content of the row. Yet, the rowdeevme
the only determinant of the musical textures; they function as compositioniaigspoint from

which several (contrasting) ideas are developed.

Example 5-10. Dionysus-row against the parallel thirds and occasional fifties in t
orchestra.

Dionvsus-row Iol1 2 3 4 5 o6 7

82 Towards the end of the choral passage the cefloeacthe D major material from the Stranger’s sold the
orchestral interlude. D-F# and C#-A is suggestifvthe I-V that ended the solo on the leading-tohB — once
again this idea is left unresolved. Thé B kept in the lower register and separated frioenR-major idea.
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Before the Pentheus-row is stated thematically for the first timegyiofahe vocal lines, the

Dionysus-music continues with alternating episodic sections of choral and sinastoal
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sections. In mm. 133-137 the complete statement of the Dionysusgjasvdtiated in the cello

and the trombone (see Ex. 5-10). Contrasting materials in the orchestrasieuldistextures

used in other operas studied above: block materials of parallel thirds (and occ#sishahhd

later with partial B statement in the soprano. Doubled in the strings, the dissonant sonorities in
the choir form another block material that replaces the thirds and fifths. The tostptement

of the row overlaps with these two block materials; initially it is the promiwlesat of the

texture, but blends later with the partial statement in the soprano. In the cesdrak its

purpose is secondary to the forceful sound of the choral texture.

As the analysis of Pentheus-music vs. Dionysus-music demonstrates, thetcmmapos
principle behind the musical depiction of the two worlds is similar. The idea thinitien
between the rivals is resolved at the end with the triumph of the Dionysus-worldssfiey
from the point of view of sonata-form principles. As the analysis of the second anddhe thi
movements will show, the turn of events in the plot is reflected musically througffebgve
use of quotation technique rather than a synthesis of musical materials introdtiee@rst
movement. When the Dionysus theme (first theme according to the sonata fonmeaig
returns in the reprise in the first movement, it has been transformedadifiifsee Ex. 5-11).

Despite the initial minor sixth (G that is suggestive of;,RForm of the Dionysus row, the
unaccompanied call differs from the off-stage voice earlier in the first mavenkirst, unlike
the arioso style of the first call, it develops into an aria and bursts into soraplacssong even.
With the evocative sound of the off-stage voice, the guitar accompaniment, and lee fragi
orchestral texture, the Thebans are invited to join the dance and rejoice in the wensuafl
Dionysus. Second, both the empathic melismatic vocal style and the delmatgpaaiment of

the guitar, reminiscent of canzonilllRe Cervg create a significant stylistic contrast with the
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first theme area and the surrounding mdSicAnd finally, the emphasis ontAand B has been

replaced with an emphasis oi Bnd D.

Example 5-11.The BassaridsFirst Movement. Second solo of the off-stage voice (reprise).
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183 Such moments inhe Bassaridsvere interpreted as ltalianate elements in theevesiafter the premier. See, for
example, Karl Ganzer, “Henzes Opera lber die Masggyestion,’Augsburger Allgemeine Zeituf@ugsburg] (9
August 1966), quoted in Hochgesabig Opern 370.
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Nevertheless, the resolution to D at phrase-ends in the second solo hints at a conitfection w
the Stranger’s first solo, which ended on a dominant of D major/minor with the unresolved
leading-tone C#. The leading-tone is absent in the return of Dionysus, but the resolution of the
Eb to D, after the ornamented figure that accentuates the escape tone, apdtiti@ref the
F# in the triplets in the second phrase suggest a resolution to D, as the fulfillmerded an i
suggested in the first solo. It is significant for the overall coherent® @jera that Pentheus'’s
aria at the end of the third movement, which exposes his immersion in the Dionysushods, e
the same stepwise conflict between D and E

To underline the connection with the first solo Henze uses the sppeel& from the

Dionysus-choir in the guitar accompaniment. While the transparent orctsesinal reiterates
the C-major pitch-collection, its interaction with the vocal line creatdsgaraus harmonic
relations, quite unlike the choral texture of the first Dionysus music. Theobwams
associations between the two Dionysus sections. Yet, in the second appear#rstagé o
voice, the stylistic transformation results in a formal incongruity, whicls & sonata form as
the means by which the drama is developed. It may be possible to map the tleaatidline
Bassaridgo an ideal sonata-form scheme. It is hardly possible to verify, though, that dramati
action depends on it.

Henze’s own interpretation of the first movement in terms of sonata form orggir@atehis
understanding of musical forms as archetypes of western musical trad#iaan be revised to
explore their usefulness for artistic creation today. This is not to sagtisabris created by the

musical treatment of tonal ideas in sonata-form layout can be replicated in ibaldanguage
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of contemporary music to mold uncharacteristic material into the samenfoaki&* Thematic

and harmonic differentiation between the Dionysus and Penthd@he iBassaridss subtle, but

the impulse behind the dramatic tension between the two musical worlds is not the symphonic
forms of the past — neither classical forms, nor the twentieth-centuphsync tradition.

