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Summary

The Czech composer Pavel Haas (1899-1944) is commonly positioned in the history
of twentieth-century music as a representative of Leo§ Janacek’s compositional
school and as one of the Jewish composers imprisoned by the Nazis in the
concentration camp of Terezin (Theresienstadt). However, the nature of Janacek’s
influence remains largely unexplained and the focus on the context of the Holocaust
tends to yield a one-sided view of Haas’s oeuvre. The existing scholarship offers
limited insight into Haas’s compositional idiom and does not sufficiently explain the
composer’s position with respect to broader aesthetic trends and artistic networks in
inter-war Czechoslovakia and beyond. The purpose of this thesis is to enhance the
knowledge and understanding of Haas’s music through analytical and hermeneutical
interpretation as well as cultural and aesthetic contextualisation, and thus reveal the
rich nuances of Haas’s multi-faceted work which have not been sufficiently

recognised so far.

Following a survey of Czech inter-war avant-garde discourse, undertaken in
Chapter 1, I argue in Chapter 2 that Haas’s works from the 1920s were profoundly
influenced by the Czech avant-garde movement known as Poetism. In Chapter 3, |
discuss the emergence of Neoclassical tendencies in Haas’s music from the 1930s. In
Chapter 4, 1 analyse Haas’s compositional language through Janacek’s notion of
‘s¢asovani’, focusing particularly on the relationship between rhythm and form.
Chapter 5 looks into Haas’s enigmatic opera Charlatan from the perspective of
literary types and genres, questioning its relevance to the impending horrors of
Nazism. The final chapter explores the portrayal of troubled subjectivity in Haas’s
song cycle from Terezin. Throughout the thesis, I discuss the composer’s fascination
with the recurrent topoi of carnival and the fairground, as well as his preoccupation
with semantic ambiguity resulting from ironic subversion of meaning, grotesque

exaggeration and distortion, and collage-like juxtaposition of incongruous elements.
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INTRODUCTION

In the case of Pavel Haas (1899-1944), a number of factors have conspired to push
the music of a highly accomplished composer to the verge of oblivion. As a student
of Leos§ Janacek and a life-long resident of Brno (Moravia), Haas had limited
opportunities to have his music performed in the Czechoslovak capital Prague
(Bohemia) or abroad and thus build a reputation on a national or even international
level. During the Nazi occupation of Czechoslovakia, the composer was banned
from performance, imprisoned in Terezin (Theresienstadt) and eventually killed in
Auschwitz due to his Jewish origins.® Little was done in the following Communist
era to revive his musical legacy.? It was not until the 1990s that Haas’s works
became more broadly available to scholars, performers, and audiences. Although
Czech composer and musicologist Lubomir Peduzzi had continuously published
academic articles on various aspects of Haas’s work since the late 1940s, his seminal
‘life and work’ monograph on the composer only appeared in 1993.% Most of Haas’s
works only survived in manuscripts until 1991, when the publishing house Tempo
Praha (in collaboration with Bote & Bock Berlin) started producing modern editions
revised by Peduzzi.® CD recordings of Haas’s music were first distributed
internationally by Channel Classics (‘Composers from Theresienstadt’, 1991), Decca
Records (‘Entartete Musik’ series, 1994), and Koch Schwann (‘Béhmen & Mahren:
Musik Jidischer Komponisten’, 1994). In the present day, most of Haas’s major
works are available in the form of printed editions and CD recordings. New

recordings and concert performances (mostly of chamber pieces and songs) continue

! The occupation of Czechoslovakia started on 15 March 1939; Haas was transported to Terezin on 2
December 1941; he was killed in Auschwitz on 17 October 1944. See Lubomir Peduzzi, Pavel Haas:
Zivot a dilo skladatele (Brno: Muzejni a vlastivédna spole¢nost, 1993), pp. 86, 95, and 109.

2 This is partly because the Communist ideology discouraged any interest in Jewish arts and culture,
fearing the rise of ‘Zionism’, which was readily associated with ‘cosmopolitanism’ and American
‘imperialism’. See J. A. Labendz, ‘Lectures, Murder, and a Phony Terrorist: Managing “Jewish Power
and Danger” in 1960s Communist Czechoslovakia’, East European Jewish Affairs, 44/1 (2014), 84—
108 (p. 86).

% Lubomir Peduzzi, Pavel Haas: Zivot a dilo skladatele (Brno: Muzejni a vlastivédna spole&nost,
1993); Pavel Haas: Leben und Werk des Komponisten, trans. Thomas Mandl (Hamburk: Bockel,
1996). All references to Peduzzi’s monograph relate to the Czech edition.

* Tempo Praha no longer exists; Bote & Bock has been acquired by Boosey & Hawkes.
1



to emerge and Haas’s music is no longer as one-sidedly associated with Terezin and

Jewishness as it was in the 1990s.

However, despite these continuing efforts, much remains to be done in terms
of deepening and broadening the critical understanding of Haas’s work. Very few
substantial pieces of academic research have appeared since the publication of
Peduzzi’s monograph. On the whole, the vast majority of available scholarship
focuses on the works Haas composed during the Second World War. In Anglophone
academic literature, Haas is mentioned almost exclusively in the context of music in
Terezin (a selective overview of the relevant literature will be presented in the last
section of this introduction). Arguably, the traumatic and tragic shadow of the
Holocaust threatens to obscure the rich nuances of Haas’s multi-faceted work. It is
one of the objectives of my research to offer a more balanced view of Haas’s work

by drawing attention to aspects that have been overlooked so far.

Although Peduzzi’s writings are an invaluable source of historiographical
information, they offer little analytical and hermeneutical insight into Haas’s work
and they do not sufficiently explain the composer’s position with respect to broader
aesthetic trends and artistic networks in inter-war Czechoslovakia and beyond.
Relying on the traditional notion of linear influence between individual artists,
Peduzzi sought to locate Haas in the history of twentieth-century music as a
composer whose stylistic development was informed by Janacek on the one hand and
Stravinsky on the other.> However, the nature of both composers’ influence remains
largely unexplained. Moreover, by attempting to bridge the perceived gap between
local tradition (Janacek) and international development (Stravinsky) Peduzzi
obscured the question of Haas’s relationship with the ‘middle-ground’ context of
Czechoslovak art and culture of the time. As a result, Haas tends to appear (much
like Janacek) as a marginal and rather idiosyncratic composer, stuck at the dead end

of a genealogical schema.

> See Peduzzi, Pavel Haas, pp. 48-9. Peduzzi described Haas’s search for artistic individuality in
terms of a ‘journey from Janacek to Stravinsky’. Peduzzi did not elaborate on this argument much
further; he suggested, though, that Haas was attracted to ‘[Stravinsky’s] sense of the grotesque, to
which [Haas] was himself inclined’. All translations from Czech sources are mine, unless stated
otherwise.



| wish to position Haas’s work in the broader context of inter-war European
arts and culture in a way which is based neither on linear genealogies of influence,
nor on rigid, reified stylistic categories, but rather on specific concepts, recurrent
topics, intertextual connections, and compositional strategies, identified by analysis
of theoretical and critical discourse as well as creative practice. These issues have
scarcely been addressed in the existing scholarship on Haas. In order to reconstruct
the contemporary aesthetic context in which Haas’s work was embedded, | undertake
in Chapter 1 a deconstructive analysis of ideas and tendencies trending in avant-
garde arts and culture in inter-war Czechoslovakia, which | will relate to
contemporary developments in other national contexts. The observations made here
will feed directly into my analyses of Haas’s works, particularly those from the
earlier stages of his career.

I will argue in Chapter 2 that the Czech avant-garde movement known as
Poetism (discussed in Chapter 1), which itself drew on the contemporary Parisian
avant-garde, was a major influence on Haas’s works from the 1920s. Focusing
primarily on Haas’s String Quartet No. 2 ‘From the Monkey Mountains’, Op. 7
(1925), I will demonstrate that Haas engaged with the characteristic topoi of Poetism
and that there is a strong affinity between the composer’s predilection for rhythmic
vitality, humour, caricature, and the grotesque (which became the hallmarks of his
personal style) and Poetism’s emphasis on physicality, sensuality, ‘everyday’ art
(from fairground, circus, and carnival to jazz-band music), ‘slapstick’ humour, and
so on. It will thus become apparent that Haas’s stylistic development in his formative
years was intimately linked to the contemporary Czech avant-garde in a way that has

not been recognised so far.

My analysis of Haas’s 1925 string quartet identifies several characteristic
features that appear throughout the composer’s work: humorous, satirical, and ironic
play with meaning, grotesque and caricature-like exaggeration and distortion of
musical material, and collage-like juxtaposition of incongruous elements and polar
opposites. | continue in Chapter 3 with a discussion of Haas’s Suite for Piano, Op.
13 (1935), which serves not only to demonstrate the continuity of these themes and
tendencies in Haas’s work, but also to explain their development over time. For

example, I will show how the topic of ‘danse excentrique’, which first appeared in

3



the Poetism-inspired works of the 1920s, acquires dark undertones and dysphoric
connotations in the Suite for Piano. On another level, the suite is representative of
Neoclassical tendencies which became increasingly apparent in Haas’s music from
the 1930s onward. In my analysis, | will explain how the perceived Neoclassical
virtues (previously discussed in Chapter 1), such as economy of means, concision,
clarity of line and contour, diatonicism, and rhythmic vitality, manifest themselves in
this piece. This enquiry helps to clarify Haas’s position with respect to one of the

most influential stylistic movements in European art music of the inter-war era.

Haas’s compositional idiom clearly displays the influence of Janacek and
strong emphasis on techniques concerning rhythm and metre. In Chapter 4, | discuss
both issues (which have been pointed out many times but never satisfactorily
explained) with respect to Janacek’s theory and compositional practice of
‘sCasovani’ (‘metro-rhythmics’). I will further argue that Haas’s use of Janacekian
techniques (such as repetition, superimposition, and montage) raises questions of
fragmentation, discontinuity, development, and stasis, which have been discussed
mostly in the area of Stravinsky studies. As case studies serving to illustrate Haas’s
compositional strategies, | will use the first movement of String Quartet No. 2
(1925), the one-movement Study for Strings (1943), and the first movement of
String Quartet No. 3, Op. 15 (1937-38). These pieces (representing genres of
instrumental music that would traditionally employ sonata form) display a
considerable degree of similarity in their formal design (independent of the sonata
template), underpinned largely by metro-rhythmic processes. Despite the primary
focus on the relationship between rhythm and form, | will also take into
consideration issues of pitch structure (especially the duality of diatonicism and pitch
symmetry which gains prominence in some of Haas’s late works). This chapter thus
aims to provide the first systematic and relatively comprehensive discussion of
Haas’s compositional technique with regard to the broader problems of early-

twentieth-century modernist musical syntax.

Chapter 5 includes a critical reading of Haas’s opera Charlatan (1934-37),
which is one of the composer’s key works. While the themes of fairground and
carnival, which feature prominently in the opera, provide continuity with Haas’s

earlier works, Charlatan places unprecedented emphasis (on the one hand) on the

4



terrifying aspect of the grotesque and (on the other hand) on uncanny imagery
suggestive of internal conflicts within human subjectivity, thus anticipating features
that would appear in some of Haas’s later works. Particularly fascinating (and highly
characteristic of the composer’s lifelong fascination with semantic ambiguity) is the
opera’s tragi-comical genre, which combines elements of farce, tragedy, and horror.
Finally, my reading will shed new light on the idea (originally proposed by Michael
Beckerman) that Charlatan, because of its dark undertones, is a kind of commentary
on the historical context of the late 1930s, marked by the rising threat of Nazism.®

Haas’s Four Songs on Chinese Poetry (1944) arguably contain a poignant
reflection of the composer’s experience of incarceration in the concentration camp of
Terezin. In Chapter 6, | will undertake a detailed analytical and hermeneutical
examination of the song cycle, explaining what meanings are encoded in the piece,
what strategies of signification are employed to convey them, and what the
relationship is between the author and the protagonist of his work. My discussion of
Charlatan is of immediate relevance to my analysis of the symbolic significance of
uncanny imagery (symmetrical ‘mirrors’, parallel ‘shadows’, enharmonic ‘doubles’)
in the Four Songs. | will point out hitherto unnoticed intertextual references between
the two works, thus bringing new insight into the song cycle (and, retrospectively,
into the opera as well). On another level, I will show how psychological phenomena
such as trauma, grief, and melancholy are portrayed in Haas’s music through patterns
of declamation and expressive gestures. Through the related notion of agency, | will
discuss the significance of linear and circular movement, as well as of stasis. Finally,
I will provide an explanation of the semantic ambiguity that arises from cyclic
alternation between oppositional images and moods in the piece (day / night; light /

darkness; motion / stasis; and so on).

Inevitably, it is beyond the scope of this study to cover the composer’s entire
oeuvre and all of the issues it raises. Thus, a number of works and thematic areas
will be left unaddressed. Future research may shed more light on Haas’s studies with

Janacek through the study of archival sources (lecture notes and study pieces), and

® Michael Beckerman, ‘Haas’s Charlatan and the Play of Premonitions’, The Opera Quarterly, 29/1
(2013), 31-40.



his early compositions such as Cinské pisné (Chinese Songs), Op. 4 (1919-21),” and
Zesmutnélé scherzo (Saddened Scherzo), Op. 5 (1921).2 Of particular interest among
Haas’s early works is his song cycle Fata Morgana, Op. 6 (1923) for tenor, piano,
and string quartet, which combines in a fascinating way Janacekian compositional
idiom with the eroticism, exoticism, and mysticism of poetry by Rabindranath
Tagore. Haas’s predilection for unusual instrumental combinations also manifests
itself in his song cycle Vyvolena (The Chosen One), Op. 8 (1927), for tenor, flute,
violin, French horn, and piano on the words of Jiti Wolker. A potential study
focusing specifically on Haas’s song cycles should also take into account the Sedm
pisni v lidovém tonu (Seven Songs in Folk Tone), Op. 18 (1939-40), for
tenor/soprano and piano, a piece of masterful and witty folkloric stylisation, based on

poems by Frantisek Ladislav Celakovsky.

Still awaiting critical examination is Haas’s music for theatre and film
(detailed further on in this chapter). My discussion of Haas’s engagement with the
themes of Czech avant-garde would find a logical continuation in an analysis of
Piedehra pro Rozhlas (Overture for Radio), Op. 11 (1930-31), a humorous, quasi-
Futurist celebration of the new technological medium, scored for a small orchestra
and a male quartet.’ The study of Haas’s Psalm 29, Op. 12 (1931-32) for organ,
baritone, female choir, and a small orchestra (a contemporary sacred counterpart of
the Overture) might bring insight into Haas’s attitude towards religion. Haas’s Suite
for Oboe and Piano, Op. 17 (1939) and his unfinished Symphony (1940-41), both
composed during the Nazi occupation but before his deportation to Terezin, are
relatively well known as poignant manifestations of patriotism and have received

some attention in the existing scholarship, which, however, does not exhaust the

" The most detailed discussion to date of Haas’s Chinese Songs, Op. 4 can be found in Vladimir
Karbusicky, ‘Neukon¢ena historie’, Hudebni véda, 35/4 (1998), 396-405.

® To some extent, these issues have been explored by Peduzzi. See Lubomir Peduzzi, Pavel Haas:
Zivot a dilo skladatele (Brno: Muzejni a vlastivédna spole¢nost, 1993), pp. 26-37. See also Lubomir
Peduzzi, ‘Janacek, Haas a Divoska’, Opus musicum, 10/8 (1978), Ptiloha (Supplement), 1-4;
Lubomir Peduzzi, ‘Jak uéil Janafek skladat operu’, Opus musicum, 12/7 (1980), Ptiloha
(Supplement), 1-8. Haas’s notebook containing notes from Janacek’s classes is in the property of
Olga Haasova—Smrckova.

® For a recent study see Ondiej Pivoda, ‘Rozhlasovéa hudba a Pavel Haas’, Musicologica Brunensia,
50/2 (2015), 53-67.



possibilities of critical interpretation.'® It will have to be left to future research to fill

these (and other) gaps in the knowledge of Haas’s music.

The works studied here are selected in such a way as to reflect most of the
chronological stages of Haas’s career from 1925 to 1944, to represent a variety of
different genres, and to address many of the key issues and questions which Haas’s
music raises. Although each chapter (with the exception of the first one) constitutes a
more or less self-contained discussion of a particular piece or group of pieces, a

number of themes return throughout the whole text.

The majority of my analyses are based on close analytical reading of the
musical score, which, however, mostly serves a broader hermeneutic enquiry (with
the exception of Chapter 4, where the music-analytical focus unambiguously
dominates). The semiotic foundation of my analytical approach is informed by
theoretical approaches to semantic ambiguity in music (irony, satire, parody, and the
grotesque),** musical topic,** markedness and correlation,™® and (particularly in my
last chapter) gesture and agency.** In most of my analyses, these theoretical
approaches are used as analytical tools; in other words, the focus is always primarily
on the interpretation of the work at hand rather than the theoretical problems
underpinning the method itself. That said, | do hope that, at least in some instances,
my use of particular methods will bring insight to broader theoretical issues. Finally,
as is apparent from the summary of individual chapters, techniques and methods of
music analysis are constantly combined with a variety of different approaches to
form broad interpretative frameworks, constructed to fit each particular piece and

outlined throughout the corresponding chapters.

10 See Lubomir Peduzzi, ‘Haasova ,,hobojova* suita’ (‘Haas’s “Oboe” Suite’), Hudebni rozhledy, 12
(1959), 793-8. See also Lubomir Peduzzi, ‘Vlastenecka symbolika poslednich dél Pavla Haase’,
Sbornik Jandckovy akademie muzickych umeéni, 3 (1961; Praha, Statni pedagogické nakladatelstvi,
1963), 75-97.

1 Esti Sheinberg, Irony, Satire, Parody, and the Grotesque in the Music of Shostakovich: a Theory of
Musical Incongruities (Aldershot: Ashgate, 2000). | will also make reference to Julie Brown, Bartok
and the Grotesque: Studies in Modernity, the Body and Contradiction in Music (Aldershot: Ashgate,
2007).

2 Raymond Monelle, The Musical Topic: Hunt, Military and Pastoral (Bloomington: Indiana
University Press, 2006).

3 Robert S. Hatten, Musical Meaning in Beethoven: Markedness, Correlation, and Interpretation
(Bloomington: Indiana University Press, 1994).

1 Naomi Cumming, ‘The Subjectivities of “Erbarme Dich™, Music Analysis, 16/1 (1997), 5-44.
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| aspire to enhance the knowledge and understanding of Haas’s music
through analytical and hermeneutical interpretation, as well as cultural and aesthetic
contextualisation, rather than heuristic and historiographical documentation. In this
respect, | will contribute relatively little to the foundational work of Peduzzi. The
focus on the text of Haas’s works is determined partly by my own preference and
partly by the fact that there is very little archival material other than musical scores
and drafts.”> Moreover, virtually no personal or business correspondence, diaries, or
other documents are extant that might bring insight into Haas’s personality,

intellectual outlook, socio-cultural affiliations, and so on.