It is even more problematic to account for the second theme within a sonata-foren out
Immediately before the Pentheus-row appears, the choir echoes the head nmtegsafsErow
Ps, where the C major pitch-collection of the Dionysus theme (first theméppsevith
dissonant sonorities. The suggested second theme is sung by the feeble Tireseitaiiva
style (see Ex. 5-12), with an agitated orchestral accompaniment, and possdssgohtie
rationality that characterizes Pentheus’s dogmatic belief sy&teEven though it is
schematically possible to accept this vocal entry as the second thembeamedetisive and
confused state of the character, and the musical material that rbffeatabivalence, distorts
the essential elements of the plot, unequivocally stated by the composer as #tedram
confrontation of the world of Dionysus and Pentheus. In the erratic and partial hee of t
Pentheus-row in Tiresias’s vocal line, which also lacks the head-notes of theeneference to
Pentheus’s world of reason is absent. Auden and Kallmann characterize Tséaiasia,
stupid, impotent old man, whose fear of death takes the form of trying to keep up withutige
He is enthusiastic about the cult of Dionysus simply because it is new, thehetgsh

religious fashion.*®

184«One can explain why fugues exist, and also wieyttan no longer be written today. Because thal ystem,
from which a fugue derives its tensions, no longerks. There are also twelve-tone fugues, whiehtrary
formalistic; an old form is reproduced, without tieasion of the material that once made such agfugamatically
effective and alive.” Henzéusic and Politics155.

185 Schottler Die Bassariden von Hans Werner Henk@5.

18 Auden and Kallman provided a genealogical tretnefcharacters where Tiresias is portrayed as & figare
struck blind by Hera, and compensated by Zeus laith life and prophetic powers — not evident in dpera. W.H.
Auden, Chester Kallmann, “Religious Attitudes of @Bharacters,” Introductory notes to Hans Wernerzderhe
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The musical texture creates an indecisive mood and consists of musical ®ltemte
derivatives of the Dionysus-row — major, minor, and diminished triads, all of whichaal® m
unstable by the addition of a conflicting pitch. It is also important that thentéxs passage
does not refer at all to Pentheus, but reveals Tiresias’s inclination towantgsDs: “l too
would like to join the dance. | too would wear fawn skin. Who will guide me to Cytheron?
Dionysus, give me strength!” Even though the partial and erratically yséati of the
Pentheus row emerges now and again, the murmurs of the secondary charactaguines the

significance of a counter theme.

Example 5-12.The BassaridsFirst Movement. Second theme, after layout by Schottler.

Pentheus-row
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1966).
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Example 5-12 continued.
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When Pentheus appears for the first time in the opera, his vocal line is based on te ordere
form of the Pentheus row (the first six pitches of iellowed by free usage), accompanied by
the massive orchestral tutti that signifies what Pentheus stands for in thésagex. 5-13).
The affirmative vocal line, which arrives after a 26-measure long buildupdewasffz tutti,
reflects Pentheus’s determination to uphold the law: “Too lax was the Law intjoegmieak
ignorant women to kindle this flame on Semele’s tomb.” One more time Henze sraploy
compositional technique that contradicts a clear-cut distinction between thetehar True, the
Pentheus-row is different from the Dionysus-row in terms of interval contérg raot imbued

with triadic segments or intervals. Yet, Pentheus’s first vocal statem#rd opera coincides
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with an unmistakable tonal emphasis in the orchestral texture — the pedal F andbthe per
statements of the F-minor sonority (both sustained and arpeggiated). Furtleas ¢hienk
between the two sub-phrases of the vocal line that start with F amdeting a reference with
the harmonic background of the segment.

The power of the tutti, the accented motivic materials, and the high and expgiosweic
markings create a frightening image of king Pentheus, and indicate asifiosion of the
dramatic confrontation in the music of Pentheus in this passage and that of Dionfsus in t
reprise (return of the off-stage voice). Still, because this emphatigpamsaves towards the
end of the first movement, it is hardly appropriate to label it as the second'tHefiere is,
moreover, no evidence that the conflict is derived from differences inherent irspleetree
rows of the two characters, or thematic materials that are schetyaticédied into formal
categories. Arguably, the tension between the two worlds is impossibletmohet as a general
compositional principle that can be traced throughout the first two movements, or eallynaic
any given moment in the opera. Rather, the musical differentiation that ial anuatlvancing
the drama needs to be confirmed through analysis within a given dramatic cothtiexs ar
result of the subtlety of Henze’s depiction of the opposing characters witsigiiag a specific
musical idiom to Pentheus or Dionysus — both realms involve twelve-tone writing, and both
contain as well as tonal allusions. However, he uses different techniques to expasant

dramatic details of the plot.

87 The first movement consists of 664 measures anthPes first appears in m. 481.
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Example 5-13.The BassaridsFirst movement. Pentheus’s first entry.
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Example 5-13 continued.
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At the end of this forceful passage Pentheus threatens to put to death those who-dare to re
light the altar-flame at Semele’s tomb. But, after Pentheus givesdeela turns around only
to find the stage empty. The enchanting sound of the guitar and the off-stagdeéitemna
reprise already analyzed above) invites everyone to go to Mount Cytheron thegseasures
promised by god Dionysus. Based on the ordegddrih of the Pentheus-row, the ostinato bass
that is used towards the end of the section creates the feeling of forward m¢sea Ex. 5-14).
At the same time, the ostinato reflects Pentheus’s anxiety, as the igiimbs$ his

powerlessness in controlling his people. He asks: “Captain! Where are myYdapie there
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not orders bidding them to gather?” Dramatically, this is a decisive moméet apéra in
communicating the Thebans’ enthusiasm to follow Dionysus, in total disregardeofphet
orders from their King. From this moment on, the opposition between the two protagonists
deepens, but the turning point in the drama and the resolution of the conflict only aitfivésew
stylistic shift and Bach quotations in the second movement. Nevertheless, tmefdisog
mood established by the ostinato indicates what lies ahead. The triadic esmotitie guitar
and the piano create a subtle contrast with the row-derived materialingfigaet concurrent
actuality of the worlds of Dionysus and Pentheus. When Pentheus re-enters thenpalacy,
because his orders are not obeyed, the ostinato bass disappears.