I will provide all the biographical and historiographical information relevant
to the works discussed here in the corresponding chapters of this thesis. However,
since there is no comprehensive historiographical account of Haas’s life and work
(especially prior to his imprisonment in Terezin) available in English, | will use this
opportunity to provide a brief summary of Haas’s personal background and his

professional affiliations.*®

Haas’s Social, National, and Ethnic Background

Pavel Haas came from a lower-middle-class ‘assimilated’ Jewish family of mixed
(Czech and Russian) national background with few artistic and intellectual
affiliations. According to Peduzzi, Pavel Haas and his younger brother Hugo (a
popular Czech actor in the inter-war era and a successful Hollywood director after

the war)*’” were sons of Zikmund Haas, a shoe seller who came to Brno in the 1890s

> Most of Haas’s estate is deposited in the Department of Music History of the Moravian Museum in
Brno. Some materials are owned by the composer’s daughter Olga Haasova-Smrckova, who lives in
Brno. Documents relevant to Haas’s time in Terezin can be found in the collections of Terezin
Memorial. Some documents relevant to Haas’s opera Charlatan and several pieces of incidental
music are also kept in the archives of the National Theatre in Brno.

16 See also Lubomir Peduzzi, ‘Haas, Pavel’, Grove Music Online <www.oxfordmusiconline.com>
[accessed 18 November 2015]. See also Michael Beckerman, ‘Pavel Haas’, websites of The Orel
Foundation  <http://orelfoundation.org/index.php/composers/article/pavel _haas/> [accessed 18
November 2015].

17 Several monographs have been written about Hugo Haas (1901-1968) and his work, mostly in
Czech: Valeria Sochorovska, Hugo Haas (Brno: Blok, 1971); Jolana Matéjkova, Hugo Haas: Zivot Je
Pes (Prague, Nakladatelstvi XYZ, 2005). Hugo Haas’s films — particularly those from the Hollywood

8
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from dominantly Czech rural regions of eastern Bohemia, and his Russian wife Olga
Epsteinova, who was ‘the daughter of a steam navigation company clerk from
Odessa’.'® Before the First World War, the majority of Brno’s population was
German. This situation changed with the foundation of the independent
Czechoslovak state in 1918, although there was a strong German minority in Brno
throughout the inter-war era.’® The family spoke Czech in private; Pavel and Hugo
were sent to German primary school due to the political circumstances of the Austro-
Hungarian Empire, which required knowledge of German, but both continued their
studies in Czech secondary schools. Thus, unlike many Jewish artists and
intellectuals of the time, Haas and his brother were unambiguously Czech (rather
than German) in terms of language, as well as social and professional affiliations (as
will be seen).?? It should also be noted that Brno, as the urban centre of Moravia, is a
geographical and cultural counterpart of Prague, the capital of Bohemia, as well as
the Czech (previously Czechoslovak) state as a whole. In this sense, Haas was a

Moravian (as opposed to Bohemian) composer.

Little can be established with certainty about Haas’s attitude to his Jewish
origins. However, he did not come from a family of active worshippers and there is
little evidence to suggest that he maintained particularly close contact (prior to his
imprisonment in Terezin, where this was not a matter of choice) with Jewish culture,
religion, or music, apart from his connection to his uncle Richard Reichner, a cantor
in a synagogue in Kolin nad Labem (a city relatively distant from Brno). Peduzzi

provided the following assessment of Reichner’s influence:

The boys [Pavel and Hugo] often spent their vacations with Reichner’s family and Pavel was

apparently strongly engaged by what Hugo did not particularly care about: the synagogal

era — have been recently studied by the Czech film and theatre specialist Milan Hain. See Milan Hain,
Hugo Haas a jeho (americké) filmy (Prague, Casablanca, 2015).

'8 peduzzi, Pavel Haas, p. 14.

9 According to a census carried out in 1921, there were 156,000 Czechs (72.4%), 56,000 Germans
(25.9%), and 3,000 (1.3%) Jews in Brno. See Jaroslav Diimal and Vaclav Pesa, eds., Déjiny Mésta
Brna, 2 vols. (Brno: Blok, 1969-73), ii (1973), p. 91.

20 peduzzi, Pavel Haas, p. 15.



chants. The plaintive and yet passionate Jewish songs sung by uncle Reichner in the

synagogue influenced the perceptive boy for life.?

Peduzzi suggests that these visits may have inspired the young composer to engage
with Biblical themes in some of his early (mostly unfinished) works, such as Jonah
(Jonas, 1914), Exodus of the Israelites from Egypt (Odchod lzraele z Egypta, 1915),
or Psalm 19 (1916).2% He also points out that, when searching for suitable material
for an opera, Haas considered works by Jewish writers, including Solomon An-sky’s

The Dybbuk and Stanislav Lom’s Penitent Venus.? Peduzzi concludes the following:

Without completing any of these projects (except for Psalm 19), Haas later (roughly in the
mid-1920s) arrived at a purely musical solution: he assimilated the specifics of Hebrew
melodies into [the range of] his own expressive means and used them to personalise his

musical language.*

Peduzzi refers particularly to ‘Preghiera’ and ‘Epilogo’ from Haas’s Wind Quintet,
Op. 10 (1929), to which | would add the first movement of the unfinished Symphony
(1940-41).% In these pieces, melodic elements which may be perceived as ‘Jewish’
(melismatic delivery, ornamentation, modality) are combined with ritualistic, quasi-

religious character (call and response patterns, slow pacing, chant-like unisons).

However, it is noteworthy that references to Jewishness with regard to Haas
and/or his music were extremely rare in contemporary newspaper articles and
concert reviews. Out of more than 150 clippings from Czech and German
newspapers (published between 1920 and 1938) which the composer himself
compiled in a notebook entitled ‘Moje tispéchy a ne-uspéchy’ (‘My Successes and
Non-successes’)*® only four concert reviews contain a reference to ‘Jewish’ or, more

obliquely, ‘racial’ elements in Haas’s music; Haas himself is always presented as a

2! 1bid., p. 16.

22 |bid., pp. 16, 128-30.
% lbid., p. 16.

* Ihid.

% Ibid., p. 122.

% This album survives as the property of Olga Haasova-Smr&kova, the composer’s daughter, to whom
I am grateful for allowing me access to this source. The reviews quoted in this chapter are cited
according to Haas’s album, in which each clipping is accompanied by the title of the newspaper and
the date of issue. Note that most of the reviews are signed by initials or cyphers such as ‘—I- or ‘St-’,
rather than full names. All translations from this source are mine.
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Moravian composer of Czech nationality and/or a student of Janacek’s — never as a

Jewish composer.?’

Further discussion of these issues might also take into account Haas’s Psalm
29, Op.12 (1931-32) for organ, baritone, female choir, and small orchestra, which is
the composer’s only (complete) piece of sacred music, his male choir Al S’Fod
(Terezin, 1942), which is Haas’s only work on a Hebrew text, and his incidental
music for Samson Raphaelson’s play The Jazz Singer (produced in Brno in 1928
under the title Cerny troubadour | The Black Troubadour), which tells the story of a

. . . . 28
synagogue cantor’s son who leaves the Jewish community to become a jazz singer.

Haas’s above mentioned interest in An-Sky’s The Dybbuk, a play based on
Jewish folk tales and customs and informed by the writer’s own ethnographic
research,” may be suggestive of the composer’s will to explore his Jewish origins.
However, Haas arguably had other reasons to engage with this particular piece, too.
The Dybbuk became widely known following its 1922 production, directed by
Evgenii Vakhtangov, in Soviet Russia (the Habima Theatre).*® Reportedly, the most
famous moment in Vakhtangov’s production was the so-called Beggars’ Dance; in
this scene, a grotesque whirl of crippled figures which engulfs a young bride on the

day of her forced marriage, becomes a simile for the woman’s possession by the

27 _k, “Z brnénskych koncertii: Veder komornich novinek (Brno, 25. biezna)’, Lidové noviny, 26
March 1930: ‘Haas’s quintet [Wind Quintet, Op. 10] successfully utilises a witty modernist diction
and folk-like melodic and rhythmic invention with a certain tasteful measure of racial folklore [...]"; —
$f-, ‘[untitled review of the 4" regular concert of the Brno Symphony Orchestra (13 March 1933),
featuring the premiere of Haas’s Psalm 29, Op. 12]°, Ndrodni noviny, 15 March 1933: ‘Blended into
[Haas’s] musical idiom are Jewish elements, which invest his music with a distinctive character.’;
Hr¢., ‘Klub moravskych skladatelt v Brn€’, Brnénska svoboda, 22 April 1936: ‘Haas’s Suite for
Piano, Op. 13, a composition [which is] temperamental to the core and musically — as we say —
absolute, [... draws its effect from] the author’s colourful sonic invention [ ‘zvukovost’], [which is] as
much racially inherited as it is artistically cultivated and sophisticated.’; Hr¢., ‘Pavel Haas: Sarlatin’,
Brnénskd svoboda, 5 April 1938: ‘The composer Pavel Haas, the brother of the well-known and
popular actor Hugo Haas, [...] emerged from the [compositional] school of Leo§ Janacek and
combines in himself cultivated Jewish blood with pure Slavic-ness (his mother was a devoted
Russian), while being, with each breath he takes, above all Czech.’

%8 Haas’s incidental music, which is deposited in the Archive of the National Theatre in Brno:
Department of Musical Documentation (Archiv Narodniho divadla Brno: Oddéleni hudebni
dokumentace), sign. 489, includes three pieces: ‘Kol Nidre’, ‘Song about the Distant Mother’ (‘Pisefi
0 matce v dali‘), and ‘Short Revue Music with Foxtrot behind the Scene’ (‘Kratkd revualni hudba
s foxtrotem za scénou’).

% Gabriella Safran, ‘Dancing with Death and Salvaging Jewish Culture in Austeria and The Dybbuk’,
Slavic Review 59/4 (Winter 2000), 761-81 (p. 768).

% Ibid., p. 771.
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ghost of her dead true lover.** Thus, The Dybbuk feeds into two major areas of
Haas’s interest: the grotesque, which manifests itself musically through exaggeration
and distortion of dance-like movement (see my discussion of the topic of ‘danse
excentrique’ in Chapters 2 and 3), and the uncanny, which is related to themes of
split subjectivity and possession by dark forces (see my discussion of Haas’s 1934—

37 opera Charlatan in Chapter 5).

The grotesque dance may also be associated, more broadly, with Jewishness.
According to Esti Sheinberg, Vakhtangov’s production of The Dybbuk was a
manifestation of the ‘perception of Jewish music and dance as an outlet for a
grotesque Ubermarionette [which] function[ed] as a cultural unit in twentieth-
century Russian literature and theatre.”® It seems reasonable to assume that Haas
could have been aware of these connotations. Nonetheless, as far as | am aware,
none of the grotesque dances in Haas’s music incorporates recognisably ‘Jewish’
musical elements. With reference to one of the pieces in question, the ‘Postludium’
from Haas’s Suite for Piano, Jascha Nemtsov has suggested a link between the
perceived character of ‘despairing cheerfulness’ (‘verzweifelte Lustigkeit’) and the
notion of ‘Jewish humour® (see Chapter 3 for further discussion).** Again, this point
may refer to an actual part of Haas’s cultural heritage. However, it would be difficult
to construct a compelling argument to support this thesis in the absence of archival

material of a personal nature.

| have chosen not to explore the problem of Jewishness in Haas’s music in
further detail for several reasons: the lack of relevant sources; the relatively small
proportion of pieces which contain ‘Jewish elements’ in terms of subject matter
and/or musical language; my general focus on analytical and hermeneutical reading
of specific works, rather than on the personality of the composer himself; and
perhaps most importantly, my belief that criteria related to style, genre,
compositional technique, and recurring themes (such as the grotesque and the

uncanny) bring more insight into Haas’s work than the complicated and elusive

1 bid.

%2 Esti Sheinberg, Irony, Satire, Parody, and the Grotesque in the Music of Shostakovich: A Theory of
Musical Incongruities (Aldershot: Ashgate, 2000), p. 307.

% Jascha Nemtsov, ‘Zur Klaviersuite op. 13 von Pavel Haas’, Musica Reanimata Mitteilungen, 17
(December 1995), 20-3 (p. 22).
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notion of ‘Jewishness’. Thus, Haas’s Jewish heritage will be taken into account,
where relevant, as part of the interpretative framework through which a particular

work is viewed, but it will not be a subject of my inquiry in and of itself.

The existing historiographical and archival sources provide limited insight
into the social networks in which Haas was embedded. However, it is significant that
his brother Hugo was very well connected (particularly in the 1930s) among artists,
intellectuals, and other prominent figures in Prague’s high society. According to
Peduzzi, it was he who introduced Pavel Haas to his future wife Dr Sona
Jakobsonova, previously married to the acclaimed linguist Roman Jakobson
(associated with the so-called Prague Linguistic Circle). Jakobsonova divorced her
husband and married Haas in 1935.3* Two years later, she gave birth to their
daughter Olga. Olga Haasova-Smrckova (formerly married to the writer Milan
Kundera) has had a successful career as an opera singer and still lives in Brno. In
personal and telephone communication, Mrs Haasova-Smrckova has informed me
that her father became acquainted, through his brother, with prominent Czech

writers, including Karel Capek, Vitézslav Nezval, and Olga Scheinpflugova.®

Musical Culture in Brno and Haas’s Professional

Affiliations

In order to outline Haas’s professional affiliations, it will be instructive to undertake
a brief overview of the institutional structures of Czech musical culture in Brno,
which was relatively independent from the city’s German musical culture in the pre-
war years and expanded rapidly in the new political circumstances of independent
Czechoslovakia. One of the most important centres was the National Theatre (later
called ‘Zemské’ Theatre) in Brno, which gained much needed new material and
personal resources after 1918. The conductor Frantisek Neumann played a crucial

role as the leader of the theatre’s operatic ensemble from 1919 until his death in

% peduzzi, Pavel Haas, pp. 65-6.

% | visited Mrs. Haasova-Smr&kova in summer 2013. These names were mentioned in a telephone
conversation, which took place on 20 December 2013.
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1929.% He was also in charge of the concert series of the theatre’s symphony
orchestra (the first full-sized and fully professional symphony orchestra in the
history of Brno). Neumann’s progressive dramaturgy focused on recent international
repertoire as well as new works by local composers.®” The establishment of Masaryk
University in Brno in 1919 facilitated the formation of the first musicological
department in Moravia. The musicologists Vladimir Helfert, Gracian Cernu$ak, and
Jan Racek all supported local musical culture through concert reviews and

organisational activities.

Haas was one of the first students to enrol at the Brno Conservatoire,
established in 1919 through the merger of Janacek’s Organ School (established
1881) and the music school of Beseda brnénska, where Haas started his musical
education in 1913. He studied music theory and composition with Jan Kunc and
Vilém Petrzelka (both former students of Leo$ Janacek) and piano with Anna
Holubova.*® When the institution was put under state control in 1920, Janadek was
appointed a professor of composition at the Prague Conservatoire, teaching in Brno.

Pavel Haas attended Janacek’s composition masterclass between 1920 and 1922.%

The most important institution for Haas’s professional development was the
Club of Moravian Composers (Klub moravskych skladatelt); this was formally
established in 1922, but its origins date back to the foundation in 1919 of the so-

% Suzanne Vohnoutova El Roumhainova, ‘Po&atky Klubu moravskych skladatelii: 1919-1928" (‘The
Origins of the Club of Moravian Composers: 1919-1928’) (master’s thesis, Masaryk University,
2013), see pp. 23-4. [accessed via <http://is.muni.cz/th/64669/ff m/Diplomova_ prace.pdf>, 15
November 2015].

% According to Vohnoutova El Roumhainova (ibid., pp. 25-7), Neumann performed between 1919
and his death in 1929 a number of crucial pieces of international operatic repertoire including works
by Debussy (Pelléas et Mélisande, 1921), Ernst Kienek (Jonny spielt auf, 1927), Ravel and
Stravinsky, as well as 17 premiere performances of contemporary Czech operas. In Neumann’s series
of orchestral concerts, audiences in Brno had the chance to hear works by Debussy (L’apres-midi
d’un faune, 1919; Nocturnes, 1924), Mussorgsky (A Night on the Bare Mountain, 1925) Stravinsky
(Firebird Suite, 1925; Fireworks, 1926, Pulcinella, 1927), Honegger (Pacific 231, 1923; Le roi
David, 1925; Horace victorieux, 1926), Berg (excerpts from Wozzeck, 1927) and Schoenberg
(Gurrelieder, 1925). 30 out of 78 concerts given by Neumann in this period featured works by
contemporary Czech composers, of which Osvald Chlubna, Vilém Petrzelka, and Jaroslav Kvapil
were the most frequently played.

% peduzzi, Pavel Haas, p. 24.

% Haas’s studies with Janacek are discussed in Peduzzi, Pavel Haas, pp. 26-37. See also Lubomir
Peduzzi, ‘Janacek, Haas a Divoska’, Opus musicum, 10/8 (1978), Ptiloha (Supplement), 1-4;
Lubomir Peduzzi, ‘Jak wucil Janacek skladat operu’, Opus musicum, 12/7 (1980), Piiloha
(Supplement), 1-8.
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called Club of Young Moravian Composers (Klub mladych skladateli
moravskych).* The initiative behind the establishment of the CYMC came from the
composers Vilém Petrzelka, Vaclav Kapral, and the musicologist Vladimir Helfert.**
At the inaugural meeting of the CMC, Jana¢ek was unanimously elected the
president of the society, while the conductor FrantiSek Neumann became the vice-
president.*” The function of the CMC was to facilitate performances of new works
by its members, to organise concerts of contemporary music (both Czech and
foreign), to provide material support for composers and performers, to publish new
works, to organise lectures, and thus stimulate musical culture in Brno. The Club’s
membership included not only composers, but also performers, musicologists, and
enthusiasts. As a result, the CMC was strongly linked to the activities of all other

musical organisations in Brno.

The activities of the CMC were mostly limited to Brno, with occasional
collaboration with Prague-based institutions.> The CMC also had modest
international affiliations. The Czechoslovak section of the International Society for
Contemporary Music (ISCM) initially included the representatives of the two
Prague-based musical societies: Spolek pro moderni hudbu (Society for Modern
Music) and the Verein flir musikalische Privatauffithrungen; a third delegate
representing the CMC joined the board in 1923.** On the whole, however, the impact
of the CMC on the international level was rather limited, since the Czechoslovak

section as a whole had only one vote in the international forum of the ISCM.*

The CMC was also more or less directly involved in the visits of several

internationally important figures to Brno. Following a personal invitation by

0 Until recently, the activities of the Club of Moravian Composers remained unreflected in
musicological research. So far, the most comprehensive account of the CMC in the first decade of its
existence can be found in the above cited master’s dissertation by Vohnoutova El Roumhainova.

* Vohnoutova El Roumhainova, ‘Pogatky Klubu moravskych skladateld’, p. 31.
*2 |bid., pp. 52-3.

*% | am referring particularly to Spolek pro moderni hudbu (Society for Modern Music), Pfitomnost:
sdruzeni pro soudobou hudbu (The Present: Society for Contemporary Music), and Klub ceskych
skladatelt (Club of Czech Composers). See ibid., pp. 69-76.

* The CMC was initially represented by FrantiSek Neumann, later by Vilém Petrzelka and Véclav
Kapral. See ibid., p. 71.

* Ibid.
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JanéacCek, Béla Bartok came to Brno to perform works by himself and Zoltan Kodaly
on 2 March 1925.% On the very next day, the CMC organised a concert of works by
Arnold Schoenberg with an introductory lecture by Helfert in anticipation of the
Czechoslovak premiere of Gurrelieder, which took place five days later at the
National Theatre in Brno in the composer’s presence.*’ In 1926, Henry Cowell
visited Brno during his European tour; he gave a lecture on 8 April 1926 and a
concert of his works followed the next day.*® Later that year, the CMC organised a
lecture on quarter-tone music (2 December 1926) by the Czech composer Miroslav
Ponc (a student of Alois Haba), followed the next day by a solo recital by Erwin

Schulhoff, including both quarter-tone and half-tone works.*

Arguably the most important aspect of the CMC’s engagement with the
international musical scene was the regular inclusion of works by contemporary
foreign composers in its concert series. Between 1922 and 1938, the CMC performed
works by Maurice Ravel, Claude Debussy, Igor Stravinsky, Francis Poulenc, Arthur
Honegger, Darius Milhaud, Bohuslav Martinti, Arnold Schoenberg, Ernst Kienek,
Paul Hindemith, Egon Wellesz, Erwin Schulhoff, Fidelio Finke, Felix Petyrek, Béla
Bartok, Zoltan Kodaly, Alexander Scriabin, Sergei Prokofiev, Nikolai Myaskovsky,

Alfredo Casella, and others.>

Haas maintained close contact with CYMC and CMC throughout his life. He
had one of his early works performed at the very first concert of the CYMC, he was
present at the inaugural meeting of the CMC, and he remained a member of the

% Tronically, Bartok was only invited to give a recital of his piano works in Brno as a ‘substitute’ for
the relatively little known German pianist and composer Eduard Erdmann, who had asked for a fee
too high for the Club to pay (4, 000 Czechoslovak crowns). When Erdmann’s conditions were
refused, Janacek himself wrote a letter of invitation to Bartok, who agreed to give a concert for just 1,
000 crowns. Ibid., p. 82.

" The concert included extracts from the Gurrelieder, the Three Pieces for Piano, Op. 11, and the
String Quartet No. 2, Op. 10. See ibid., pp. 82-3. See also Jiti VyslouzZil, ‘Arnold Schénberg v Brné’,
Hudebni rozhledy, 37/11 (1984), 517-9.

* Vohnoutova El Roumhainovéd, ‘Pocatky Klubu moravskych skladateld’, p. 84. See also Jiii
Zahradka, ‘Henry Cowell a Brno: Piispévek k brnénskym mezivalecnym kontaktim s predstaviteli
svétové avantgardy’, in Musicologica Brunensia. Jifimu Vyslouzilovi k 85. narozenindm (Brno:
Masarykova univerzita v Brng, 2009), 217-23.

* Vohnoutové El Roumhainova, ‘Pocatky Klubu moravskych skladatelt’, pp. 68, 122-3.

% For a comprehensive list of concerts organised by the CMC (and its predecessor CYMC) between
1919 and 1948, including information on repertoire, performers, dates, venues, and details concerning
organisation, see ibid. pp. 105-91.
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committee until 1939, when he was excluded due to the racial laws imposed by the
Nazi occupiers. Between 1926 and 1929, Haas held the position of the CMC’s
secretary (‘jednatel’).>* This role would have primarily entailed concert organisation,

but its details are not clear from the available archival material.>?

Most performances of Haas’s chamber and solo works in his lifetime were
facilitated by the CMC in collaboration with a fairly stable circle of performers. The
possibility of collaboration with some of these performers and ensembles arguably
provided direct incentive for Haas’s composition of specific pieces. His string
quartet From the Monkey Mountains (1925) followed the foundation of the Moravian
Quartet (Moravské kvarteto) in 1924, which premiered the piece in 1926.>
Similarly, Haas’s Wind Quintet (1929) is dedicated to the Moravian Wind Quintet
(Moravské dechové kvinteto, established in 1927), which premiered the piece in
1930.>* Haas’s Suite for Piano (1935) is dedicated to Bernard Kaff, who became a

member of the CMC in 1936 and premiered the work the same year.”

Haas also made use of other music forces available to him. His early
orchestral piece Saddened Scherzo (Zesmutnélé scherzo, 1921) was premiered by the
Orchestral Society (Orchestralni sdruZeni), directed by Vladimir Helfert.® His
Carnival (Karneval, Op. 9, 1928-29) for male choir was dedicated to, and repeatedly
performed by, the acclaimed Choral Society of Moravian Teachers (Pévecké

sdruzeni moravskych ucitelt), directed by Ferdinand Vach.”

Since 1927, the CMC also collaborated with the broadcasting company

Radiojournal, which had run a radio station in Brno since 1924 and which became an

*! Ibid., p. 208.

52 bid., p. 54. Vohnoutova El Roumhainova also discovered the existence of several letters sent by
Haas (mostly on behalf of the CMC) to the composer Emil Axman (member of the CMC, who was
also a representative of the Prague-based Society for Contemporary Music). Haas’s letters are
deposited in the Museum of Czech music (Muzeum ¢eské hudby) in Prague, sign. G 1273, G 1735, G
1736, G 2230, G 2204, G 2207. See ibid., pp. 94-5.

% Ibid., p. 121.
* Ibid., p. 132.
% Ibid., pp. 151, 196.

% This specific concert (21 November 1926) was conducted by the conductor Bietislav Bakala. See
Peduzzi, Pavel Haas, p. 130.

>’ See ibid., p. 131.
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important source of financial support for the Club’s projects. The very first CMC
concert to be broadcast by Radiojournal (25 April 1927) was conceived as a
showcase of new Moravian music and included the premiere performance of Haas’s
song cycle The Chosen One (Vyvolend, 1927).>® Haas’s music appeared on the radio
several times in the 1930s and one piece was composed specifically with the new
medium in mind. The piece in question, the Overture for Radio (Predehra pro
rozhlas, 1930-31, premiered and broadcast on 2 June 1931), is scored for small
orchestra and four male voices (alternating between singing and declamation); it is

based on an apotheosis of radio, written by the composer’s brother Hugo.59

Haas also wrote several pieces of incidental music for theatre in the 1920s,
mostly for productions that involved his brother Hugo.®® Similarly, in the 1930s
Haas wrote film scores for three films featuring his brother: Zivot je pes (Dog’s Life,
1933), Mazlicek (The Little Pet, 1934), and Kvocna (Mother Hen, 1937).%*

The contacts between CMC and the Society for Modern Music in Prague
facilitated a performance of Haas’s string quartet From the Monkey Mountains in
Prague on 26 April 1927. Several concerts which included Haas’s works took place
in Prague and other Czechoslovak cities in the 1930s. On at least two occasions
during the composer’s lifetime, Haas’s music was played abroad. On 7 January
1935, Haas’s Wind Quintet was performed in Vienna (Kammersaal des

Musikvereins) in the first of two exchange concerts between the CMC and the

*8 There were two more premiere performances at this concert: Janacek’s Nursery Rhymes (Rikadla,
1926), and Kvapil’s Con duolo for piano (1926). See Vohnoutova El Roumhainova, ‘Pocatky Klubu
moravskych skladateld’, pp. 84-8, 125.

% See Peduzzi, Pavel Haas, p. 132. See also the following: Ondfej Pivoda, ‘Rozhlasové hudba a
Pavel Haas’, Musicologica Brunensia 50/2 (2015), 53-67; A. J. Patzakova, Prvnich Deset Let
Ceskoslovenského Rozhlasu (Praha: Nakl. Radiojournalu, 1935), pp. 412-3, 488.

% Reference is made here to the following plays: R. U. R. (1921) by Karel Capek (premiered 9 April
1924, Brno: Divadlo na Hradbach); Konec Petrovskych (1923) by Quido Maria Vysko¢il (premiered
31 January 1923, Brno: Divadlo na Veveti); Wozzeck (Vojcek, 1923) by Georg Biichner (premiered 5
March 1923, Brno: Reduta); Merry Death (Veseld smrt, 1925) by Nicholas Evreinov (premiered 6
November 1925, Brno: Zemské divadlo); Primus Tropicus (1925) by Zdenék Némecek (premiered 29
November 1925, Praha: Divadlo na Vinohradech); Pulcinella’s Victory (Pulcinellovo vitézstvi, 1925)
by Bedfich Zavadil (premiered 21 January 1926, Brno: Divadlo na Veveti); Cerny troubadour
(literally Black Troubadour, originally The Jazz Singer, 1928) by Samson Raphaelson (premiered 18
August 1928, Brno: Zemské divadlo). See Vojen Drlik, “Tvorba Pavla Haase pro ¢inoherni divadlo’,
Opus musicum, 35/4 (2003), 2-6. See also Peduzzi, Pavel Haas, pp. 130-1.

® peduzzi, Pavel Haas, pp. 64-5, 132.
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Austrian Union of Composers (Osterreichischer Komponistenbund).®> On 10
February 1936, Haas’s Suite for Piano was premiered in Vienna (Grof3er Ehrbarsaal)
as part of a concert of Moravian music, organised by the Austrian society Musik der

Gegenwart.®®

On both occasions, according to reviews published in Viennese newspapers,
Haas’s works were considered among the best on the programme.** The Wind
Quintet was praised as a ‘work which excels in the originality of thematic
[invention] as well as in the effective command of compositional technique’.65
Reportedly, the work was received with ‘stormy approval’ and the third movement
(‘Ballo eccentrico’) ‘earned a separate applause’.®® Haas’s music was also singled
out on account of its unusual character; with reference to the Wind Quintet, some
reviewers wrote about ‘a mixture of melancholy and parody’ and music of ‘bizarre’
and ‘grotesque’ qualities, from which ‘fantastic pictures emerge’.®’ Haas himself was
characterised as a ‘young, wild, and talented composer, whom one could describe as
a kind of Moravian Stravinsky’.?® The Suite for Piano was considered ‘thoroughly
original [and] innovative in the word’s best sense’, a ‘highly valuable piece of
pronounced, yet natural modernity’.®® Again, reference was made to Stravinsky with

respect to Haas’s use of rhythm: ‘In its fast movements, this interesting work

develops rhythmic impulses that are reminiscent of Stravinsky’s elementary power,

82 Vohnoutové El Roumhainova, ‘Pogatky Klubu moravskych skladateld’, p. 146.
% Ibid., p. 151.

® Mg., ‘Komponisten aus Méhren’, Der Tag, 9 January 1935: ‘Of the young composers presented [in
the concert], two seem to be particularly noteworthy. One of the two is Vilém Petrzelka, whose song
cycle [Stafeta | Relay] for voice and string quartet was performed [...]. The other is Pavel Haas,
represented by his Wind Quintet [...]. The rest [of the programme] was weaker [...].” See also R-i.,
‘Mihrische Musik in Wien’, Echo, 12 February 1936: ‘Among works for piano, there was a sonata by
Schifer [...], pieces by Blatny, and, best of all, a suite by Paul Haas.” All Viennese newspapers are
cited according to the clippings included in Haas’s above mentioned album. All translations of
German reviews are mine.

% Anonymous author, ‘Mihrische Komponisten’, Neues Wiener Tagblatt, 15 January 1935.
% p. Stf., ‘Im Austausch: Méhrische Komponisten’, Die Stunde, 9 January 1935.

%7 p. Stf., ‘Im Austausch: Mihrische Komponisten®, Die Stunde, 9 January 1935; Mg., ‘Komponisten
aus Mahren’, Der Tag, 9 January 1935.

%8 Réti, ‘Zeitgendssische Musik aus Mihren’: Telegraf, 9 January 1935.

% R-i., “‘Mihrische Musik in Wien’, Echo, 12 February 1936; P. Stf., ‘Méhrisches Austauschkonzert’,
Stunde, 12 February 1936.
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venturing harmonically as far as the realm of polytonality. The pastoral middle
movement contains echoes of Slavic folklore, which coalesce imaginatively with the
[piece’s] thoroughly modern constitution.”” The Viennese reviews constitute a fairly
representative sample of the contemporary reception of Haas’s music as a whole,
inasmuch as they bring up many of the recurrent themes, such as grotesque / parodic
/ bizarre / fantastic (and yet also melancholic / mystical) character, mischievous
youth coupled with compositional mastery, folk inspiration cast in thoroughly

modern guise, Stravinskian rhythms, unconventional harmonies, and so on.”

The most substantial performance project of Haas’s work was the premiere of
his opera Charlatan by ‘Zemské’ (previously ‘Narodni’ / ‘National’) Theatre in Brno
on 2 April 1938.2 This was one of the last performances of Haas’s music before the
start of the German occupation of Czechoslovakia (15 March 1939), which meant
the end of performance opportunities for the composer. Major works such as his
String Quartet No. 3 (1937-38), Suite for Oboe and Piano (1939), and the unfinished

Symphony (1940-41) remained unperformed in the composer’s lifetime.”

Although Haas was able to compose at a steady rate and have most of his
works performed thanks to the above described professional structures, he relied on
working in his father’s shoe shop as his main source of income throughout most of
his life. Haas also never held a teaching job at any of the musical schools in Brno; he
only gave private lessons in music theory in the 1930s (Peduzzi was one of his

students).”

4. 1., “‘Miahrische Komponisten’, Tag, 13 February 1936.

™ A critical analysis of the reception of Haas’s music (based on Haas’s album) has been undertaken in
the following study: Michael Losen, ‘Pavel Haas. Die Rezeption seiner Werke bis zum
Auffiihrungsverbot 1939’ (‘Pavel Haas: Reception of his Work up till the Ban of Performance in
1939°) (unpublished master’s thesis, Universitidt Wien, 2006).

"2 peduzzi, Pavel Haas, p. 132.
™ Ibid., p. 133.
™ Ibid., pp. 66, 124.
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The Problem of a Jana¢ek Compositional School

Since the most prominent Brno-based composers of the inter-war era all studied with
Leos Janacek, the term ‘Janacek’s compositional school’ (‘JanaCkova skladatelska
Skola’) has sometimes been used with reference to Vaclav Kapral (1889-1947),
Vilém Petrzelka (1889-1967), Jaroslav Kvapil (1892—-1958), Osvald Chlubna (1893—
1971), and Pavel Haas (1899-1944).” Arguably, the association of these composers
is based primarily on the fact that they all lived in Brno for most of their lives and
based their careers as composers on virtually identical institutional structures. It is
open to question whether they formed a coherent group in terms of their individual
styles and aesthetic tendencies and whether they achieved some kind of organic

continuation of Janacek’s style, as the notion of a compositional school implies.

Paradoxically, many of these composers were strongly influenced (at least in
their early works) by the Prague-based composer Vitézslav Novak (1870-1949),
who, being a student of Antonin Dvofak, established himself in the pre-war years as
the leading figure of Czech musical tradition. In 1940, Czech musicologist Jan Racek
argued that ‘virtually all members of Janacek’s school in Brno were in their stylistic
development more affected by the influence of Novédk’s oeuvre than that of
Janacek’s compositional idiom’ and concluded that progressive Moravian music was
based on a stylistic synthesis between Janaéek and Novak’.”® Racek’s conclusion,
neat as it seems, is not without problems. Firstly, it completely disregards Haas
(probably because Racek’s book was published at the time of the Nazi occupation of

Czechoslovakia). Secondly, the influence of Novak, whose work was outdated by the

™ The work of these composers (with the exception of Haas) has received very little attention in both
performance and scholarship in the recent decades. See Leo§ Firku$ny, Vilém Petrzelka: Zivot a dilo
(Praha: Hudebni matice Umélecké besedy, 1946), Ludvik Kundera, Jaroslav Kvapil: zivot a dilo
(Praha: Hudebni matice Umélecké besedy, 1944), Ludvik Kundera, Vaclav Kapral: kapitola z historie
Ceské mezivalecné hudby (Brno: Blok, 1968).

’® Jan Racek, Leos Jandcek a soucasni moraviti skladatelé: ndstin k slohovému vyvoji soudobé
moravské hudby (LeoS Jandcek and contemporary Moravian Composers: a Sketch of the Stylistic
Development of Contemporary Moravian Music) (Brno: Unie &eskoslovenskych hudebnikid z
povolani, 1940), p. 16.
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early 1920s with respect to Janac¢ek’s innovations and the advances of the inter-war

avant-garde, is a sign of conservative rather than progressive tendencies.”’

Czech musicologist Vladimir Helfert offered a more nuanced picture in his
1936 synthetic overview of Modern Czech Music.”® Helfert identified two distinct
‘generational layers’ of contemporary Czech composers, divided by the First World
War. Whereas the artistic profile of the first layer (composers born c. 1890) took
shape in the first two decades of the twentieth century, the composers of the second
layer (born c. 1900) were not directly affected by late Romantic tendencies in their
formative period, as they did not reach their maturity until after the war. Helfert
aligned Kapral and Petrzelka (both of whom continued their studies in Prague with
Novak after leaving Janacek’s Organ School in Brno) with the pre-war generation,
while arguing that Kvapil, Chlubna, and Haas tended towards the post-war
generation.” Helfert, who also wrote concert reviews on a regular basis, had the
advantage of first-hand knowledge of a wide range of contemporary repertoire of
Czech music, much of which is not readily available today. | have undertaken a
comparative analysis of string quartets by these composers from the 1920s, which
revealed that works by Kapral and Petrzelka drew primarily on Novak (as well as
other influences) but formed an original stylistic idiom; works by Kvapil and
Chlubna gave the impression of juvenilia and relied heavily on conventions of the
time; Haas’s quartet ‘From the Monkey Mountains’ stood out on account of its
unconventional, Janacekian idiom and its avant-garde aesthetic underpinnings

(which will be discussed in detail in Chapters 2 and 4 of this thesis).?’ I believe it is

" See also Jifi Vyslouzil, ‘Ceska mezivale¢na hudebni avantgarda’ (‘Czech Inter-War Musical Avant-
Garde’), Opus musicum 7/1 (1975), 1-11 (p. 6).

" Vladimir Helfert, Ceskd moderni hudba: studie o ceské hudebni tvorivosti (Modern Czech Music: a
Study of Czech Musical Creativity) (Olomouc: Index, 1936), reprinted in Vladimir Helfert, Vybrané
studie: O hudebni tvorivosti (Praha: Ed. Supraphon, 1970), 163-312. Page references here and below
are to the 1970 reprint.

™ 1bid., pp. 289-294. See also Jifi Fuka¢, ‘Moravska skladatelska skola po Janackovi’, Hudebni véda,
4/2 (1967), 243-59.

8 See Martin Curda, ‘Smyccové kvartety Jana&kovych zékii z 20. let” (‘String Quartets of Janadek’s
Students from the 1920s’) (unpublished master’s dissertation, Masaryk University, 2011) [accessed
via <http://is.muni.cz/th/264072/ff m/Smyccove_kvartety Janackovych_zaku.pdf>, 16 November
2015], English summary on pp. 165-6. See also Milo§ Zapletal, ‘Petrzelkova “Stafeta” a Janackova
“Sinfonietta” mezi sportem a ideologii: rekonstrukce dobovych éteni’ (‘Petrzelka’s “Stafeta” and
Janacek’s “Sinfonietta” between Sport and ldeology: the Reconstruction of Historical Readings’)
(unpublished  master’s dissertation, Masaryk  University, 2013) [accessed  via
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significant that Helfert only used the term ‘avant-garde’ (rather than ‘modern’) with

reference to Haas.® Helfert’s portrayal of Haas is worth quoting at length:

Pavel Haas [...] built in his early works upon the legacy of his mentor [Jana¢ek] in terms of
expression [style] and tectonics [form]. This is clearly apparent in his orchestral piece [titled]
Saddened Scherzo (1921). However, already in this work, elements of Janacek’s influence
are combined with hints of then-new West-European stimuli, particularly those of Stravinsky
and Honegger, et al. These elements subsequently become dominant in Haas’s style and lead
the composer to remarkable individuation of compositional method in the direction of bold
constructivism and uncompromising sonic invention. Haas thus becomes a courageous
avant-gardist in Janacek’s school, who follows the paths of new stylistic sentiments. Of
course, it is not surprising that many of his works appeared as [mere] experiments (Fata
Morgana, 1923; string quartet ‘From the Monkey Mountains’, 1925; Introduction and Psalm
29, 1931). However, let us not underestimate the significance of such experiments! In his
Wind Quintet (1929) and especially his most recent Suite for Piano (1935) Haas appears as a
full-grown artistic individuality, standing at the forefront of those who search for and create

new stylistic paths [in Czech music].?