Example 5-14.The BassaridsFirst Movement. Row segment in the ostinato accompanied
by simple triadic sonorities.
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Example 5-14 continued.
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As the above analysis of the first movemenklsd Bassaridshows, the sonata-form
argument is insufficient in explicating the dramatic substance of the open¢heBs is strongly
present already in the orchestral prelude, characterized by the dissonamtibaexture made
up of layers of separate traditional pitch-collections. The dramatic ciasfistablished
between this opening and the first appearance of Dionysus as off-stage vihicgtramger tonal
allusions. Both in this solo and the following choral segments the twelve-toneamsades used
to create focal pitches in more transparent textures with stronger torf@&mpThroughout the
first movement the conflict between the music of Pentheus and that of Dionysiesssfied,

but not resolved. The sonata-form argument fails to explicate the escalatencohflict, and
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should perhaps be understood as an archetypal form that provides background structure to the

movement rather than being the driving force behind the creation of the opposition.

In Henze’s later remarks there are clues for an alternative ingtigmeof the form irirhe
Bassarids Auden and Kallmann’s designation of the work as “opera seria” is justified in the
sense that the alternation between recitative-like segments, short agtienss arias (for
instance, Dionysus in the reprise, Agave in the second movement, Pentheus in the third) and

duets (Dionysus and Pentheus in the third movement) create associations with nunalser ope

As for the musical language ©he Bassarids- where exactly does it come from? And

on what tradition is it based? After all, it is certainly not Wagner’s coitiqosl method

that is taken up and developed here; for that, my piece is far too close to the older type of
number opera. Still less can it be compared with Str&tiss.

Indeed, distinct numbers offset formal categories of symphonic writing anderagqtier
attention. Certainly, the orchestral prelude is explainable either ag@atuiction (as in
Schottler’s sonata-form layout) or as an overture. However, with its powearfitah
expression, the opening fanfare is more important in presenting one of the pcheizaters of
the opera. This material is used only in the opening, but fulfills its function as theamusi
depiction of the new King Pentheus. The subtle distinction that is created in therfgllow
Dionysus-music is significant in establishing the opposition between the twmacheacters,
although neither the Dionysus’s off-stage call, nor Pentheus’s powerfulesmicglin the first
movement constitutes a stereotypical operatic form as a number. But thesefsatothe

contrasting nature of the characters and play an important role in dragp#tieiopposition.

188 Hans Werner Henz&ohemian Fifths207.
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Agave’s aria in the second movement (considered below), on the other hand, is a separate
number isolated from the surrounding music that foreshadows the turning point of thehmot at
end of the second movement. With its periodic formal structure, this aria spawstg styl
contrast through its jazz-inspired vocal line and the contrapuntally used twek/estiterial in
the orchestral texture. Ordered by her son Pentheus to explain what she saw on tha ofounta
Cytheron, Agave portrays her experience in an idiom that is essentiallgaiffesm the
twelve-tone derived textures of the preceding sections. Likewise, the dueth&waysus
and Pentheus in the third movement and the numerous ensembles follow operatic conventions as
separate numbers. Pentheus’s aria, which he sings immediately before leingykine
crowd, must be considered as an operatic cliché. Not the least, Dionysuiatac@ancludes
the second movement invokes tonality by quoting Bach, transformed within a romanticadiom t

create a powerful and memorable number.

5.2. Tonal and twelve-tone stratification in The Bassarids.

In the following sections two important compositional techniques will be considenesd, F
stratification of texture will be further studied as a persistent compeaitmethod in creating
juxtaposed tonal and harmonic context3 e Bassarids Second, stylistic elements and
guotation from (or allusion to) J.S. Bach’s music will be examined to discuss thegtpoint in
the opera, which is hinted at in Agave’s aria, and unambiguously stated in the synsieetion
of contrasting music to highlight the dominance of the Dionysus music over evgrgitn

As argued above, Henze often uses several pitch-collections simultanecduisiyaugixture
to suggest a dramatic conflict or create tension. Sometimes he superplestisnslthat have a

tonal basis; other times he forms layers that are stylistically élifferin the initial Pentheus-
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music Henze puts the row to various uses; twice in the opening he employs it to conract chor
segments$®® The R, form of the row is used in descending parallel octaves in a slightly erratic
manner (see Ex. 5-15). This change in the ordering of the pitches has tectheraihan

dramatic reasons — the reordering creates two successive chromatic gevefass (012), and
enables Henze to create a smoother articulation in the descent. In the twermasithe pitch
content of the descent is identical, but the orchestration is varied — strings andnadsadwhe

first, strings, brass, and piano in the second.

Example 5-15.The Bassarids=irst Movement. Pentheus-row connects choral segments in
the Introduction.
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18910 m. 37 and m. 69 in the first movement.
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In the third appearance of the same idea, immediately before the effvsiag (Dionysus)
appears, Henze superimposes three forms of the PentheusstBwFp) to create an ostinato
that accompanies the return of the fanfare (see Ex. 5-16). Against thasgeséyers of
contrasting rhythm, a choral segment in parallel octaves is added. Desmtzasional
correspondences between the separate layers, the superimposition of théragpniedsrials
exaggerates the dissonant quality of the texture. The choir sings “Lorgdie young Duke,”
but the tumultuous composite texture belies the optimism of the text. Evidently, the
superimposition of block materials associated with Pentheus has symbolicalidloe;layers
present in the texture relate to Pentheus, and are clichés of operatic watgghe unison or
octave passages in the choir and the use of the brass in the orchestra to defyictReylzps
the most surprising element of this texture is the parallel statements@tthv forms that
correspond directly with textual content that relates to Pentfi2&ince the twelve-tone row is
designed by the composer for a specific character, this link is sigmjfieet the choral melody
is independent of the twelve-tone row. So, the connection is audible in a limited senses becaus
there are no thematic associations between this reordered collection ancttssise
occurrences of the row. Henze prepares the arrival of the Dionysus-musiditharoug

intensification of dissonant textures in the opening Pentheus section.

19 The other two statements of the row in m. 37 an@9rare used to connect two choral segments.
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Example 5-16.The Bassaridg-irst Movement. Stratified texture of block materials in the

opening.
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Example 5-17.The BassaridsSecond Movement. Pedal derived from Pentheus-row
juxtaposed with triadic bass-gestures.
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In the second movement the conflict between Pentheus and Dionysus deepens. Mddtermine
eradicate the Dionysus cult, Pentheus ignores Cadmus’s warning to bow for thexxo&s17
and 5-18. show excerpts from this moment in the scene). Several suggestivé etarmeats
underline the emergency of the situation in which the young King strugglesrtmsexhis will.
The four-note pedal in the bass emphasizes D as a focal pitch, and includes edslnigstbne
C# and its (major) third F# (see Ex. 5-17). D is further stressed on each end of thestwo bas
gestures comprising B diminished and B half-diminished seventh motions. With the rapid
stepwise motion in the string figure, the sustained half-diminished seventh chioecomass,
and the pedal D-C#-GF# — head-notes of Pentheus rowRHenze upholds the dissonant tone
of the Pentheus-music. It is dramatically significant that while the Resitoev saturates the
musical surface in the beginning of the second movement, it is briefly rephatieel toiadic
bass-motion (B diminished and B half-diminished seventh) when Cadmus advises Pentheus t

refrain from deciding against the will of Gods: “Pentheus. Give no orders. Bow yalii'fte

After this momentary digression the row returns, apportioned between the voibe and t
orchestral accompaniment creating a counterpoint of sporadic dissonant anthoomservals
(see Ex. 5-18). The erratic use of the Pentheus-row here resists assignangingle character
or plot agent. Cadmus reminds the young King of the terms of his rule: “you rule tynsgnt.
| spoke with the gods. Their words, forgotten, were fifé. Even though a complete row is
present in this context the thematic ideas in Cadmus's words are not row-dérifest, the
row-segment A-C#-D-@-F#-F evokes the D major/minor inflection heard in the first off-stage
call. Similarly, the next segment (A#-B-C) deviates from the row, tolisrelear link between

the characters and the associated musical materials.

1 Hans Werner Henz&he Bassaridsvocal score by Carlos Berner (Mainz: Schott, 19982.
192 Henze The Bassaridsvocal score, 163.
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Example 5-18.The BassaridsSecond Movement. Pentheus-row apportioned between the vocal
line and the cello.
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It is significant that in the second movement the Dionysus-row is absent&onusical

texture initially; the Pentheus-row, meanwhile, is consistently preseatious forms. 160
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measures into the movement the Dionysus-row appears as a pedal tetrachordaimothagi
timpani (see Ex. 5-19), coalescing with the thick texture of the brass to funstostiaictural
element in the background. Through the canonic treatment of the Dionysus-row Hetes c
consonant intervals C-E and E-C, and the dissonances G-G#, G#-G. The result is aioontinua
of ideas established in the Dionysus-music in the first movement — the tethéChieiG,G#)
contains both the C-major and C-augmented triads, while the bass line in m. 819 sounds a

straightforward C major triad (a skeletal tonal allusion typical of Henze

Example 5-19.The BassaridsSecond Movement. Opening tetrachord of the Dionysus-row
pedal against the canonic entry in the trombone.
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The return of the Dionysus-row with dramatic purpose coincides with Pemstlagosval that
he will abstain from bodily pleasures (wine, meats, and women) till the day heklies
though the Dionysus-row is used erratically the musical texture is natisesmnt of the
Dionysus material in the first movement. Moreover, the hint of the Dionysusiahater
diminishes with the use of the Pentheus-row immediately afterwards, andsintiia voice-

leading, where pitches of the row that are already used are repeatede¢@antiauity.