Haas in Terezin

Haas divorced his wife on 13 April 1940, in order to protect his family from racial
persecution. Sonia Haasova continued to take care not only for her daughter Olga, but
also for her nephew Ivan.® Hugo and his wife managed to emigrate through France
to the USA in the early months of the war, but they were unable to take the baby
with them (lvan Haas was reunited with his parents after the war).®* Since 2
December 1941, Pavel Haas was imprisoned in the transitional concentration camp

of Terezin.* His father came to Terezin in March 1942 and died in the camp on 13

<http://is.muni.cz/th/207024/ff m/Zapletal-magisterska_diplomova prace.docx>, 17  November
2015].

8 Helfert, Ceskd moderni hudba, p. 294.
% Ibid.

8 peduzzi, Pavel Haas, p. 94.

5 bid., p. 86.

8 |bid., p. 95.

23


http://is.muni.cz/th/207024/ff_m/Zapletal-magisterska_diplomova_prace.docx

May 1944.%° On 16 October 1944 Haas began his last journey to the liquidation

camp of Osvétim (Auschwitz) where he was killed the following day.®’

The structures of cultural and musical activities in Terezin have been
analysed in the existing academic literature and therefore will not be discussed here
in detail.® Suffice it to say that Haas was part of what Hans Giinther Adler called a
‘forced fellowship’ (‘Zwangsgemeinschaft’), binding together a large number of
artists and intellectuals, mostly from former Czechoslovakia.®® Cultural activities in
the ghetto began as clandestine, but gradually won the approval of the Nazi
authorities, who shamelessly exploited them to promote the image of Terezin as a
model ghetto. The infamous Nazi propaganda film titled Der Fiihrer schenkt den
Juden eine Stadt (The Fiihrer Gives a City to the Jews), includes remarkable yet
disturbing footage of a staged performance of Haas’s Study for Strings with the
composer himself visible among the audience and, at the end of the performance,

taking a bow.%

Historians and musicologists are faced with great responsibility and difficulty
when dealing with topics related to the unimaginable suffering experienced by those
who found themselves in Nazi concentration camps. Therefore, | consider it
important to address methodological and discursive strategies of interpreting music
from Terezin and the challenges that the context of the Holocaust poses to such
enquiry. Firstly, the fact that Pavel Haas, Viktor Ullmann, Hans Krasa, and Gideon
Klein have been firmly established in the wider consciousness as ‘Terezin

composers’ tends to obscure the individual profiles of the artists, who were rooted

% Ibid., pp. 99, 108.

8 Ibid., p. 109. Peduzzi includes a different date (‘probably 18 Oct 1944°) in his above cited entry in
Grove Music Online.

8 Most of the texts are mentioned below, although this overview is highly selective. For English-
language introduction into cultural activities in Terezin see relevant chapters in Rebecca Rovit and
Alvin Goldfarb, Theatrical Performance During the Holocaust: Texts, Documents, Memoirs
(Baltimore: Johns Hopkins University Press, 1999).

8 See Hans Giinther Adler, Terezin 1941—1945: Tvdr nuceného spolecenstvi (Brmo: Barrister &
Principal, 2006). For German original see Hans Giinther Adler, Theresienstadt, 1941-1945: Das
Antlitz einer Zwangsgemeinschafts (Tiibingen: JCB Mohr, 1955). For a recent English translation see
Theresienstadt, 1941-1945: the Face of a Coerced Community, trans. Belinda Cooper (Cambridge:
Cambridge University Press, 2016).

% Available through the following link: <https://www.youtube.com/watch?v=E9gSzo0x4ak>
[accessed 18 November 2015].
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(prior to their incarceration) in very different backgrounds in terms of age,
nationality, aesthetic affiliations, professional networks, and so on.*! Pieces of music
from Terezin are rarely analysed with respect to the particular composer’s earlier
works or to the broader tradition of Western art music. Critical discourse thus runs
the risk of unconsciously perpetuating the ‘forced fellowship’, inflicted on the artists
by their Nazi oppressors. This is partly an issue of finding a suitable genre of
academic writing. ‘Life and work” monographs typically lack sufficient focus to
bring in-depth readings of specific works,?* while publications attempting to cover
the music in Terezin in its relative entirety cannot pay enough attention to the
individual artists’ different pre-war affiliations.®® Some journal articles approach a

balance between the extremes, but none of these deals specifically with Haas.**

Perhaps the most important problem is the dominance of historiographical
approach and the absence of sufficient hermeneutic and analytical methodological
background. A common resulting problem is a simplistic attitude to correspondences
between historiographical details and works of art.” It should not be forgotten that
art with the adjective ‘Holocaust’ is still primarily art —a medium which is governed

by its own laws of signification and which requires specific strategies of

% This point is made in the following article, which is also a good introduction to the music of
‘Terezin composers’: Jascha Nemtsov and Beate Schroder-Nauenburg, ‘Musik im Inferno des Nazi-
Terrors: Jidische Komponisten im “Dritten Reich’, Acta Musicologica, 70/1 (1998), 22-44 (p. 35).

%2 peduzzi, Pavel Haas; Blanka Cervinkova, Hans Krdsa: Zivot a dilo skladatele (Praha: Tempo,
2003); Milan Slavicky, Gideon Klein: A Fragment of Life and Work, translated by Dagmar Steinova
(Prague: Helvetica-Tempora, 1996); Ingo Schultz, Viktor Ullmann: Leben und Werk (Kassel:
Birenreiter, 2008).

% Joza Karas, Music in Terezin: 1941-1945 (New York: Beaufort Books, 1985): Milan Kuna, Hudba
vzdoru a nadeje: Terezin 1941-45 (Praha: Editio Bérenreiter, 2000).

% See for example Robert Freeman, ‘Gideon Klein, a Moravian Composer’, Tempo: A Quarterly
Review of Modern Music, 59/234 (October 2005), 2—-18. Note that Freeman’s remarks concerning
Haas have somewhat dismissive tone, which is probably part of the larger Klein — Haas polemic
discussed below.

% In one of his articles, Michael Beckerman discusses the chronology of Gideon Klein’s String Trio
(1944) with respect to the dates of transports ‘to the East’ in 1944, trying to answer the question:
‘What kind of historical document is a musical score?’ I do not believe that Beckerman made a
sufficiently strong case for the relevance of the question of chronology to the reading of the work. See
Michael Beckerman, ‘What Kind of Historical Document is a Musical Score? A Meditation in Ten
Parts on Klein’s Trio’ [accessed via

<http://orelfoundation.org/index.php/journal/journal Article/what_kind_of historical _document_is_a_
musical_score/>, 26 January 2015].
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interpretation. It may reflect specific historically and autobiographically significant

events, but it cannot be reduced to a chronicle-like record of these events.

Another common and misleading presumption is that music from Terezin
(and ‘Holocaust art’ in general) is unique in its use of covert messages and secret
codes. As a result, hermeneutic accounts of the relevant repertoire are typically
limited to pointing out (more or less convincing) motivic and thematic references.*
While many such observations are valid, it is important to bear in mind that
strategies of signification involving allusions, quotations, and other intertextual
references are common to all art and that the significance of such references depends
heavily on conventions of particular genres, topics, styles, and so on.*” Furthermore,
the above constitute only one means of musical signification; a wide range of
hermeneutic strategies can be used to analyse the repertoire in a more nuanced way,
as | hope to demonstrate in my reading of Haas’s Four Songs on Chinese Poetry
(Chapter 6).

Finally, interpretation of ‘Holocaust’ music also tends to be biased by pre-
conceived ideas. | refer in this regard particularly to Shirli Gilbert’s critique of the
notion of ‘spiritual resistance’, which has dominated much of the discourse on music
in the Holocaust.® Of course, spiritual resistance is not an entirely invalid concept,
but it must be used with caution. The problem is that it tends to produce a
sentimentalised image of the camps, the inmates, and the role of music. It comes
with an assumption that the population of the camps was homogeneous, unified in a
heroic struggle against the oppressors, which is at odds with the historical evidence,

which suggests a much less dignified and more fragmented reality. Moreover, the

% In the above cited article, Beckerman claims that Klein made an allusion to Mahler’s
Kindertotenlieder. In my opinion, this particular comparison is less persuasive than other thematic
parallels pointed out in the article. Perhaps more importantly, I find Beckerman’s interpretation of this
allusion as ‘a statement by Klein to the effect that “this place is not what it seems: there are dead
children here”” rather blunt. See Beckerman, ‘What Kind of Historical Document is a Musical
Score?’, no page numbers.

%7 See Michael L. Klein: Intertextuality in Western Art Music (Bloomington: Indiana University Press,
2005), pp. 1-4.

% Shirli Gilbert, Music in the Holocaust: Confronting Life in the Nazi Ghettos and Camps (Oxford:
Clarendon Press 2005), see particularly the ‘Introduction: Redeeming Music—*“Spiritual Resistance”
and Beyond’ (pp. 1-20). The relevance of this notion to music in Terezin is obvious from the title of
Milan Kuna’s following monograph: Milan Kuna, Hudba vzdoru a nadéje (Music of Resistance and

Hope): O cinnosti a tvorbé hudebnikii v koncentracnim tibore Terezin (Prague: Editio Bérenreiter,
2000).
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notion of spiritual resistance also has strong ethical and ideological connotations.
Artists and works that do not fit the narrative tend to be ignored or even dismissed as

somehow ethically deficient.

Such rhetoric has been used in a heated polemic over questions of leadership
and influence among the composers in Terezin, which directly concerned Haas.” In
his article titled ‘Terezinské legendy a skutecnosti’ (‘Legends and Facts about
Terezin’), Lubomir Peduzzi took issue with the way Haas was portrayed by Joza
Karas in his seminal book Music in Terezin.*® He referred particularly to the

following passage:

As a moving spirit behind the musical activities in Terezin, Klein has to his credit the
emergence of another prominent composer, Pavel Haas. A man in his forties, Haas came to
Terezin with undermined health. The miserable conditions there further affected his severe
depressions, resulting in total indifference to the very busy musical life of Terezin.
According to his [Gideon Klein’s] sister, Eliska (Lisa), Gideon Klein could not reconcile
himself to seeing an artist of Haas’s calibre not participating in the musical activities. So, one
day, to wake him from his lethargy, Klein put in front of him several sheets of manuscript
paper, on which he himself drew the musical staff, and urged Haas to stop wasting time. And
indeed, Haas composed several pieces during his stay in Terezin, although only three of them

have been preserved.'®*

This anecdote is seemingly innocuous and there are few obvious reasons to doubt its
validity. As Peduzzi himself pointed out, Haas had long-term health problems, he
was forced to leave his family with two small children (his daughter and his

nephew), and he later saw his father die in the camp.'®?

Peduzzi’s criticism, however,
concerned primarily the way this story was used in academic and critical discourse to

raise the profile of Gideon Klein. An eloquent example of this can be found in

% See Lubomir Peduzzi, ‘O Gideonu Kleinovi a jeho monografii’ (‘On Gideon Klein and his
Monograph’), in O hudbé v terezinském ghettu: Soubor kritickych stati (Brno: Barrister & Principal,
1999), 103-13. For a German version see ‘Gideon Klein und seine Monographie’, in Musik im Ghetto
Theresienstadt: Kritische Studien, trans. Lenka Sedova (Brno: Barrister & Principal, 2005), 115-25.

1% 1 ubomir Peduzzi, ‘Terezinské legendy a skutecnosti’ (‘Legends and Facts about Terezin’), in O
hudbé v terezinském ghettu: Soubor kritickych stati (Brno: Barrister & Principal, 1999), 38-48 (p.
46).

191 Joza Karas, Music in Terezin: 1941-1945 (New York: Beaufort Books, 1985), p. 76.

192 Elsewhere, Peduzzi quoted the following testimony of Richard Kozderka (Haas’s friend from
Brno): ‘In the final years of his life, Pavel Haas was very sad, pale in the expectation of horrors [to
come).” Peduzzi, Pavel Haas, p. 12.
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otherwise very insightful articles on Klein by Robin Freeman.'®® Referring directly

to the anecdote related by Karas, Freeman writes:

Klein found himself, unexpectedly perhaps, the natural leader among composers older and
hence more experienced than himself, but more discouraged about their sinister change of
fortune. [...] The fact [sic!] that in the months before their final deportation Klein was
actually influencing the kind of music that Haas and Ullmann were composing is the greatest

proof of his maturity.'%*

Elsewhere, Freeman goes even further:

Klein was able to develop further in Terezin while the others simply wrote now better, now
worse according to what they had done previously [...]. The music of Ullmann, except for
the Sixth Piano Sonata, and of Haas, except for the Prelude and Fugue for string orchestra
[Study for Strings?], is all less interesting than what they had been writing before, and in

both cases there is reason to suspect the influence of Klein himself.*®

Finally, Freeman allowed himself to make some condescending comments on Haas:
unlike Klein, who was ‘active and supportive to others’ and whose works from
Terezin (except for his ‘dark’ madrigals on Holderlin’s texts) ‘have nothing to do
with his ordeal’, ‘Pavel Haas was yearning to go home’ (Freeman refers to the text of

Four Songs on Chinese Poetry).*®

Freeman’s ‘reason to suspect the influence of Klein’ on Ullmann and Haas is
questionable (in the case of Haas utterly false) and his value judgement is

unwarranted.'®” Both claims betray a barely concealed effort to elevate Klein above

13 Robin Freeman, ‘Gideon Klein, a Moravian Composer’, Tempo: A Quarterly Review of Modern
Music, 59/234 (October 2005), 2-18; Robin Freeman, ‘Excursus: ‘“Nedej Zahynouti Nam Ni
Budoucim, Svaty Vaclave”: Klein, Ullmann, and Others in Terezin’, Tempo, 60/236 (April 2006), 34—
46.

104 . . .
% Freeman, ‘Gideon Klein, a Moravian Composer’, p. 13.

1% Freeman, ‘Excursus: “Nedej Zahynouti™”, p. 44.

1% 1hid., p. 39.

97 Ereeman’s argument about Klein’s influence on Haas is based on the following claim: ‘The Study

for string orchestra by Pavel Haas, such exceptional stuff from him, is inconceivable in style without
the Allegro vivace [recte: Molto vivace] of the Klein Trio. Even the tripping lightness of the
counterpoint seems to follow on from the younger man, who gave him back his taste for writing
music when he had all but given up.” (Freeman, ‘Gideon Klein, a Moravian Composer’, p. 18) This is
false. According to Beckerman’s above cited article, the three movements of Klein’s trio are dated 5
September, 21 September, and 7 October 1944, respectively. Haas’s Study for Strings, on the other
hand, was performed in Terezin on 1 September and 13 September 1944 and it was composed as early
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the others. Given this context, 1 am inclined to agree with Peduzzi that Eliska
Kleinova’s anecdote (whatever its factual basis may be) should not be taken at face
value and that it may have been calculated to promote the image of Klein as the
‘spiritus agens’ of musical activities in the camp, especially since Peduzzi gave
compelling evidence about chronological inconsistencies in the testimony of Truda
Solarova, on which the above cited passage from Karas’s book (itself flawed with

numerous factual errors) is based.'%®

Nonetheless, it is instructive to note that Peduzzi had an agenda of his own,
underpinning his opposition towards the ‘myth about a “broken composer”.'® To
demonstrate that Haas (too) made an effort to raise the spirits among the community
of inmates, Peduzzi invoked the text of Haas’s male choral work Al S’Fod, which he

contrasted (with a degree of sarcasm) with Klein’s madrigals on Holderlin’s text:

I wonder how much consolation and strength G. Klein gave his fellow prisoners with his
madrigals, particularly the one which sets the following text by Hélderlin: ‘Ich bin nichts
mehr, ich lebe nicht mehr gerne’ (1943)? Such subjective, morbid moods may have [...]
been experienced by many Terezin prisoners, but | question if the inmates needed to hear this
kind of thing or whether they were waiting for a word of encouragement, provided for
example by Haas’s choir 4/ s’ fod: ‘Do not lament and do not cry when times are bad! Do
not despair, but work, work! Thrust a path to freedom and pave it for a bright day!” (1942)
Such was Haas in Terezin: determined, not reconciled with the reality but unbroken,
[retaining] the fighting spirit he showed in Suite for Oboe [and Piano] and Symphony, in
which he reacted through his art (as soon as 1939-41) against the [Nazis’] occupation of our

country, their war against Poland and France, and their attack on the Soviet Union.**°

Peduzzi’s argument is based entirely on the positive value attached to the notion of
spiritual resistance through art. Klein, whose work does not conform to the idea (at
least not on the surface), is criticised on ethical and ideological grounds. I would

even suggest that Peduzzi’s criticism of Klein echoes the rhetoric of Socialist

as 1943 (Peduzzi, Pavel Haas, pp. 109, 133). Therefore, it is impossible that Klein’s String Trio could
have had any influence on Haas’s Study for Strings.

1% peduzzi, ‘Terezinské legendy a skute¢nosti’, p. 46. See also Truda Solarova, ‘Gideon Klein’, in
Terezin, ed. FrantiSek Ehrmann, Otta Hietlinger and Rudolf Iltis (Prague: Council of Jewish
Communities in the Czech lands, 1965), 242-5 (p. 245).

199 peduzzi, ‘Terezinské legendy a skutednosti’, p. 47.

19 bid. See also Pavel Haas, A/ S’Fod on a Hebrew text by David Shimoni (Prague: Tempo; Berlin:

Bote&Bock, 1994).
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Realism and the normative account of the Holocaust in countries of the ‘Eastern

Bloc’ in terms of heroic struggle against the enemy.'**

Peduzzi’s choice of Haas’s works is telling. Significantly, there is no mention
of Haas’s Four Songs on Chinese Poetry, which possess neither the defiant spirit of
the earlier works (composed before the composer’s deportation to Terezin), nor the
beneficial social function of Al s’Fod. Rather, they convey feelings of grief,
melancholy, and alienation. Perhaps fearing that the Four Songs might be seen as
containing too much of those ‘subjective and morbid moods’ which supposedly
betray deficiency of character, Peduzzi elsewhere directed attention to the work’s
‘optimistic’ ending and to the references to the St Wenceslas chorale (points which |
will contest in my own reading), through which he wished to link this work to the
patriotic and defiant spirit of the Suite for Oboe and Piano (1939) and the Symphony
(1940-41).12

The present thesis includes detailed discussions of two works from Terezin:
the Study for Strings and the Four Songs on Chinese Poetry. In both cases, | found
that it is much more fruitful to interpret these works with respect to genres,
techniques, and topics relevant to Haas’s earlier works (as well as to the broad
intertextual universe of Western music, arts, and culture) than to limit one’s focus to
the confines of the ghetto. Of course, the historical context of Terezin must be taken
into consideration, but it must not be allowed to skew the perspective and hinder
critical understanding.

" T am not making any claims regarding Peduzzi’s own political conviction; I merely argue that he
apparently imbibed certain features characteristic of the discursive environment he worked in
throughout most of his life.