Throughout the second movement, which is written in a fragmentary style, the coiofnontat
between Pentheus and the Dionysus cult is reflected several times. &dhotiés this
movement into a series of dance forms and labels them “in the manner of a’Pavane
manner of a Courante” and so forth, to suggest periodic units in the music. The idea deriv
from Henze’s remarks that the movement was conceived of as a scherzchaihladiao
dances®® Delineation of the formal divisions this way conceals the dramatic development of the
conflict between Pentheus’s strict adherence to high moral principles and the tedmis of
the Dionysus cult, which obviously cuts across the formal sections. The contbchés
evident in the humming of the prisoners while Pentheus inquires about the few prisondns broug
before him: “What? A poor handful, Captain?” While the prisoners hum in a state &, titaec

Captain replies: “All, Sire, we could discover; though | could hear more, marg/’m

5.3. Stylistic contrast and quotation technique in The Bassarids

In Agave’s aria, remarkable for its fusion of twelve-tone materials azdijee vocal idiom,
Henze underscores the turning point of the drama. Characterized by its conttagtunt, the

stylistic shift in this number coincides with the return of the Dionysus-row thieédirst time in

193 Henze Music and Politics 145.
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the work, the Dionysus-row is used as a significant structural component of thalrtexdiare
in a straightforward way — the twelve tones of the row are used without pit¢hiospe the

solo oboe melody, and then restated to create a twelve-tone ostinato (see Ex. 5-20).

Example 5-20.The BassaridsSecond Movement. Dionysus-row is part of the triadic ideas
within the contrapuntal texture of Agave’s aria.
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Example 5-20 continued. Dionysus-rowdd®ntinued.
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With the undulating melodic writing Henze creates a compound melody comprsisig it

groups of notes in different registers, reminiscent of the contrapuntal wnitiey Prinz von

Homburg Even though the oboe solo in Agave’s aria is based on a twelve-tone row, the
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interaction with the vocal line and the carefully designed harp accompaniment esgende
momentary chordal sonorities, which defy labeling and are constantly dddglaieagh active
part writing. Particularly with the entry of the vocal line triadic idea®iyecclear, yet in
typical Henzean manner fail to create a conventional tonal succession. Wghexture the
presence of the Dionysus-row is suggestive; because Henze sketched out thatahe Tha
Bassaridss based on the conflict between the music of Dionysus and that of Pentheus, and the
overcoming of the former through the opera, the arrival of the row in the second act is
undoubtedly significant. But as far as the musical style is concerned Agaadiasno
connection with the music of the off-stage voice in the first movement where thellosiahs
were derived from the manipulation of the row to emphasize focal and repeated pitche
phrases. In the aria, the row remains as an independent layer without thebsidose, and
does not create focal pitches. Only with the addition of the harp and the vocal line does it
become part of a texture in which allusions to triadic sonorities become more obtaotirsgy(e

m. 1076 in Ex. 5-20).

Agave’s aria creates an unmistakable stylistic contrast and it is fdlloyva fragmented
passage that reflects Pentheus's growing frustration over not being aleet tusauthority
upon his people now enthralled by the Dionysus cult. His insistent calls for moréwefini
information about Dionysus are not fulfilled by the Captain’s actions. Thus he trdefsgave

and Autonoe be locked in the palace.

Pentheus and Dionysus (disguised as the Stranger) are brought togethfed lmatimg
recitative with questions about the latter’s origins and his faith; the atitamaculminates in an
aria based on th@uverturefrom Bach'sPartita no.4in D Major, BWV 828 (see Ex. 5-21).

Occurring at a dramatically crucial moment in the opera, this allusithe iintensification of a
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change in musical style already suggested by Agave’s aria. Yeteldeag not pay due

attention to it:>* Rather, he muses over the purpose of the motivic quote from Batch’s
MatthewPassion in the Third Movement and at the end of the opera. Likewise, the existing
scholarship focuses on identifying various occurrences of the quotes (or allusics)ing

vague associations with Mahler’'s symphonies; the quote frofatiga is acknowledged, but

its dramatic significance is largely overlooked. It is problematicSkhbttler extends the idea

of quotation inThe Bassarid$o stylistic quotation and consonant sonorities. These are musical
elements that Henze uses constantly in his works (including instrumental,rangi@rovide

very little help in explicating the function quotation plays in this opera. A congtaitgrated

idea in Henze scholarship is the notion that he, as an eclectic composer, adeptsedéyhents
from earlier periods, as well as other genres and musical traditionsp@ylgthesize them into
his own personal compositional idiom. Such a general statement would apply to many other
composers, and thus fail to elucidate the specific issues relevEim: ®assarids What is vital

in this context is to interpret the significance of the quotations (more @ieais allusion in this

case in projecting the essential elements of the plot.

Corresponding with Pentheus’s interaction with the Stranger (Dionysus), tieeaaresponse
to the King’'s demand to know more about the cult. Pentheus suspects the Strangestis a prie
from the Dionysus cult and threatens with death unless answered properly. Even though the
guote (allusion) is limited chiefly to thematic material and its periggpetition, it inevitably
alters the listeners understanding of the situation, with the sudden referersteotmby tonal

passage. Both the orchestration and the contours of the vocal line are writtele immanémtic

19 Henze Music and Politics150. Similarly, Schottler limits his discussianfinding and confirming those quotes
in The Bassaridalready mentioned by the composer himself. Seet8eh “Die Bassarideri by Hans Werner
Henze 242-248.
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idiom that strikingly contrasts with the immediately preceding altenna&f recitatives and

arioso passages. The quote is not at all exact, but the association with thefrtnesjzast is.

Example 5-21.The BassaridsSecond Movement. Quote/allusion in the upper strings to Bach
Partita No.4in D major, BWV 828.
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Consequently, the contrast between the music of Dionysus and Pentheus, which Hereze outl
as the main source of dramatic action in the opera, has not been resolved througlss ynthe
the musical materials introduced in the first movement. Rather, the transformsantroduced
artificially. Through the unexpected shift of style Henze creates anhigaous contrast and

inevitably invites an interpretation of compositional systems and musical lasguage

As analyzed above the distinction between the world of Dionysus and Pentheus ismunclear
the first act of the opera because the music of both characters includestona as well as
tonal associations — that is, the difference is not as explicit as Henzéah s@mmentaries
would want it to be. The quote from (allusion to) Reetita creates a sudden and unmistakable
contrast with everything heard until that moment. It is reasonable to queshaa’'sie
assessment that the opposition between Dionysus and Pentheus is eliminatdly gradaa
opera. The conflict is not resolved by any interaction between the two musitdd viout by
the insertion of a very well known musical idea into an unfamiliar environment. Henze
downplays the significance of the quotation3 he Bassaridsas a response to critics who
considered them to be ironic in intent, and argues that the quotations make up only fifteen
seconds out of 150 minutes of musie.In terms of exact quotes Henze is correct; Dionysus’s
aria, which is 53 measures long, contains only a few bars of exact quotes (and thenhenly in t
upper melodic line) from thartita. Furthermore, Henze alludes to tBaverture but
abandons it to continue in an idiom foreign to the original. However, it is inessentia¢ f
listener whether the reference to a well-known work by Bach is exatgl paeworked or not.
This borrowing is immediately discernible regardless of the context itds O$e cultural

dialogue initiated by the quote derives its power from Bach’s immutable iplacasic history

19 Hans Werner Henz&jusic and Politics151.
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and the religious implications inherent in his music. Within the musical cont@xieof
Bassaridseven inexperienced listeners cannot avoid noticing the change in musictiatyle
emerges with the quote. Even though the recomposed passage deviates esseatiabyof
tempo, meter, rhythmic values, harmonic motion and contrapuntal complexity, theagatire
reflects the inspiration of the original work within a romantic spirit. Henes tlee memorable
melodic idea of th@©uvertureto create a periodic aria, with three repeats of the quote in the
strings, in the woodwinds, and finally in the tenor line. These three occurrencesjobtbe
motif create a unified musical idea for the entire aria, and prepacértiex at the end of the
second movement.

A second borrowing from Bach@t Matthew Passigrthe 18" movement recitatives all the
more intricate because the librettist Auden asked Henze to quote this papémsage’® From
a compositional point of view it must therefore be interpreted as mechanical tandhkto the
plot and to the musical language of the opera as a whole. The occurrence of a motitinquota
as a local musical event is hardly sufficient to explicate large-soatpositional issues in an
intricate score such dhe Bassarids Henze outlines the role of the quotations in the opera as
“signposts, as guides for thought, which make the listener hear and think irhthe rig
direction.”®” When this quote appears for the first time in the third movement, it indicates a
decisive moment in the opera in which Pentheus comes under the hypnotic influence of the
Stranger (Dionysus), and then towards the end of the fourth movement, when thegugrds

Pentheus’s bier on to the stage. In its first occurrence the borrowing is hatidgable since it

19 Henze Music and Politics 153.
197 Henze Music and Politics 153.
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is a three-note motive within a thick and fortissimo orchestral texttirk.is significant, though,
for the dramatic action because it signals Pentheus’s surrender to theuSionjsand exposes
his repressed desire for bodily pleasures. The same motive returns at di¢henopera when
Pentheus’s dead body is brought in (see Ex. 5-22). This time the quote is unmistakalble with t
harmonization of the choir, the oboe and the English horn playing the famous motivd, severa
times, at a higher register each time, ascending — all this fits intb afveéssociations with the
past compositional practices, including hermeneutical interpretation ofahidsges.

In theSt. Matthew Passiothe recitative (18 movement) deals with recognition of sin for
which Jesus has suffered, and as such has a very central place in Christiamdéitiergy.
The passage is quoted in a similar setting with a four-part choir, stringgoaaavinds (oboe
and English horn instead of oboe da caccia), yet transposed from its original keynoi Fonk
minor. As expected the recitative in BacRassionfollows a clear tonal design, with key areas
prepared through tonicization and expected resolutions. Henze keeps the recuiiaghubt
makes the orchestra work somewhat against the choral voices by the rigidptacement of
sonorities, which create consonances, first slightly then harshly. He t@iss the pedal (in the
horns), but adds a bass line in the lower using the first hexachord of the Pentheus-row. The
passage swings between segments associated with the sound world of thadtiaisea
sections that deviate strongly from it.

Inevitably, religious and aesthetical questions emerge as a direajwemse of the quote,
particularly in the second instance. Such surface details are importarthinséstg
associations betwedrhe Bassarideind Bach, also because of the religious overtones of the

libretto, which is imbued with biblical references. To summarize: it is obviotusht® is a

198 Despite Henze'’s remarks as to the significandéefjuotes in leading the listener’s attentiorhim ight
direction, the only commercially available recoglimmits the intermezzo where the quote fromSheMatthew
Passionappears the first time.
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musical alteration ifThe Bassarids But the presentation of this transformation is abrupt and
artificial, rather than gradual, as Henze putsAs. discussed above, the two main characters of
the opera are defined musically in terms of their respective tone-rows) whuld hardly

account for the contrast created by the Bach quote.