"2 Lubomir Peduzzi, ‘Vlastenecka symbolika poslednich d&l Pavla Haase’, Shornik Jandckovy
akademie muzickych umeni, 3 (1961; Praha, Statni pedagogické nakladatelstvi, 1963), 75-97 (pp. 85—
8). See also Lubomir Peduzzi, ‘Haasova ‘“hobojova” suita’ (‘Haas’s “Oboe” Suite’), Hudebni
rozhledy, 12/18 (1959), 793-6.
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CHAPTER 1:

Music and Avant-Garde Discourse

in Inter-War Czechoslovakia

This chapter includes a review of the discourse on avant-garde art and music
conducted on Czech literary platforms (journals, pamphlets, books) in the inter-war
period. The purpose of this exercise is to introduce the key concepts that will be used
in the following chapters and to situate Haas’s work in the context of avant-garde
movements in Czechoslovakia and beyond. The aesthetic landscape of the time is
best described as a complex network of numerous interrelated and partially
overlapping concepts (such as Poetism, Surrealism, Neoclassicism, Constructivism,
and Purism), most of which are usually considered applicable to some art forms, but
not to others. However, it will become apparent that the disciplinary and
terminological boundaries are often elusive: music cannot be discussed separately
from other art forms, aesthetics cannot be disentangled from politics and ideology,
and trends in the Czech avant-garde discourse are intimately linked with concurrent

developments in other countries.

Much of the discussion in this chapter revolves around the notions of Poetism
and Neoclassicism. Poetism was the dominant tendency in Czech avant-garde art of
the 1920s; although it is rarely associated with music (the term is most readily
applicable to literature and visual arts), | will argue in Chapter 2 that it is highly
relevant to Haas’s works from this decade. Neoclassicism, on the other hand, is
commonly regarded as one of the two dominant stylistic tendencies (the other being
the Serialism of the Second Viennese School) in the development of European art
music between the two world wars. While there are a number of Neoclassical
features in Haas’s music (as | will demonstrate in Chapters 3 and 4), it may be

problematic to speak of a clearly defined Neoclassical style.
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Importantly, Poetism and Neoclassicism (like the other —isms mentioned
above) are complex and problematic concepts, encompassing a number of
constituent ideas (such as physiological art, everyday art, rational order, and free
play of imagination), which often constitute points of overlap and create paradoxical
alliances between seemingly distinct aesthetic tendencies. Therefore, the various —
isms must be first ‘taken apart’, in order to specify which aspects are relevant to

Haas’s work.

In Search of the Czech Musical Avant-Garde

This chapter is concerned selectively with a particular segment of inter-war
Czechoslovak music, arts, and culture. Any attempt to sketch out the variety of the
musical scene alone would result in a lengthy catalogue of names, groups, and
institutions. The focus here, therefore, is specifically on the Czech musical avant-
garde, which started to emerge in the mid-1920s around the left-wing avant-garde

group known as Devétsil (established in 1920 in Prague).

The members of Devétsil were mostly artists from the fields of literature,
visual art, and theatre; music was somewhat marginal. Nonetheless, there were
several composers among the early members of the group, namely Emil Frantisek
Burian (1904-1959), Isa Krejé¢i (1904-1968), and Jaroslav Jezek (1906-1942).
Burian stood at the forefront of the short-lived group called Tam-tam (1925-26), the
foundation of which may be regarded as an attempt to form a musical branch of
Devétsil. The group, which published its own journal (Tam-tam: Gazette musicale)
between 1925 and 1926, also included the composers Jaroslav Jezek, Erwin
Schulhoff (1894-1942), Jifi Svoboda (1900-1970), and the writer Ctibor Blattny
(1897-1978). Several significant avant-garde projects in the genre of musical theatre
also emerged from these circles, particularly Burian’s Divadlo Dada (Theatre Dada,

! See Frantisek Smejkal and Rostislav Svacha, eds. Devétsil: Czech Avant-garde Art, Architecture and
Design of the 1920s and 30s (Oxford: Museum of Modern Art, 1990). On the origins of the Czech
musical avant-garde see Jifi Vyslouzil, ‘Ceskd mezivale¢na hudebni avantgarda® (Czech Inter-war
Musical Avant-garde), Opus musicum 7/1 (1975), 1-11.
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1927) and the so-called Osvobozené divadlo (Liberated Theatre, 1927), represented

by the popular trio of Jifi Voskovec, Jan Werich, and Jaroslav J ezek.?

Some of the above mentioned individuals later came together in the so-called
Music Group of Manes (Hudebni skupina Manesa, established in Prague in 1932),
which included the composers Isa Krej¢i, Pavel Botkovec (1894-1972), Jaroslav
Jezek, and FrantiSek Barto$ (1905-1973), as well as the pianist and publicist Vaclav
Holzknecht (1904-1988).% This group pledged allegiance to the aesthetic tenets
proclaimed by Jean Cocteau, Erik Satie, and the composers of Les Six.

A special position was occupied by Bohuslav Martinu (1890-1959), who left
Czechoslovakia to study in Paris in 1923 and took permanent residence there in
1924. Martina published articles in Czech journals, some of which will be cited
below. Although he maintained professional contacts with some of the above-
mentioned groups and responded in his music to many of the tendencies that will be
discussed here, he did not approve of the subversive and iconoclastic elements of the

avant-garde agenda.

Haas himself, living in Brno, was necessarily somewhat removed from the
epicentre of avant-garde activities, located in Prague. He was not officially a member
of any of the relevant groups and did not contribute to any of the avant-garde
journals such as Pdsmo, Tam-tam, and ReD (Revue of Devetsil). However, Devétsil
expanded from Prague to Brno in 1923. | will give further evidence in Chapter 2 of
Haas’s awareness of the activities of Devétsil in Brno, which included editing the
journal Pdsmo (1924-26)* and the organisation of art exhibitions, lectures, and social
events.” This context will be particularly relevant to my discussion in Chapter 2 of
Haas’s 1925 String Quartet No. 2, ‘From the Monkey Mountains’.

2 “Tam-tam’ in Slovnik ceské hudebni kultury (Dictionary of Czech Musical Culture), ed. Jiti Fukag,
Jifi Vyslouzil, and Petr Macek (Praha: Editio Supraphon, 1997), p. 915.

® See Vaclav Holzknecht, Hudebni Skupina Mdnesa (Praha: Panton, 1968).

* Pdsmo was the first regularly published literary platform of Devétsil. It published articles from the
group’s members resident in both Brno and Prague, as well as from European artists including
(among others) Laszl6 Moholy-Nagy, Theo van Doesburg, Walter Gropius, Kurt Schwitters and Le
Corbusier. See Marcela Macharackova, ‘Z d&jin Brnénského Devétsilu’ (‘From the History of Brno’s
Devétsil’), in Forum Brunense 2009: Shornik praci Muzea mésta Brna, ed. Pavel Ciprian (Brno:
Spoleénost piatel Muzea mésta Brna, 2009), 79-99 (pp. 82-4).

® Particularly noteworthy is the 1924 ‘Exhibition of Modern Art’ (‘Vystava moderniho uméni’). The
group organised about thirty lectures between 1924 and 1926, including (besides many others) the
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Poetism

The notion of Poetism was articulated by the avant-garde theorist Karel Teige
(1900-51) and the poet Vitézslav Nezval (1900-58), the leading figures of Devétsil.
In the opening of his 1924 manifesto of Poetism, Teige announced (as avant-garde
movements typically did) a breakup with the preceding artistic tradition and an
assertion of ‘new’ art. He argued that art must no longer be the dominion of
professionals, tradesmen, intellectuals and academics. The new art, he believed,
would be cultivated by ‘minds that are less well-read but all the more lively and
cheerful’; it was intended to be ‘as natural, charming and accessible as sports, love,
wine and all delicacies’, so that everyone could take part in it.° Teige’s critique of
artistic ‘professionalism’ was essentially that of the gap between ‘art’ and °‘life’,
which Poetism sought to bridge, to achieve an interpenetration of the two. Teige was
eager to make clear that Poetism was not intended to be just another artistic ‘-ism’,
but a life perspective, a ‘modus vivendi’, ‘the art of living, modern Epicureanism’.’
Its artistic manifestations were supposed to offer noble amusement and sensual
stimulation, ‘invigoration of life’ and ‘spiritual and moral hygiene’.® Teige implied
that art could help transform human life into the state of ‘poiesis’ (‘supreme
creation’).’ Thus, all people would eventually become artists in the way they would
‘live [their] “human poem[s]”’: ‘Happiness resides in creation. The philosophy of
Poetism does not regard life and a work [of art] as two distinct things. The meaning
of life is a happy creation: let us make our lives a work [of art, a creation], a poem

following: ‘The Influence of Russian Theatre on Art Scene’ (Jindfich Honzl, 1924), ‘Russian
Constructivism’ (Karel Teige, 1924), ‘Modern Architecture’ (Theo van Doesburg, 1924), and
‘Painting, Photography, Film’ (Laszl6 Moholy-Nagy, 1925). See ibid., pp. 96-9.

® Karel Teige, ‘Poetismus’, Host, 3 (July 1924), 197204, reprinted in Avantgarda zndmd a nezndmd
(The Known and Unknown Avant-Garde), ed. Stépan Vlasin, 3 vols. (Prague: Svoboda, 1970-72), i
Od proletarského uméni k poetismu: 1919-1924 (From Proletarian Art to Poetism: 1919-1924)
(1971), 554-61 (pp. 554-5). Page references here and below are to the 1971 reprint. All translations
from Czech sources are mine, unless stated otherwise.

" Ibid., 558.
® Ibid., 560.

9 Karel Teige, ‘Manifest poetismu’, ReD, 1/9 (June 1928), reprinted in Avantgarda zndmd a nezndmd,
ed. Vlasin, ii: Vrchol a krize Poetismu: 1925-1928 (The Peak and the Crisis of Poetism: 1925-1928)
(1972), 557-93 (p. 591). Page references here and below are to the 1972 reprint.
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well organised and lived through, which satisfies amply our need for happiness and

poetry. 10

Teige’s views on art were underpinned by Marxist materialism, which,
however, is not entirely consistent with the emphasis on sensual pleasures,
entertainment, and happiness. Teige tried to reconcile this opposition by proposing a
dialectical relationship between ‘Poetism’, representing imagination, irrationality,
and playfulness, and ‘Constructivism’, representing logic, rationality, and
discipline.’ Teige’s pair of Constructivism and Poetism is analogous to Marx’s pair
of ‘base’ and ‘superstructure’. Nonetheless, this theoretical model is not without

problems; as Peter Zusi explained:

Teige’s image compulsively reproduces the fate of Marx’s: it slips from an expression of
dialectical unity to one of static dualism [...] of structure and ornament. Through such
slippage, the second element (Poetism, or for Marx, the superstructure) appears not as the
dialectical counterpart and completion of the first but rather as something supplemental,

unnecessary, or parasitic.?

In any case, Teige reacted against what he saw as the anaemic, spirit-
dominated art and culture of the past, as is apparent from the following statement:
‘Poetism liquidates the discord between body and spirit, it knows no difference
between bodily and spiritual art, between higher and lower senses. Here the Christian
and ascetic dictatorship of spirit comes to an end.’*® The ‘new’ art was not to be
metaphysical, transcendent, elitist, complicated, speculative, and intellectual. On the
contrary, it should be earth-bound, empirical, sensual, popular, accessible, and
entertaining. Therefore, Poetism drew inspiration (in terms of both form and content)
not only from ‘low’ art forms of popular urban culture, but also from phenomena of
everyday life, which would commonly be excluded from art (in the conventional
sense of the word). As Esther Levinger has noted, Teige’s notion of art comprised

‘all human activities, whether writing love letters, doing acrobatics, gardening, or

% 1bid., 592.
u Teige, ‘Poetismus’, 560-1.

12 peter A. Zusi, ‘The Style of the Present: Karel Teige on Constructivism and Poetism,’
Representations, 88/1 (2004), 102—-24 (p. 116).

13 Teige, ‘Manifest poetismu’, p. 592.
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cooking’, and even work that would ‘resemble artistic activity by being free and
gamelike.’14 Quoting Teige’s article ‘Pozor na malbu’ (‘Beware of Painting’),
Levinger further explains that Poetism’s shift of emphasis towards everyday

experience was paralleled by recourse to corporeality and sensuality.

[TThe Devétsil artists endeavored to arouse an awareness of everyday experience that
represented the merger of art and life. They imagined that they could reawaken and reeducate
the senses so that people could fully enjoy all sensory data — all sights, sounds, smells, tastes,
and touches — but especially sight, for art was all around them, in ‘colorful flowerbeds,
posters, flags, road signs, sports clothes, the colored animation of dancing halls, popular

festivities, and fairgrounds [...] ballet, film, games of reflections, fire-works, parades, and

carnivals.’™®

Teige’s concept of ‘poetry for the five senses’ (among which the visual
element was the most prominent) found manifestation in the so-called ‘picture
poem’, combining the elements of poetry, typography, collage, and photomontage.*
Teige also demanded that art should make use of all the modern media and
technologies. He was particularly fascinated by the artistic potential of film.
Unfortunately, financial constrictions prevented Teige and Nezval from realising
some of their ‘film poems’ (surviving in the form of written scenarios) in which they

sought to transfer the principles of ‘picture poems’ into a new medium."’

Jazz was for music what cinema was for visual art. Both brought new
technological possibilities and encapsulated a modern, twentieth-century sensibility.

These points were made in E. F. Burian’s 1928 book Jazz:

[T]here is no more jazz-like form [of art] than film and no more film-like music than jazz.
[... The two have in common] above all their narrative and formal concision. Jazz, like film,
cannot tolerate any impediments to temporal, emotional, and rhythmic shortcut [...which]

resonate[s] with the nervous haste and rich beauty of rhythmical moments in twentieth-

14 Esther Levinger, ‘Czech Avant-Garde Art: Poetry for the Five Senses’, The Art Bulletin, 81. 3
(1999), 513-32 (p. 513).

> Ibid., p. 528. Levinger quotes Teige’s article ‘Pozor na malbu’ (‘Beware of Painting’) published in
Karel Teige, Stavba a basern: uméni dnes a zitra 1919-1927 (Construction and Poem: Art Today and
Tomorrow 1919-1927) (Prague: Vanék a Votava, 1927), 107, translation Levinger’s.

1% Ibid., p. 513.

17 Esther Levinger, ‘Karel Teige on Cinema and Utopia®, The Slavic and East European Journal, 48/2
(Summer, 2004), 247-74 (p. 258).
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century life. [...] Jazz and film [...] are not without influence on other art forms. Their
brevity, entertainment, and topicality [... finds] counterparts in theatre [...] and in social life

(dance, clubs, and sports).*®

Burian suggested that the genre best suited for the Zeitgeist of the twentieth century
was revue, in which he saw not only a kind of modern-day ‘Gesamtkunstwerk’,

combining music, dance and theatre, but also a parable of the modern world:

Revue with its girls is not the product of hyper-philosophical and emotionally over-exposed
[pre-war] years. Its origin goes hand in hand with jazz and film. Machines, skyscrapers,
modern sports, revue, jazz, girls, stock exchange and the class struggle. The noise of
highways and the humming of millions of talking people. The orchestras of automobiles and
factory sirens. The duets of aeroplanes and reflectors. A 24-hour, 365-day revue with

hundreds and thousands of numbers.°

In Teige’s thought, the characteristic features of the modern industrial age
(such as speed, dynamism, functionality, precision, and so on) were correlated with
physical culture and sports. All this came together under the category of ‘poetry for
corporeal and spatial senses (a sense of orientation, speed, spatial-temporal
movement)’, which comprised ‘sport and its various kinds: automobility, aviation,

tourism, gymnastics, acrobatics’.® Teige continues:

The hunger for records, inherent to our mentality, is satisfied by athletics, the passion of
victory bursts out in football matches together with the joy of teamwork, with the feeling of
tensive harmony, precision and coordination. The poetry of sport [...] develops all senses; it
yields a pure sensation of muscular activity, the pleasure of bare skin in the wind, the beauty

of physical exaltation and intoxication of the body.*

‘Physiological’ Music: Sports, Dance, and Theatre

Because of the correlation of musical rhythm with bodily motion, music is very well

suited for appealing to the body, which is one reason why Devétsil artists were

'8 Emil Franti$ek Burian, Jazz (Praha: Aventinum, 1928), pp. 64-5.
Y Ibid., p. 57.
% Teige, ‘Manifest poetismu’, p. 589.
2! Ibid., pp. 589-90.
38



fascinated by jazz. E. F. Burian described jazz as an art born of ‘the joy drawn from
movement and lively rhythm’.??> This common view of jazz was underpinned by
equally widespread stereotypical assumptions about its ‘Negro’ progenitors: ‘Dance
and dance again is the basis of the spiritual life of these primitives. One could say

they live through movement.’?

Another manifestation of the preoccupation with physical movement can be
seen in musical works inspired by sports. A pertinent example is Martini’s
commentary on his orchestral Half-time published in the German journal Anbruch
following the piece’s premiere in Prague during the 1925 festival of the International
Society of Contemporary Music (ISCM). Martina presented the work as a
‘continuation of the new musical expression, as indicated by Stravinsky’ and a
‘reaction against Impressionism, sentimentality and [...] the metaphysical
explanations of music’.* While warning that the piece should not be understood as a
literal, mimetic representation of a game of sports, Martint claimed Half-time was
supposed to express ‘the joy of a moment [...] the fascination with power, health,
movement [...] the joy of discovering and fighting [and] the stormy life of
boulevards.’® Nonetheless, he insisted that the piece is to be ‘conceived of in purely
musical terms’, as an essay on the ‘problems of rhythm and construction’.?®
Arguably, Half-time is conceptually related to Honegger’s symphonic movements
Rugby or Pacific 231. Another example of similar tendencies in Czech music is the

‘symphonic allegro’ Start by Pavel Botkovec.

From the perspective set by Teige, music is of less interest as an autonomous
art form than as a combination of music and dance. A characteristic example of an
experimental multi-media art project incorporating the element of ‘poetry for
corporeal and spatial senses’ is the so-called Alphabet (Abeceda), which involved

short poems by Nezval (each inspired by a particular letter), music by Martind,

22 Burian, Jazz, 18.
2 |bid., 32.

* Bohuslav Martinii, ‘Half-time’, Anbruch, 7/5 (1925), 292-3 (p. 292). All translations from
Martin’s German article are mine.

2 bid.
2 1hid.
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choreography by Milada (Mil¢a) Mayerova (reminiscent of Rudolf Laban’s dance
‘alphabet’), and typography by Teige (incorporating photographs of Mayerova’s
choreography).?’

Comments on the ‘physiological’ effect of art in general and music in
particular appear time and time again in Czech avant-garde discourse; the term
‘physiological music’ (‘fyziologickd hudba’) is sometimes encountered when music
is considered as part of a unity of music, dance, and theatre. The composer Isa Krejé¢i
elaborated on this idea in an article entitled ‘ProC je balet tak aktuelni?’ (‘Why is
ballet so appealing?’).® He argued that developments in contemporary art had
‘shaken the very basis’ of conventional theatrical art forms, which could no longer
be based on dramatic content and ‘factual logic’; the solution to the problem, Krej¢i

believed, lay in the creation of a new genre, based on the idea of ‘pure ballet’:

Nezval, Cocteau and Ribemont-Dessaignes [have created] an essentially new genre of stage
art: a stage poem, illogical in its factual meaning, logical only in its form. Such a poem is not
one of verse but that of stage movement, sound and decorations. [...] It sufficed to realise the
idea of pure ballet [...] a physiological and purely formal music [and] musical stage [...].
Ballet [...] offers an escape from the factual logic of drama to the purely artistic logic of
form, which, however, is not to be dead and devoid of effect; on the contrary, it derives its
collective scenic effect from its physiological appeal: that is, from the appeal of the body and

motion.?

Whereas Krej¢i makes reference to French artists, other commentators
associated the notion of physiological music with the developments in Russian
theatre. E. F. Burian suggested that the visions of Russian theorists of theatre
Aleksandr Tairov and Vsevolod Meyerhold paradoxically came to fulfilment in the
dances of ‘girls’ in American revues, in which Burian saw the synthesis of the

‘primitive’ roots of dance (he drew a parallel with African row dances) and the

%7 See Matthew S. Witkovsky, ‘Staging Language: Miléa Mayerové and the Czech Book “Alphabet™,
The Art Bulletin, 86/1 (Mar., 2004), 114-35. See also Malynne M. Sternstein, The Will to Chance:
Necessity and Arbitrariness in the Czech Avant-Garde from Poetism to Surrealism (Bloomington:
Slavica Publishers, 2007), p. 98.

% [3a Kreji, ‘Pro¢ je balet tak aktuelni?’, Rozpravy Aventina, 3 (1927-28), 159, quoted in Josef Bek,
Avantgarda: ke genezi socialistického realismu v ceské hudbé (Avant-garde: Towards the Genesis of
Socialist Realism in Czech Music) (Prague: Panton, 1984), p. 181.

2 bid.
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discipline, machine-like precision, and coordination of modern sports, gymnastics,
and industrial production.*® Meyerhold and Tairov were also invoked by Czech
theatre director and theorist Jindfich Honzl (1894-1953), one of the founding
members of Devétsil, who repeatedly referred to the physiological effect of music in
his enthusiastic article about the ‘Moscow State Jewish Theatre’ (also known as
Moscow Yiddish Theatre and under the acronym GOSET).* Like Krej¢i, Honzl
emphasised the dominance of music and movement over text and dramatic meaning:
‘In the Jewish Theatre [GOSET], there is no theatre without music. [...] It is in music
— more so than in a poetic text — that theatre finds a backbone [and] impetus for
scenic action.”*? Honzl commented on the intensive relationship between music and
bodily movement under the directorship of Alexander Granovsky, and marvelled at
the resulting spectacle, characterised by primitive carnality, grotesqueness, and

Jewish otherness:

Granovsky is a director of rhythmically deformed gesture, which eludes natural neural and
muscular development; [his choreography] possesses neither the beauty of Tairov’s dance
evolutions, nor the refined and fully developed gesture of Meyerchold’s biomechanics — it
falls into shunts, jerky movements, [and] spasmodic halts that are unrelated to each other,
except through their rhythmic succession [...] determined by musical accompaniment. [...]

The rhythmicising aspect, irrespective of [natural] rhythms of the bodily organism,

[...imposes] the rhythm of instrumental music upon physiological processes [...].%

The notions of physiological music and ‘poetry for corporeal and spatial
senses’ are highly relevant to the striking emphasis on rhythm in Haas’s
compositional technique. Haas often uses rhythm as a means of conjuring up (even
in the absence of a stage with actual dancers or actors) the image of the body in
motion, which is very often subjected to grotesque exaggeration and distortion.
These issues will be discussed in Chapter 2, where | will identify a recurrent topic of

‘eccentric dance’, which appears throughout Haas’s oeuvre. Haas also uses rhythm

%0 Burian, Jazz, p. 57.

3! Jindfich Honzl, ‘Statni Zidovské komorni divadlo v Moskve’ (‘Moscow State Jewish Theatre’),
ReD, 1/2 (1927-28), 73-6. See also Judith Zivanovic, ‘GOSET: Little-known Theatre of Widely
Known Influence’, Educational Theatre Journal, 27/2 (1975), 236-44.

%2 Honzl, ‘Statni zidovské komorni divadlo v Moskvé’, p-75.

% Ibid., pp. 75-6.
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in a more abstract, or perhaps Constructivist manner. In Chapter 4, I will explain
ways in which rhythmic and metric procedures shape the formal structure of entire

movements of Haas’s instrumental works.

It is open to question whether Haas attached any importance to the
stereotypical association (exemplified by Honzl’s above quoted article) of the Jewish
body with awkward movements and distorted features (imagery which frequently
possesses anti-Semitic connotations).** Relevant to this issue is my discussion in the

Introduction of the composer’s interest in Solomon An-sky’s The Dybbuk.

Everyday Art: Teige, Cocteau, and Les Six

Teige himself seldom referred specifically to music. However, as early as 1922 he
co-authored, along with Jifi Svoboda, an article entitled ‘Musica and Muzika’, which
effectively brought into Czech discourse the essential ideas articulated in Jean
Cocteau’s 1918 manifesto Cock and Harlequin.® Like Cocteau, Teige and Svoboda
employed iconoclastic, anti-academic rhetoric. The Latin term ‘musica’ in the title
refers to the music supposedly marked by the academicism, snobbism, and elitism of
pre-war arts and culture. Its vernacular counterpart ‘muzika’ denotes the music of
‘the people’.36 ‘Muzika’ can be heard ‘in the café, in the restaurant, in the cinema, on
the street, in the park, in the Sunday dance hall, at the Salvation Army parade’ or at
sports events;® it is ‘passionate, [...] richly colourful, strongly moving, [...]
emotional, and immediately appealing’;*® its genres include ‘rag-time, jazz-band,
[...] fox-trot, shimmy, exotic music, couplet [popular song], cake-walk, music in

cinema, [and] operetta’.>® Music of the future, the authors believe, should engage

% See Sander Gilman, The Jew’s Body (London: Routledge, 1991).

% See Jif{ Svoboda and Karel Teige, ‘Musica a muzika’, Zivot, 2 (1922), 86-9, reprinted in
Avantgarda znamda a nezndmd, i, 405-12. Page references here and below are to the 1971 reprint.

% Given his Marxist conviction, Teige used ‘the people’ (‘lid’) interchangeably with ‘proletariat’.
This ideological agenda differentiates Teige from Cocteau, who — despite his opposition to cultural
conservatism — employed nationalist (and thus more right-wing) rhetoric.

%7 Svoboda and Teige, ‘Musica a muzika’, 407; the reference to sports is made on p. 409.
% Ibid., p. 406.
* Ibid., p. 408
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with these rejuvenating resources. Drawing on his own area of expertise, Teige asks:
‘Why should music resist new, academically unsanctioned instruments — jazz-band,
accordion, the barbarian barrel organ, etc. — when architecture happily makes use of

the advantages of modern materials?”*

Teige and Svoboda invoke French avant-garde composers as the pioneers of
this new direction. Erik Satie is introduced as an influential ‘comedian, humourist,
and primitivist’.*" Igor Stravinsky is celebrated for his ‘love for the vulgar and the
profane’ that made him ‘lead modern music [...] towards exoticism in its modern,
cosmopolitan sense’.*? Georges Auric is described as a lover of ‘musical caricature’
who seeks all that is ‘grotesque and merry’ and the author of the ‘modernist foxtrot
Adieu, New York! as well as other pieces that could be played on a barrel organ’.*”®
Arthur Honegger and Darius Milhaud are also briefly mentioned. In the article’s
conclusion, the authors lament the ‘conservatism, foolishness and narrow-
mindedness’ of Czech critics, who ‘a priori reject such music [...] fearing its bold

innovations’.**

The most comprehensive summary of the aesthetic programme surrounding
Les Six can be found in the pamphlet entitled Mlada Francie a ceskda hudba (Young
France and Czech Music), published in 1938 by the pianist and publicist Vaclav
Holzknecht as a (somewhat belated) manifesto of the Music Group of Manes.*
Holzknecht’s characterisation of the music of ‘Young France’, by which he refers to
Satie and Les Six, draws heavily on Cocteau’s Cock and Harlequin. This is
immediately apparent in Holzknecht’s comments on Satie, echoing Cocteau’s
portrayal of this composer as the father-figure who delivers French music from the
grip of Wagnerism and Impressionism through a paradoxical mixture of

(neo)classicism and everyday art:

0 Ibid.
* Ibid., p. 410.
*2 Ibid.
* Ibid., p. 411.
“ Ibid.

* Vaclav Holzknecht, Mladd Francie a ceskd hudba (Young France and Czech Music) (Praha:
Melantrich, Brno: Pazdirek, 1938).
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In the time of Impressionist indulgence in chromaticism, misty colours, obscured lines, and
vagueness of form, [Satie] required diatonicism, and solid contours, and perfect form.
Contrary to aristocratic subjectivism, [he] wanted pure and objective music. [...] Besides, he
had a sense of the humour of everyday life. [...] He was one of the first to compose utility
music for cafés in the style of American songs. In his ballet Parade [...] he introduced the

atmosphere of circus, music-hall, machines, and exotic primitivism.“®

Holzknecht’s description of Les Six is essentially a catalogue of topoi, most of

which are familiar from the context of Poetism:

One of the characteristic features of their art is sensuality. They have infinite love for life.
[...] Contrary to the exclusive world of the Impressionists, they want music which is popular,
rhythmical and lively. They assimilate Spanish and American dances. They search for the
country, the idyll, pastoral simplicity and charm; they compose [...] concerts with
harpsichord to pay homage to Couperin. [...] They do not hide from the present time in the
past or the future. On the contrary, they find it supremely beautiful. They have found new
miracles in Chaplin’s grotesques [slapsticks], they go to see clowns in the circus, and they
love the elusive adventures of music halls. [...] Jazz opened up for them the adventures of
distant places. They like its noisy sound, raw rhythms, and nostalgic melodies. [...] They
dream about the black Haarlem, New York, and transatlantic travels. [...] Picasso taught
them the beauty of [...] harlequins [...]. The world of commedia dell’arte is revived with

new colours [...]. They are excited by modern machinery [... and] sports.*’

Neoclassicism, Constructivism, Purism

In Czechoslovakia, unlike in France, the term Neoclassicism was not elevated to an
over-arching stylistic category. Throughout the inter-war era, it remained one of
many overlapping and more or less interchangeable categories, such as everyday art,
Constructivism, and physiological music. Holzknecht’s generic designation ‘Young
France’ in the title of his pamphlet indicates that he refers to a set of diverse, albeit
interconnected tendencies, rather than a unified style. He only used the term
Neoclassicism with reference to Isa Krej¢i, who wrote a number of compositions in

classicising small instrumental forms and the opera Antigona on Sophocles.*® From

*® Ibid., pp. 3-4. Italics mine.
*" Ibid., pp. 4-5. Italics mine.

“® Ibid., pp. 12-3.
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the perspective of the Devétsil avant-garde, the question of a relationship with the
past — classical or not — was less important than the search for resonance with
contemporary reality and the Marxist revolutionary project. Indeed, many would
have dismissed the notion of a return to the past as reactionary academicism.

Of course, this problematic position of Neoclassicism — a notion coined in
French discourse — in Czechoslovak discourse is partly due to the difference of
cultural and political context. However, the concept of musical Neoclassicism is
inherently problematic already in the French context. The term’s literal meaning is
much narrower than the variety of tendencies it has come to represent. Scott Messing
has traced the origins of the generic characteristics which gradually became
submerged in the rhetoric of Neoclassicism (‘simple, straightforward, objective,
pure, concise’) to the language used during and immediately after the First World
War to describe the works of ‘artists associated with cubism — Picasso, Braque, and
Delaunay — and the poetry of Apollinaire and Cendrars’.*® Furthermore, since such
avant-garde art, as Messing himself observed, ‘bore no relationship to the past’, it is
open to question to what extent the engagement with the ‘classical’ tradition is a
salient feature of Neoclassicism. It appears that there was a mutually convenient
alliance in the inter-war era between the tendency to return to pre-nineteenth-century
‘classical’ roots (which, in France, had strong nationalist overtones) and the avant-
garde hunger for ‘new’ art, the common enemy being the (German) ‘decadent’ art

and culture of the fin-de-siécle.

Another problem is that the current understanding of Neoclassicism as a
musical style based on play with the conflicting elements of tonal and post-tonal
syntax is extrapolated almost exclusively from the music of Stravinsky. The music of
Satie and Les Six is frequently associated with Neoclassicism, but the term
nonetheless seems too ‘tight’ to include the variety of tendencies these composers
represent. This problem is apparent already in Cocteau’s paradoxical association of

Neoclassicism with everyday art and Dada (encapsulated in the work of Satie).

For these reasons, it is not viable to assume that Neoclassicism was

‘transferred’ from France to Czechoslovakia as a monolithic style specific to music,

* Scott Messing, Neoclassicism in Music: From the Genesis of the Concept through the
Schoenberg/Stravinsky Polemic (Rochester: University of Rochester Press, 1996), p. 108.
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because there was no such thing to begin with (the ‘classicising’ tendencies in the
music of Stravinsky, Satie, Ravel, and others were qualitatively too different from
each other to constitute a coherent musical style). However, as | will demonstrate,
Czech composers and musicians were familiar with the cluster of associated ideas
that floated around as a subset of a broader international and interdisciplinary avant-

garde discourse.

| argue that the writings of Karel Teige played an important mediating role.
In Teige’s thought, ‘classical’ qualities such as rational order and economy of means
were encapsulated in the notion of Constructivism — the dialectical counterpart of
Poetism. Thus, these tendencies were not necessarily associated with the virtues of
past styles but rather with the values and merits of the modern, industrial age.
Besides, the aesthetic preferences of Neoclassicism and Constructivism also overlap
partially with those of Purism, which was well known among Czech architects and
visual artists.®® The notion of Purism was introduced in the journal L’Esprit
Nouveau, edited between 1920 and 1925 by the poet Paul Dermée, the painter
Amédée Ozenfant, and the architect Charles-Eduard Jeanneret (better known under

the pseudonym Le Corbusier).*

In their 1920 manifesto of Purism, Ozenfant and Jeanneret claimed: ‘One of
the highest delights of the human mind is to perceive the order of nature and to
measure its own participation in the scheme of things; the work of art seems to us to
be a labour of putting into order, a masterpiece of human order [.. .].’52 The authors
further argued that the ‘order’ they invoked was the same as that underpinning
Classical architecture. As David Batchelor observed, Purist works were supposed to
> 53

represent ‘a modern development of the Classical tradition of ancient Greece’.

Interestingly, the Purists also believed that the same aesthetic ideal manifested itself

%0 See Karel Honzik, Ze Zivota avantgardy: zdZitky architektovy (From the Life of the Avant-Garde:
An Architect’s Experience) (Praha: Ceskoslovensky spisovatel, 1963), pp. 26—32.

°! David Batchelor, ““This Liberty and this Order”: Art in France after the First World War’, in
Realism, Rationalism, Surrealism: Art between the Wars, ed. Briony Fer, David Batchelor, and Paul
Wood (New Haven: Yale University Press, in association with the Open University, 1993), 2-85 (p.
19).

%2 Amédée Ozenfant and Charles-Eduard Jeanneret, ‘Purism’, L Esprit Nouveau, 1 (1920), quoted in
David Batchelor, ““This Liberty and this Order”: Art in France after the First World War’, p. 19.

% David Batchelor, ““This Liberty and this Order”: Art in France after the First World War’, pp. 24—
5.
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in ‘Negro’ sculpture and modern industrial production. Figure 1.1 shows a page from
L’Esprit Nouveau where the works of Gris and Seurat are compared to ‘Negro’ art

and classical Greek art (all labelled as ‘good’) and contrasted to works by Rodin and

Monet (both dismissed as ‘bad’).

Figure 1.1: L’Esprit Nouveau, 1 (1920), p. 45; shown as Plate 22 in Batchelor, ‘““This Liberty and
this Order”: Art in France after the First World War’, p. 25.

Si Claude Monet est déja périmé, ¢’est qu'il a méconnu la
physique de la plastique. Rodin idem.
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The comparison shown in Figure 1.2 is intended to illustrate the claim that the

development of automobiles’ design, like that of Greek architecture, has historically

. . . . . 4
volv W v u )
evolved towards ever more ‘purified’ form, stripped of inessential ornamentation °

* Ibid., pp. 26-7.
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Figure 1.2: L’Esprit Nouveau, No. 10 (1921), pp. 1140-1. Shown as Plate 24 in Batchelor, ‘“This

Liberty and this Order”: Art in France after the First World War’, p. 27.

Parstuy, de 600 @ 550 av, J.-C

a I'établissement de standarts pour affronter
le la perfection.

I 2 non est un produit de sélection appliquée a un
standart établi. Depuis déja un siécle le temple gree était

canise dans tous ses éléments.

Lorsqu'un standart est établi, le jeu de la concurrence im-
mediate et violente s’exerce. C'est le match ; pour gagner, il
re mieux que Padversaire dans toutes les parties, dans la
+ 'ensemble et dans tous les détails. C'est alors I'étude
e des parties. Progres.

Cliché de La Vie Automobile. HumpenT, 1907,

Cliché Albert Morancé. PARTHENON, d: 447 ¢ 434 av. J.-C.

Le standart est une nécessité .

Le standart s’établit sur des bases certaines, non pas arbi-
trairement, mais avec la sécurité des choses motivées et d’une
logique contrdlée par I'expérimentation.

Tous les hommes ont méme organisme, mémes fonctions.

Tous les hommes ont mémes besoins.

Le contrat social qui évolue a travers les ages détermine des
classes, des fonctions, des besoins standarts donnant des pro-
duits d‘usagp standart.

La maison est un produit nécessaire & I'homme.

Devace, Grand-Sport 1921

The discourse of ‘structure’ and ‘ornament’, which harks back to Adolf
Loos’s 1908 essay ‘Ornament and Crime’, can also be found in Cocteau’s criticism

of Impressionism in Cock and Harlequin:>

Enough of clouds, waves, aquariums, water-sprites, and nocturnal scents; what we need is
music of the earth, every-day music. Enough of hammocks, garlands, and gondolas; | want
someone to build me music I can live in, like a house. [...] Machinery and American
buildings resemble Greek art in so far as their utility endows them with an aridity and
grandeur devoid of any superfluity. But they are not art. The function of art consists in
seizing the spirit of the age and extracting from the contemplation of this practical aridity an

antidote to the beauty of the Useless, which encourages superfluity.

*® See Adolf Loos, ‘Ornament and Crime’, in Programs and Manifestoes on 20th-Century
Architecture, ed. Ulrich Conrads (Cambridge, Mass: MIT Press, 1970), 19-24.

% Jean Cocteau, ‘Cock and Harlequin’, in A Call to Order: Written between the Years 1918 and 1926
and Including Cock and Harlequin, Professional Secrets, and Other Critical Essays, trans. Rollo H.
Myers (New York: Haskell House Publishers Ltd, 1974), 8-82 (pp. 19, 21-2).

48



Referring specifically to music, Cocteau emphasised the importance of rhythmic and
melodic clarity and simplicity. This passage is also indicative of the anti-academic
stance common to Cocteau and Teige, the preference of sensual and physical

experience over intellectual contemplation.

In music, line is melody. The return to design will necessarily involve a return to melody.
[...] Satie teaches what, in our age, is the greatest audacity, [that is] simplicity. [...] he
clears, simplifies and strips rhythm naked. Is this once more the music on which, as
Nietzsche said, ‘the spirit dances’, as compared with the music ‘in which the spirit swims’?

Not music one swims in, nor music one dances on; MUSIC ON WHICH ONE WALKS.%’

The Binary Vocabulary of Neoclassicism

As is apparent from Table 1.1, which summarises the vocabulary used in the sources
cited in this chapter, the discourse of Neoclassicism was predicated on a string of
correlated binary oppositions, including aesthetic, philosophical, and ideological
categories, metaphorical language referring to the body and health, and examples

from across artistic disciplines.