Example 5-22.The BassaridsThird Movement Quote fror8t Matthew’s Passigmecitative
(19" movement)Oh Schmerz! hier zittert das gequalte Hgkl woe! How trembles his
tormented heajt
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In the third movement the accelerated musical process coincides witketigfication of the
dramatic motion, during which is Pentheus becomes aware of his own bodily disposition.
Seduced by Dionysus’s beauty (once again disguised as the Stranger), Perableed io look
into a mirror, where he sees Agave (his mother), Autonoe, and Tiresias insctiasilyg the
Captain. What he sees is a reflection of his own suppressed sexuality, displaged in t
Intermezzcearlier in the movement® A psychological comment on this climactic moment in
the opera is warranted. “The basic conflicThee Bassaridss between social repression and
sexual liberation: the liberation of the individu&!® When Pentheus wants to see the rites of the
Bassarids at the palace, Dionysus asks him to dress like the women who worshif tiieere
transparent texture here is primarily created by the intimate sounds of #reogustage and the
oboe solo that accompanies the duet between Dionysus and Pentheus. Both starsthgih part
the head pitches of their respective rows, but both deviate from it immediatedate a freely
dissonant, but comfortable texture. Once again the shift in the emotional contdetiedef
with the sudden change from the powerful sound of the full orchestra to the delioate, text
which still uses the head notes of the rows (three of the Dionysus-row and thred>ehtheus-
row in the vocal lines). Disguised in Agave’s clothes and a fawn-skin around kj$eatheus
watches the Bassarids only to realize his inclination towards Dionysis&gsesl by Dionysus

entirely, he sings in unison with him.

199 Thelntermezzawas included in the world premiere of the opelatet Henze and the librettists decided to
remove the long section to turn it into a worktsawn right called he Judgment of Calliopeit is not included in
the commercially available recording used for #tigly either. The excision of this crucial segnfemn the opera
received mixed criticism. Some consider litermezza “major miscalculation” and welcome the revisaman
improvement. See John Simon, “Henze’s Dance offije@he New LeadefNovember 2005): 62-64. Others
consider it a miscalculation to drop thtermezzarguing that tis section is crucial in communicgtihe sexual
subtext of the opera. See, Dana Gioia, “Operatideh,” review of Henze'She Bassaridand Benjamin Britten’s
Paul BunyanThe W.H. Auden Society Newslett@r(April 1994), online edition (accessed 30 Seier 2008).

2% Henze Music and Politics 156.
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Pentheus’s helplessness towards the power of the cult is complemented byitas phys
confinement in the woods watching his disobedient subjects perform their rituatsceXells
the maenads that there is a spy among them whom they must hunt down. When Bassarids,
including Agave finally close in on Pentheus he sings an aria in praise of Diomgsbegs his
mother to remember he is her son, with the same questions she had heard during her
interrogation in the second movement. To each question the choir responses with “No!” Wi
his final scream the maenads start a song in glory of the huntress Agave.

Pentheus’s aria before his imminent death, a cliché of opera, is as powerful ashthe B
guotes, in conveying the idea that tonal references derived from the quotesitepeesensual
world of the Dionysus cult. The Bach quotes can be explained as a mechanicabimeans
establishing a framework to facilitate a correct understanding of thHe vBut the originally
composed material that mimics past traditions forces the listener toeeapkwers to aesthetic
guestions. Nevertheless, the prevailing tonal allusions in the aria can harddgragahe
submersion of the King to the Dionysus-cult — in fact, the aria is highly chroamtic
harmonically ambiguous. Rather, the constant shift of focus, through interconnected V-I
harmonic motions, reflects Pentheus’s inner struggle — his confession of thenaindtange
that occurred within him. Henze opens the aria with an undiluted D-minor chord, followed by
vii °® above the pedal D (see Ex. 5-23).

Despite the presence of complete triadic ideas D minor in m. 831baindk 838, tonal
stability is evaded by the use of pervasive non-chord tones, but more importahiylagkt of
any other tonal chord progression than dominant-tonic progression — the tonal forirmilae, s
to tonal allusions in many other operas by Henze from the same period, ad torskeletal

harmonic configurations, and various voice-leading techniques. In this fragile haouootest
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the descending bass line D-G-B\ b-G frames two focal pitches that are confused by the other
layers of the texture. The pedal D is certainly supported by the vocal lindidaatyain m. 834
it is weakened by the chromatic writing in the upper register. Starting metkt measure
successive quasi dominant/dominant-seventh and proto-tonics imply several kesgimea t
that incessantly corrupt any sense of tonicization — roughly in a circliehsf inotion (D-G-C-
F#-Bb-Eb). In the downbeat of m. 835, the G sonority (marked with a box in Ex. 5-23) above
the D pedal lacks its third, which arrives only in the second and third beats toecreate
major/minor duality (with B and B). However, on the second beat the top voice moves down
to F#, which, together with the stepwise descent to C in the middle voice and the continuing
pedal D implies the dominant of G.