As Scott Messing has demonstrated, the aesthetic values and qualities
associated with Neoclassicism were defined largely by negation of what was seen as
the characteristic features of fin-de-siecle music, arts, and culture. Clarity, concision,
simplicity, sobriety, purity, and order of objective construction were seen as
preferable to confusion, excess, over-refinement, delirium, obscenity, and chaos of
subjective expression.”® Messing also showed that these binaries were strongly
correlated with rhetoric of nation and race. Neoclassicism was an attempt to recover
the true and healthy spirit of French art and eliminate the influence of deceptive and

degenerate German art, represented primarily by the work of Richard Wagner.>®

It is intriguing that Teige and Cocteau used opposing ideological agendas to
justify a focus on everyday art. For Cocteau, ‘low’ art represented the uncorrupted

roots of French national culture. Teige, due to his Marxist world-view, saw ‘low’ art

%" Ibid., pp. 17-8, emphasis in the original.
%8 Messing, Neoclassicism in Music, pp. 1-2.

* Ibid., pp. 117-27.
49



as the basis of proletarian culture. In Cocteau’s case, the preference for earthly,
everyday art ‘built to fit man’ was directed against the supposed metaphysical
academicism and Teutonic titanism of Wagner (and German art in general); Teige
put forward a similar aesthetic programme in his call for Materialist, collectivist, and
accessible Marxist art of the present day, as opposed to the idealist, individualist, and

elitist bourgeois art of the past.

The pair of structure and ornament can be used to describe the aesthetic
ideals of Neoclassical music. Chromaticism is denounced as superfluous
ornamentation of diatonic structure. The linear dimension (contrapuntal lines,
melodic contours) is preferable to vertical harmonic colouring. Cocteau demanded
clearly defined shapes (music ‘to walk on’), as opposed to fluid masses of sound
(music to ‘swim in’). Any programmatic and expressive content could be regarded as

a special kind of ornament.
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Table 1.1: Vocabulary of Neoclassicism: a list of binary oppositions based on the sources cited in this

chapter.
New old
Clarity Confusion
Concision Excess .
Simplicity Refinement ) Agalns‘t
Sobriety Deliriousness fin-de-sicle
Order Chaos
Solidness Vagueness
(Neo-)Classicism Romanticism, Decadence
‘Human scale’ Titanism
Reality Metaphysics
Objectivity Subjectivity
Form Content
Absolute Programmatic
Construction Expression
Concrete (‘to walk on”) Fluid (‘to swim in”) )
Physiological effect Emotional effect Aesthetic
Music Diatonicism Chromaticism
Linearity Verticality
Rhythm
Melody Harmony / Colour
Counterpoint
Architecture Structure Ornament
Painting Line Colour
Materialism Idealism
Body Spirit Philosophical
Rationality Emotionality
True Deceptive Ideologically
Healthy Degenerate connoted
French German Right-wing

Latin, southern

Teutonic, northern

(nationalist)

Marxist

Bourgeois

Revolutionary

Reactionary

Collective

Individual

Accessible

Elitist

Left-wing
(Marxist)
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Neoclassicism in the Writings of Czech Composers

One of the earliest appearances of the rhetoric of Neoclassicism in Czech discourse
was in the articles that Bohuslav Martinii published after he took residence in Paris
in 1923. In one of these, he explains the basics of Stravinsky’s recent stylistic
orientation, which he describes as the ‘revolution of return’ (‘revoluce navratu’).
Martinti is not referring strictly to Stravinsky’s most recent ‘Neoclassical’ works;
rather, he traces the origins of the composer’s ‘new direction’ to The Rite of Spring

and Petrushka.

By renouncing all ornaments, veils of Romanticism, effeminate sensitivity of Impressionism,
and subjectivism, [Stravinsky] returns through a thoroughly natural and logical process to
absolute music, to purely musical values. [...] Against atonality, he posits clear articulation
of key. Against rhythmic vagueness and chaos, he posits rational rhythmics. Although he
enriches both [tonal and rhythmic organisation] with new combinations and possibilities, he
does so with a sense of order, thus attaining stability and formal coherence, which had been
lost in Impressionism. These are marks of a modern man who values clarity, order and

economy. His revolution is actually a revolution of return.®

Despite the apparent overlap of ideas, Martinti did not subscribe (at least not without
significant reservations) to the programmatic proclamations of Devétsil (in
Czechoslovakia) and Cocteau (in France). Believing, perhaps somewhat uncritically,
in the values of natural musicality and conscientious craftsmanship, Martint
criticised Les Six, whose music he found fashionably superficial and artistically

irresponsible (with the exception of Honegger).®:

E. F. Burian was attracted precisely to those ‘irresponsible’ experiments,
which Martini condemned, emphasising the importance of Satie and Milhaud, rather
than Stravinsky and Honegger.®* Nonetheless, even Burian occasionally added the

rhetoric of the ‘classic’ into his eclectic mix of ideas. Burian suggested that modern

% Bohuslav Martint, ‘Igor Stravinskij’, Listy hudebni matice, 413 (1924), reprinted in Domov, hudba
a svét: dentky, zdpisky, tivahy a c¢lanky, ed. Milo§ Safranek (Praha: Statni hudebni vydavatelstvi,
1966), 31-3 (p. 32).

81 See also Bohuslav Martini, ‘Sou¢asna hudba ve Francii’ (‘Contemporary Music in France’), Listy
hudebni matice, 4/9-10 (1925), reprinted in Domov, hudba a svét, 46-49. See also Bek, Avantgarda,
p. 173.

62 Bek, Avantgarda, p. 175.
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jazz, represented by the orchestra of Paul Whiteman for example, possessed
‘Mozart’s and Haydn’s lightness of invention’ and was capable of ‘creating a form
of supreme absolute clarity and pure Mozartian texture’.®® Burian further drew a
parallel between the use of minuet in eighteenth-century classical music and the use
of modern dances in contemporary compositions. In this context, he even invoked
Bediich Smetana, the ‘classical’ father-figure of Czech music: ‘No composer would
have more passion for foxtrot than Smetana, who understood the dance rhythm of his

time [...]."%*

Arguably, such references to elements of dance music in the classical
repertoire served mostly to legitimise the use of modern popular dances, the
significance of which was primarily cultural-critical and ideological. In Burian’s
view, the awkward movements of the Charleston subverted the neat elegance of old-
fashioned social dances, thus making an ideological statement against the
hypocritical manners of decadent bourgeois society. An element of social equality
was seen in the (supposed) popularity and accessibility of modern dances across all
social classes. Modern dances connoted joy, optimism, physical and mental health;

they were supposed to be an instrument towards the creation of a Marxist utopia.®®

In his 1936 article entitled ‘Hudba lehk4 a vazna’ (‘Light Music and Serious
[Art] Music’),®® which appeared as a contribution to a broader debate in the journal
Tempo about popular music and its supposed negative effects on the taste of the
masses, Haas, too, tried to justify the engagement with jazz and other ‘light” musical
genres in contemporary art music by pointing out the precedents of similar practices
in the classical tradition, although he was not concerned directly with the problem of
Neoclassicism and did not bring any ideological agenda into his discussion:

Light music is not an invention of our century. It existed in pre-classical, as well as the
classical era and it has its own pedigree. Like serious music, it has its good and bad authors.

[...] [S]urely, I am not saying anything new when I point out that there are a number of

% Burian, Jazz, pp. 26-7.
* Ibid., p. 26.

® Ibid., pp. 40-4.

% Pavel Haas, ‘Hudba lehka a vazna’ (‘Light Music and Serious [Art] Music’), Tempo, 15/8 (1936),
90. The term ‘vazna hudba’ (literally ‘serious music’) is the Czech equivalent of the German term
‘ernste Musik’.
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beautiful, artistically valuable and remarkable hits. Jazz music [...] has also influenced the
development of serious [art] music, especially in terms of polyrhythmics. Jazz influences
penetrate into the motoric movements of modern suites, partitas, and symphonies. [Haas’s
own 1935 Suite for Piano (discussed in Chapter 3) is a pertinent example.] This
phenomenon, however, does not only appear in contemporary music. In the classical and pre-
classical period, too, idealised social dance had its place in serious [art] music. Indeed,
popular (not folk!) tunes often became the themes for variation movements.®’

A noteworthy attempt to outline the reform of art music in terms of Teige’s

ideas and ‘graft’ the notion of Neoclassicism on this conceptual basis was made by

ISa Krej¢i in his 1928 article entitled ‘Ponéti modernosti v dnes$ni hudbé’ (‘The

Notion of Modernity in Today’s Music’).68 Echoing Teige’s claims, Krej¢i rejected

the old (Romantic) ‘content’-dominated ‘tendentious’ art and proposed instead art

which was to be ‘pure’ and ‘functional’ (devoid of ‘extra-musical content’, based on

‘solid craftsmanship’), ‘physiological’ (appealing to the body), ‘collective’ (in the

sense of Marxist ideology), and ‘modern’ (anti-academic, ‘stemming from and

designed for today’s reality’).®® Finally, Krej&i forged a link between the above

outlined tendencies and classical music:

Thinking of these requirements, their proximity to the tenets of classical music becomes
apparent. It [music of the classical period] also wanted above all to be a good craft, pure
music, it also drew on contemporary popular music, its ideals being functionality and
clarity.”

Significantly, the term Neoclassicism comes with a caveat highlighting the necessity

of relevance to contemporary cultural reality:

We strive for neoclassicism, which, however, has nothing to do with any kind of
academicism. On the contrary: the present day has found its own tempo of life, its meaning,

its style. Modern art should fully absorb the [present] time [in order to] give rise to works

57 1bid.

% [3a Krejéi, ‘Ponéti modernosti v dnesni hudb&’, Rozpravy Aventina, 3/8 (1927-28), p. 97.

% bid. Although Krejéi’s term ‘G&elny’ translates literally as ‘purposeful’, the adjective ‘functional’
seems to be more suitable, especially since this whole idea is clearly derived from Teige’s notion of
‘constructivism’, which found its ultimate manifestation in ‘Functionalist’ architecture.

0 bid.
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that are endowed with contemporary appeal or even popularity as much as they are invested

with valuable content.””

Krej¢i did not discuss the compositional-technical details of this non-
academic musical Neoclassicism, apart from stating that it should be ‘essentially
diatonic and rhythmic’ (to ensure its ‘physiological’ appeal), and it should draw on
the ‘lively themes and forms of modern dances’ (as opposed to the ‘dead’ material of
‘academic’ music).’® A more detailed characterisation of musical features associated
with Neoclassicism can be found in Holzknecht’s Young France and Czech Music
(which mostly reiterates Cocteau’s claims). According to Holzknecht, the composers
of Les Six ‘put extraordinary emphasis on rhythm, which is partly influenced by
jazz’;”® they fight the ‘Impressionist looseness’ with the ‘sharp’, ‘terse’, and
‘attacking’ rhythm, drawing inspiration from machines (Pacific 231) and sports
(Rugby).” Essentially, Holzknecht explains, their music is not intended for
metaphysical contemplation but for bodily perception: ‘It was necessary to turn away
from music which is listened to with one’s head held in one’s hands. It was
necessary to create music that induces movement and energy. It was necessary to
return health to music.”” Holzknecht further claims that the French (unlike the
Germans) opt for economy of means and expression: rejecting formal excess, they
prefer the ‘simplicity and clarity’ of classical forms; turning away from the excess of
total chromaticism, they ‘return to diatonicism’ (which is nonetheless ‘understood in
modern terms’); at the same time, they avoid ‘monotony’ by casting conventional

material into ‘polytonal’ and ‘polyrhythmic’ combinations.”

Holzknecht also saw traces of an ‘essentially identical [aesthetic]
programme’ in the music of Hindemith, Bartok, and other non-French composers
with some variation resulting from differences of ‘cultural climate’. Thus, according

to Holzknecht, Hindemith’s ‘roughly carved forms’ are rooted in the ‘Bach-Reger

"™ Ibid. Emphasis in he original.

2 Ibid.

8 Holzknecht, Mladd Francie a Geskd hudba, p. 6.
" Ibid., p. 5.

™ Ibid., p. 8.

" Ibid., p. 6.
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German tradition’, whereas Bartok’s music is marked by °Asiatic temperament

flavoured by Slavic tunefulness.”’”’

Haas on ‘Return’ and ‘Music of the Future’

Haas commented on what he saw as anachronistic tendencies in music in his 1926
article entitled ‘O navratu’ (‘On Return’).”® He does not employ the term
‘Neoclassicism’ and his use of the term ‘return’ probably does not refer (at least not
directly) to the above-cited article by Martind, since no reference is made either to
Martint or to Stravinsky and the term has none of the positive value which Martint
attached to it. Instead, ‘return’ is regarded as a reactionary, escapist tendency which
divorces art from contemporary reality in the name of a misinterpreted idea of

‘absolute music’:

The main battle chant of these revolutionaries is: ‘Down with Romanticism!” Meanwhile,
they abandon their own lives, with which they are inseparably connected; they abandon the
present day [...] and return several generations back to live on the brains and blood of the
old masters. [They think] the influence of the life around us and all factual perceptions and
ideas [that come with it] contaminates the ‘absoluteness’ of music [...] [T]hus, they
disregard the old truth that, inside an artist, all such things are transformed into art [...].
Thus, inspiration is eliminated and all that remains is a pure [and arbitrary] musical idea, not
motivated or provoked by anything [...] [S]uch ideas are then cast into parched,

conventionalised forms and thus a piece of ‘absolute music’ comes into being.”

The basis of Haas’s hostility towards the notion of ‘return’ is clarified in his
article entitled ‘O hudbé budoucnosti’ (‘On the Music of the Future’), published
around the same time.®° Taking a Hegelian perspective, the composer argues that the
evolution of art is essentially linked with the dialectical development of what might
be called Zeitgeist, the agency of which manifests itself through the creative will of

artists. The composer goes on to sketch a dialectical model of music history:

" Ibid., p. 9.
"8 pavel Haas, ‘O navratu’ (‘On Return’), Listy Hudebni Matice / Tempo, 5/9-10 (1926), 325-7.
™ Ibid., p. 326.
8 pavel Haas, ‘O hudbé& budoucnosti’, Hudebni rozhledy, 3/3 (1926-27), 58-9.
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After the blossom of classical form comes the time of programme music, in which loose
form is dictated fully and solely by the [programmatic] subject matter. [The music of] this
era goes as far as [tone-]painting and imitation of natural sounds and thus leads to chaotic
formal disarray. It is therefore natural that such total freedom and looseness should be
followed once again by [the re-establishment of] law and its bonds. [...] After the stormy,
thundery, big orchestra [...] begins the reign of a small chamber orchestra, limited to the
essential instruments [...]. After broad and extensive symphonic compositions, aspiring to
deal with all kinds of problems (even philosophical), [resulting in] conceptual overload,
heaviness of expressive means, and tiresome length [...] appear small, minute, carefree,
parodic, and humorous pieces, which, however, only have a short life, as a result of the lack
of the right measure and discipline [on part of the composers].**

This extract makes clear that Haas understood and recognised the historical
origins of Neoclassical tendencies in music, although the anachronistic idea of
‘return’ was irreconcilable with his dialectical model, rooted in the present and
oriented towards the future. Although Haas’s music hardly ever ‘returns’ to the
conventions of musical styles of the past, my analyses in Chapters 3 and 4 will
demonstrate that much of Haas’s instrumental music nonetheless displays generic
characteristics associated with Neoclassicism, such as balance, concision, and clarity
of form, modernist treatment of essentially diatonic musical material, and emphasis
on rhythm, which becomes an important form-constitutive element.

Haas’s article implies that the historical development heads towards the ideal
of an ‘immortal’ work of musical art, which would be ‘balanced in all respects’.®
What is described here seems to be the ultimate synthesis to which the infinite series
of mutually negating theses and anti-theses points. Haas laments that, since the end
of the war, art has not come anywhere near such ideal balance; instead, it finds itself
in a state of disarray, struggling desperately to find a new direction. However, he
points out that this is after all an appropriate reflection of the time: ‘[S]ince the living
conditions in our time are so disorderly, [a piece of] balanced art would be a mere
untruthful comedy, deprived of all connection with [the actuality of] life, which it is
supposed to reflect.”® ‘And so’, the composer concludes, ‘the world turns on and on,

boiling and fermenting with infinite desire for [...] vertiginous, heavenly heights,

8 |bid. Emphasis in the original.
% Ibid., p. 58. Emphasis in the original.
% Ibid.
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without ever attaining its ultimate goal — and music awaits with anxious impatience

another master, who will create a perfect and balanced musical work of the future.’®

Of particular interest is Haas’s claim that it may be a legitimate task for art to
reflect the disarray of the contemporary world; indeed, | will argue that some of the
composer’s works do precisely that. Haas’s comment on the open-ended process of
‘boiling and fermenting’ resonates with Mikhail Bakhtin’s notion of the
‘carnivalesque-grotesque’, which I will employ in my reading of the last movement
(‘The Wild Night’) of his 1925 string quartet ‘From the Monkey Mountains’
(discussed in Chapter 2). I will also argue that some of Haas’s works, namely ‘The
Wild Night’ and the 1935 Suite for Piano (discussed in Chapter 3), use the principle
of collage to comment on the heterogeneity and disjunction of the modern world. As
the following sections explain, the principle of collage is highly relevant to Poetism

on the one hand and Neoclassicism on the other.

From Poetism to Surrealism:

Collage and Other Forms of Play with Meaning

The numerous references in Poetist works to clowns, acrobats, harlequins,
magicians, and so on can be understood as references to this idea of free play or
‘juggling’ with words and images. This ludic creation, in which everyone could
participate (or so the Poetists believed), was a way towards ‘lyrical transformation’
of mundane life.®® This is illustrated by Teige’s following claim: ‘Poetism wants to
turn life into a spectacular entertaining affair, an eccentric carnival, a harlequinade of
sensations and fantasies, a delirious film sequence, a miraculous kaleidoscope.’86 As
Levinger explains, the techniques of collage and montage became an essential means

of achieving this effect:

Devétsil considered the allegorical mode of fragmentation and montage a positive value and

regarded it as a privileged expression of modernity. [...] The whirlwind of visual metaphors

* Ibid.
8 Sternstein, The Will to Chance, p. 113.
8 Teige, ‘Poetismus’, 557.
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became a favourite device of Devétsil’s poetic language, especially in the genre they called
‘film poems’ [...]. The poems consisted of a montage of fragmented sequences strung
together by a surreal logic; as such, they clearly presented an expanded version of the
slightly earlier picture poems. Both genres, pictures and films, used the Russian Formalist
device of defamiliarization, of which the Prague artists learned first-hand from Roman

Jakobson.®’

Poetism declined towards the end of the 1920s and Surrealism became the
dominant tendency in Czechoslovak avant-garde art in the 1930s.%® Teige and Nezval
insisted that Surrealism was a natural continuation of Poetism.*® The continuity can
be seen in free play with meaning and the suspension of rational logic, motivated by
a more or less overtly subversive ideological agenda. Levinger observes that Czech
Surrealist photomontages of the 1930s and 1940s (such as those created by Teige or
Jindfich Styrsky) continued earlier ‘Poetist’ practices of the 1920s in that they, too,

‘produced meaning by the association of apparently unrelated signs’.*°

Malynne M. Sternstein has argued that Poetism, like Surrealism and Dada,
embarked on a ‘revolution in poetic language’, which in itself was part of a broader
ideological mission to subvert ‘symbolic constructions of power’ (conventions Of
signification) and thus challenge the dominant social, cultural, and political
establishment.®® Part of this ‘semantic revolution’, Sternstein explains, was the
attempt to ‘liberate the word’ from the bonds of linguistic signification. The liberated
‘word as thing’ is not merely a sign for an external object in the ‘real” world; it has

autonomous existence of its own.* Correspondingly, ‘chance encounters’ of words

87 Esther Levinger, ‘Karel Teige on Cinema and Utopia’, p. 258.

8 Following the demise of the group Devatsil in 1931, the Czech Surrealist Group was established in
Prague in 1934. An exhibition of Surrealist painting showing works by Czech as well as French
painters took place in Prague in 1932. Breton’s Second Manifesto of Surrealism was published in
Czech translation in 1930 and Breton himself gave a lecture in Prague in 1935. See Frantisek Smejkal,
‘After Devétsil: Surrealism in Czechoslovakia’, in The Czech Avant-Garde of the 1920s and 30s, ed.
Frantisek Smejkal and Rostislav Svacha (Oxford: Museum of Modern Art, 1990), 88-93 (pp. 88—89).
The translation of Breton’s manifesto was published in Vitézslav Nezval, Zvérokruh, 2 (Praha:
Ustiedni Studentské knihkupectvi a nakladatestvi, 1930), 60—74.