In these parallel harmonic events with identical function that occur withinle snegsure, it
is impossible to identify a focal pitch or focal harmony. When the bass line movasa&an
m. 836 the resolution of the F down to E seems to corroborate its tonicization. But at the same
time C in the middle voice resolves a half step down to B (both marked with arrow28);Ex
the active voices in all registers upset the stability of C as a key @heanext descent in the
bass to B is also corroborated by the (quasi) 4-3 resolution in the middle voice. In order to
prepare the arrival of Ethe bass moves down taAto be resolved to G in the next measure,
while the leading-tone D moves up to i the vocal line. Henze refuses to stabilize even E
which arrives somewhat more robustly as a tonic (in the first inversiondiwgado voice-
leading rules). But the G in the bass becomes a short pedal-note, above which itatd@mina
major, is stated; 6-5 resolution in the vocal line substantiates G as a folaquitrity. Hence,
each dominant-tonic progression cancels the effect of the previous one, and the dorsté

keys interrupts a sense of harmonic focus. This harmonic ambiguity changeteties’sis
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perception of the King. From the very beginning of the opera Pentheus-mugitsrafie
uneasiness created by dissonant textures (achieved by various compositiosadiismessed
above). While earlier passages depict external manifestations of his powes and hi
determination to uphold the law, the final aria explores the inner dilemma cautezldonflict

between his instinctive desires and the tenets of the moral/theologiteahdys wants to impose

upon the Thebans.

Example 5-23.The BassaridsThird Movement.Tonal allusions in Pentheus’s aria.
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As discussed in the above analyses Henze often creates tonal conflicts asiagianic
areas a minor second apart. The tonal conflict created between D amanin. 831-839
presages the move td Bt the very end of Pentheus’s aria, where the arrivabduggests
Pentheus’s tragic fate, first in the major mode, and then, to reflect the yptarbié situation, in
minor mode. As if to accentuate the D-Bpposition, Henze ends the orchestral texture on a
sustained E, with the major seventh degree added, while the vocal line accentuates the
opposition with the move fromEup to D in the next measure (see Ex. 5-24). ThifDHEonal
conflict was already present in the off-stage call in the first movememt lafde scale
compositional unity cannot be overlooked. In the first movement the conflict waariyim
based on melodic structure; at the end of the third movement this idea is confirmedaniba

terms.

Example 5-24.The BassaridsThird movementEb-D conflict at the end of Pentheus’s aria.
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In the fourth movement, Agave’s realization that she has murdered her own son theoses
tragic end baldly. Dionysus’s triumph takes place alongside the destructioncaf/tbe
Thebes. The Dionysian takeover is not entirely pleasant in its outcome, evidenced in the
submersion of Thebans to the pacifying power of the cult. Asidaétijunge LordandDer
Prinz von Homburgthe last opera chosen for this stu@iie Bassaridalso ends without a
decisive answer to the conflict presented in the plot. Yet, to greater degrae ttha earlier
works Henze’s opera seria unites twelve-tone writing with tonal allusionshdaapled with
the Bach quotation, underscores major compositional questions in an age preoccupiedymainly b

modernist concerns.

* Epilogue

This dissertation focused on four operas Hans Werner Henze wrote in the tparishr
from 1955 to 1965. The intention was to achieve two primary goals: first, | atteragsiedvw
that despite Henze's efforts to define his relationship vis-a-vis the Dath&thool in terms of
a polarity resulting from radical differences in aesthetic visionalsxchniques do play an
important role in his later work as well. EverliRe Cervo(1952-55), a work characterized by
stylistic diversity, twelve-tone materials emerge as part of Hemaasical vocabulary. But he

constantly blends twelve-tone materials with tonal sounding sonorities and texthigess a
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characteristic element of Henze's music in general. Partigutedler Prinz von Homburg
(1958) andlhe Bassarid$1965) this technique is used to project the conflicts inherent in the
plot. Typically, Henze uses fundamental elements of tonal syntax to createradito past
practices. This involves either a conventional bass-motion, such as IV-V-I, ofl®atteg that
suggests a focal pitch. Yet as a rule his textures are incomplete, and weigaitde
contrasting ideas (including superimposed tonal and twelve-tone materials).

The second objective of this study was to consider Henze’s stratified saxttineir entirety
and analyze the nature of his compositional technique in order to clarify dramagg iisshe
operas. In the current scholarship this aspect of his music is largely overloakgdgestudies
(mainly in German) devote more attention to librettos as the primary sour@nudtdr content,
and remain at the descriptive level in their consideration of the music. Even thaugh | h
examined the thematic structure of separate lines thoroughly (partiqalarglyzing the role of
twelve-tone rows in different layers) | have tried to account for the gntfddenze’s textures
in the works considered.

It was inspiring to study Henze’s early operas. They are andlytiealarding and musically
interesting. In the process | have discovered that the supposed polarity beemeerahid other
Darmstadt composers does not reflect the complexity of the situation aroumdenteeth
century accurately. Itis misleading to conclude that after he lefhfadt Henze avoided
serialism completely; as the above analyses attempted to show thigisim@i true. Rather, he
uses the ideas harvested in the post-war years as part of his idiosynenginsitional method,
which he developed over several decades. Surprisingly, Henze uses searaliguts even in

his later work in the 1990s.
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As other recent research demonstrates, Henze was not the only composer whecsttempt
break free from the dogmatic forms of serialism in this transitory phateexolution. This is a
fascinating topic that is receiving some attention in current scholarshipaard better help us
to understand Henze's place in contemporary music. Equally important is the dtiahze’s
instrumental music, now more frequently encountered in scholarly writingst thiace was. It
is instructive to study how Henze applies his compositional methods to genres ather tha
opera. But Henze's contribution to the repertory of opera in the second half of thettwenti
century is undeniably his signal achievement. To have lived intimately with tiresiedble

works for a good number of years has been challenging and humbling, and deemingewa
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