8 Karel Teige, ‘Od artificielismu k surrealismu’, in Zdpasy O Smysl Moderni Tvorby: Studie Z
Tricatych Let (Praha: Ceskoslovensky spisovatel, 1969), 442—68 (457).

% Esther Levinger, ‘A Life in Nature: Karel Teige's Journey from Poetism to Surrealism’, Zeitschrift
fiir Kunstgeschichte, 67/3 (2004), 401-20

% Sternstein, The Will to Chance, p. 17.
% Ibid., p. 54.
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in a poem or ‘random’ juxtapositions of images in a collage or film sequence are no

less real because of their unusual or magical quality. As Sternstein observes:

The Dada objet trouvé [“found object’] and the surrealist hazard objectif [‘objective chance‘]
both depend, in their creation and reception on their “thingness” [...] the capacity of things
to declare themselves [... In Nezval’s 1924 poem ‘Papousek na motocyklu’ (‘Parrot on a
Motorcycle’)] the curious juxtaposition of parrot and motorcycle [...] echoes [...] Comte de

Lautréamont’s strophes [...]: ‘Beautiful as the chance meeting on a dissection table of a

sewing machine and an umbrella.’%

Collage in Music: Stravinsky and Les Six

Not all of the above-described strategies of play with meaning are easily applicable
to music. Indeed, the notion of Surrealism has rarely been applied to music. Anne
LeBaron traces the problem back to André Breton’s antipathy to music expressed in
his writings and to mutual hostility between Breton and Cocteau.’* Nonetheless,
LeBaron argues that the notion of Surrealist collage may be usefully applied to

music, referencing Satie’s pioneering achievements:

Satie’s stage works [Parade and Reldche], projecting collaborative architectures of collage,
would be most representative of the transference of surrealist practices into music. Parade,
for instance — a hybrid of fresh sounds, novel technologies, and new styles — resulted in

juxtapositions that would surely appeal to a surrealist.®

It should be pointed out, though, that the principle of collage does not necessarily
have to be associated with Surrealism. LeBaron’s following distinction between

Cubist and Surrealist collage is instructive:

Collage elements in cubism principally functioned as formal units. Surrealist collage,
however, reinterpreted familiar fragments — the clichéd images of advertisements, clippings

from anatomical textbooks, illustrations from nineteenth-century pulp fiction, ephemera such

% Ibid., pp. 51-2.

% Anne LeBaron, ‘Reflections of Surrealism in Postmodern Musics’ in Postmodern

Music/Postmodern Thought, ed. Judith Irene Lochhead and Joseph Henry Auner (New York:
Routledge, 2002), 27-73 (pp. 30-1).

% Ibid., p. 30.
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as bus tickets — manipulating ready-made objects and elements into newly charged works

that conjured ‘the marvellous’.%

Many commentators have pointed out the lack of synthetic unity in
Stravinsky’s music, and consequently notions of fragmentation, collage, and
montage have been used in critical accounts of his music. Jonathan Cross, for
example, has argued that Stravinsky in his music devised means of ‘challenging the
dominant aesthetic of wholeness, connectedness, unity, continuity and directedness’
and ‘offered the possibility of an alternative, modernist aesthetic of fragmentation,
discontinuity and opposition’.97 Glenn Watkins has observed that ‘[Stravinsky’s]
personal style was [...] coined not so much through the appropriation of ingredients
from a particular historical or cultural model as through their fracture and purposeful
reassemblage: criticism of received materials becomes the modus operandi for the

. 08
creative act.’

Watkins’s use of the notion of collage sheds light on a particular aspect of
Stravinsky’s Neoclassicism: first, the ‘received materials’ subjected to ‘fracture’ and
‘reassamblage’ (note the choice of ‘Cubist’ vocabulary) may be drawn from the
realm of historical music, as well as folk music or popular music; and, second, the
play with the material is in itself more important than the concern for the ‘classical’
aesthetic values and/or the relationship with the past. These are the reasons why
Martha M. Hyde described Stravinsky’s version of Neoclassicism as ‘eclectic’ in her
seminal article on ‘Neoclassic and anachronistic impulses in twentieth-century
music’.” Framing the discussion about Stravinsky’s music in terms of collage rather

than Neoclassicism makes it clear that the distance between past and present is only

% Ibid., p. 28.
%" Cross, The Stravinsky Legacy, p. 85.

% Glenn Watkins, Pyramids at the Louvre: Music, Culture, and Collage from Stravinsky to the
Postmodernists (Cambridge: Harvard University Press, 1994), pp. 2-3.

% Martha M. Hyde, ‘Neoclassic and Anachronistic Impulses in Twentieth-Century Music’, Music
Theory Spectrum, 18 (1996), 200-35. Hyde distinguishes four strategies of ‘mak[ing] the distance
[between past and present] meaningful’, using pieces by Ravel (‘reverential imitation’), Stravinsky
(‘eclectic imitation’), Bartok (‘heuristic imitation’), and Schoenberg (‘dialectical imitation’) as case
studies. Hyde thus draws attention to the broader preoccupation with the musical past in twentieth-
century music, pointing out different ways of engagement with previous styles. Hyde draws on
Harold Greene’s theory of anachronism. See Harold Greene, ‘History and Anachronism,” in The
Vulnerable Text: Essays on Renaissance Literature (New York: Columbia University Press, 1986),
218-35.

61



one of many divides that can be ‘crossed’ and thus made ‘meaningful’.100 For
example, references to ‘jazz’ can be examined not only in terms of old / new but also

in terms of high / low, European / African-American, and so on.

The arising question is whether Stravinsky was interested in the cultural-
critical potential of such juxtaposition of culturally significant elements. Cross
suggests — with reference to T. W. Adorno — that fragmentation, discontinuity, and
eclecticism in Stravinsky’s music reflect the disintegration of cultural value systems

in the modern era.*®

Indeed, Adorno himself perceived a critical edge in
Stravinsky’s play with styles. As Stephen Hinton has shown, Adorno and Ernst
Bloch both regarded Stravinsky’s (pre-Neoclassical) Soldier’s Tale, along with Kurt
Weill’s Threepenny Opera, as an example of musical ‘Surrealism’, by which they
meant the ‘refunctioning’ of popular music on the principle of ‘montage’ for the
purposes of social critique.® However, Adorno argued that, with the beginning of
his ‘Neoclassical’ period, Stravinsky’s music lost its critical dimension (which for
Adorno was the sole justification for the use of ‘atrophied’ musical material): ‘In
Weill there is a regression, one which exposes the demonic traits of dead music [...
with its] explosive, illuminating power [... This is] a realm which Stravinsky

discovered and promptly recoiled from.”*%

Jane Fulcher has expressed a similar opinion concerning the social
conservativism of Stravinsky’s Neoclassicism. She claims that when the term
Neoclassicism was first applied to Stravinsky’s music (having lost its previous
pejorative connotations) it was ‘specifically associated with a restrained modernity, a
socially conservative but aesthetically liberal stance.”*** She argues that a separate

kind of Neoclassicism was cultivated by the composers of Les Six, who built on Erik

1% Hyde, ‘Neoclassic and Anachronistic Impulses’, p. 205.
191 Cross, The Stravinsky Legacy, pp. 7-8.

192 Stephen Hinton: ‘Weill: “Neue Sachlichkeit”, Surrealism, and “Gebrauchsmusik™, in A New
Orpheus: Essays on Kurt Weill, ed. Kim H. Kowalke (New Haven; London: Yale University Press,
1986), 61-82 (p. 68).

193 Theodor W. Adorno, review of Weill’s Die Dreigroschenoper in Die Music 21 (December 1928),
pp. 221-2, quoted in Hinton, ‘Weill: “Neue Sachlichkeit”, Surrealism, and “Gebrauchsmusik™’, p. 66.

104 Jane F. Fulcher, The Composer as Intellectual: Music and Ideology in France 1914-1940 (New
York: Oxford University Press, 2005), p. 170. See also Jane F. Fulcher, ‘The Composer as
Intellectual: Ideological Inscriptions in French Interwar Neoclassicism’, The Journal of Musicology,
17/2 (1999), 197-230.
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(Y13

play” with established “serious” meanings and styles, or his

modernist “critical” classicism that evaded controls and authority’:105

Satie’s practice of

Their neoclassicism [that of Les Six] would thus be “cultural” and critical, unlike
Stravinsky’s, which they admired, but the motivation of which was more a formal and
conservative exploration of styles. They rather sought a true “modernism,” of “critical
dismantling of inherited cultural languages™ as ideological constructions, in the spirit of Satie
and Dada. As a result, they drew from several “oppositional” traditions — the popular
(including the folk), the commercial, and the aristocratic — which they used to define
themselves against the official or academic norm. All of these they would throw into new,
experimental relations, creating both new meaning and awareness not only of the reality of
experience itself, but how meaning construction occurred in the past within specific

conventions.%

Thus, Fulcher implies that Les Six used collage in a different way to Stravinsky.
Whereas Stravinsky, in Watkins’s word, was interested primarily in ‘criticism of
received materials’, Satie and Les Six sought criticism of culture through
manipulation of culturally significant musical elements (needless to say, there may
be some overlap between the two approaches). | suggest that the collage-like
juxtapositions of contrasting musical idioms in Haas’s works have a similar cultural-

critical significance.

The difference pointed out by Fulcher is essentially that between modernism
and the avant-garde. Fulcher’s formulation concerning the ‘critical dismantling of
inherited cultural languages’ intended to challenge the conventional strategies of
‘meaning construction’ resonates with Sternstein’s claim that the Czech avant-garde
(drawing on elements of Dada and Surrealism) attempted to subvert ‘symbolic
constructions of power’ through their ‘revolution in poetic language’. According to
Sternstein, it is a defining feature of the avant-garde (as opposed to modernism) that
there should be a political agenda of some sort underpinning such aesthetic
‘revolution’, which thus functions as a form of attack on the institution of art and, by

extension, on the dominant social order:'%’

105 Fylcher, The Composer as Intellectual, p. 155.
196 1hid.

197 See Jochen Schulte-Sasse, ‘Foreword: Theory of Modernism versus Theory of Avant-Garde’, in
Peter Biirger, Theory of the Avant-Garde (Minneapolis: University of Minnesota Press, 1984), vii—
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The avant-garde is singled out as an historical movement because of its specifically political
impulse: the will to attack the institution of art. The theoretical influences behind
‘modernism’ and the ‘avant-garde’ are, in turn, radically different. Literary and artistic
modernism can be seen as a break with established methods and styles; as such, modernism
is seen as an essentially aesthetic rebellion. The avant-garde likewise makes use of

innovative methods [...] but these techniques are all intended to be somehow socially

relevant.'%®

According to this definition, Haas’s quartet ‘From the Monkey Mountains’
(discussed in Chapter 2) is the composer’s only work which unambiguously qualifies
as avant-garde (as opposed to ‘merely’ modernist). However, I will demonstrate in
the following chapters that the aesthetic principles discussed here provide a useful

conceptual framework for the interpretation of a significant portion of Haas’s oeuvre.

xlvii (xv), quoted in Sternstein, The Will to Chance, p. 11: ‘Modernism may be understandable as an
attack on traditional writing techniques, but the avant-garde can only be understood as an attack
meant to alter the institutionalized commerce with art.’

198 Sternstein, The Will to Chance, p. 11. Emphasis in the original.
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CHAPTER 2:

From the Monkey Mountains:

The Body, the Grotesque, and Carnival

‘From the Monkey Mountains’ is the title of Haas’s 1925 string quartet. This piece is
commonly regarded as a turning point in the young composer’s career, one which
singled Haas out within the group of Janacek’s students. Vaclav Kapral, Vilém
Petrzelka, and Osvald Chlubna (to name but the most important members of this
group) built in their contemporary chamber works less upon Janac¢ek’s latest works
than upon the pre-war tradition of Czech high-art music, represented by Antonin
Dvoiak’s disciples Vitézslav Novék and Josef Suk.' Haas, by contrast, combined
salient features of Janacek’s compositional idiom with avant-garde tendencies that

emerged during and after the Great War.

A similar assessment of the significance of Haas’s quartet appears in
Lubomir Peduzzi’s seminal monograph about Haas and in a number of derivative
sources, but a more detailed contextualisation or critical interpretation of the work is
nowhere to be found.” The interpretative framework | use in my reading of the work
includes as its cornerstones the concept of Poetism (discussed in the previous
chapter) and the related notions of the body (or, more broadly, physicality), the
grotesque, and carnival. Carnival is a particularly characteristic topos of Poetism, the
significance of which | will discuss through cultural-critical perspectives of Mikhail
Bakhtin (1895-1975). To illustrate the roles played by each of the above in Haas’s

! See Martin Curda, ‘Smyécové kvartety Janackovych zaki z 20. let” (‘String Quartets of Janadek’s
Students from the 1920s’) (unpublished master’s thesis, Masaryk University, 2011), English summary
on pp. 165-6 [accessed via

<http://is.muni.cz/th/264072/ff m/Smyccove kvartety Janackovych zaku.pdf>; 16 November 2015].

2 Lubomir Peduzzi, Pavel Haas: Zivot a dilo skladatele (Brno: Muzejni a vlastivédna spole&nost,
1993); for German translation see Pavel Haas: Leben und Werk des Komponisten, trans. Thomas
Mandl (Hamburk: Bockel, 1996). The work in question is discussed on pp. 42—9 of the Czech edition.
All translations from Czech sources are my own, unless stated otherwise.
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music, | will use three movements of the quartet as case studies: the first
(‘Landscape’), the second (‘Carriage, Horseman and Horse’), and the fourth (‘The
Wild Night’). The ‘slow’ third movement, ‘The Moon and I’, which is marked by a
contemplative and intimate character, will not be discussed at length, because it is
least relevant to the issues scrutinized here. However, | will argue that this
movement is complementary to the carnivalesque features of the quartet and that, in
this respect, its role in the piece is analogous to that played by contrasting sections

within the other movements.

‘From the Monkey Mountains’: Reception and Haas’s

Commentary

At its premiére, Haas’s quartet was met with hostility from the conservative critics.’
This was because of its anti-academic spirit, akin to that prophesied by Teige and
Svoboda in the article ‘Musica and Muzika’ (discussed in Chapter 1).* The elements
of ‘low’, popular music (‘muzika’ rather than ‘musica’) in Haas’s work were all the
more striking since they clashed with the expectations set by the genre of the string
quartet, traditionally associated with ‘high’ art, seriousness, and refinement. This
clash was further exacerbated in the last movement, when the string ensemble was

joined (as if in response to Teige’s call for the use of modern instruments)5 by a

® The premiére took place in Brno on 16 March 1926 under the auspices of the Club of Moravian
Composers (Klub moravskych skladatel). In my discussion of the work’s reception, I cite the
original newspaper articles, unless stated otherwise. Where originals could not be accessed, reviews
are cited according to Haas’s album of newspaper clippings entitled ‘Moje uspéchy a ne-uspéchy’
(‘My Successes and Non-successes’), which survives as the property of Olga Haasova-Smrckova.
Since the reviews are mostly signed by initials or cyphers such as ‘|- or ‘St—’, the names of the
authors cannot always be established.

* Jifi Svoboda and Karel Teige, ‘Musica a muzika’, originally published in Zivot, 2 (1922), 86-9,
reprinted in Avantgarda zndmd a nezndmd (The Known and Unknown Avant-Garde), ed. Stépan
Vlasin, 3 vols. (Prague: Svoboda, 1970-72), i: Od proletdaiského uméni k poetismu: 1919-1924 (From
Proletarian Art to Poetism: 1919-1924) (1971), 405-12. Page references here and below are to the
1971 reprint.

® Ibid., p. 408: “Why should music resists new, academically unsanctioned instruments — jazz-band,
accordion, the barbarian barrel organ, etc. — when architecture happily makes use of the advantages of
modern materials?’.
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percussion set — the hallmark of contemporary ‘jazz bands’.’ Many were also
dismayed by Haas’s use of tone-painting, which was described in terms of
‘caricature’, the ‘burlesque’, and the ‘grotesque’ (note that Teige and Svoboda used
the same terms in their portrayal of Auric as a pioneer of everyday music),” and
perceived by some as the mark of the influence of contemporary ‘international’ or

‘Western’ music.®

It is noteworthy that, despite the chauvinistic undertone of some reviews, no
hostility was directed towards Haas himself and there was no mention of his Jewish
origin, a factor that was used by French conservative critics against musicians like
Darius Milhaud and Jean Wiéner, and that later proved fatal to Haas during the time
of Nazi occupation.” As a recent graduate of Janacek’s compositional masterclass,
Haas was seen as a young talent, promising to advance the Moravian compositional
tradition. Thus, most critics recognised Haas’s musical gifts, but his work was

. . . 1
nonetheless dismissed as ‘modish’, ‘tasteless’, and ‘unscrupulous’.’

In anticipation of the work’s premiere, at which Haas’s quartet featured
alongside works by Vaclav Kapral and Osvald Chlubna, the journal Hudebni
Rozhledy (Musical Outlooks) published short commentaries on each of the pieces.

Haas’s commentary begins as follows:

The title of the quartet comes from the colloquial name of the Moravian locality in which
this composition arose. Although the movements are given programmatic titles
[‘Landscape’; ‘Carriage, Horseman and Horse’; ‘The Moon and I’; “The Wild Night’], this is

not for the sake of some kind of painting, as the listener might easily think. | simply intended

® The review in Moravské noviny blames the composer for seeking to be “fashionable at all costs’. See
lk., ‘Nova kvarteta’, Moravské noviny, 19 March 1926.

" Svoboda and Teige, ‘Musica a muzika’, p. 411.

8 See |-, ‘Kulturni obzor: V koncertu Klubu moravskych skladatelt’, Strdz socialismu, 18 March
1926; —k—, ‘Z brnénskych koncertd: Vecer kvartetnich novinek’, Lidové noviny, 18 March 1926;
[unknown], ‘Koncerty v Brn¢’, Tribuna, 19 March 1926 (cited from Haas’s album); L. K. [Ludvik
Kundera], ‘Koncert Klubu moravskych skladatelt’, Ndrodni osvobozeni, 19 March 1926.

® See Barbara L. Kelly, Music and Ultra-Modernism in France: A Fragile Consensus, 1913-1939
(Woodbridge: The Boydell Press, 2013), p. 5.

19 See St—, “Klub moravskych skladateld’, Rovnost, 18 March 1926; 1k., ‘Nova kvarteta’, Moravské
noviny, 19 March 1926; L. K., ‘Koncert Klubu moravskych skladatelt’, Ndarodni osvobozeni, 19
March 1926; V. H. [Vladimir Helfert], ‘Koncerty v Brné: Klub mor. skladatelt’, Ruch, 20 March
1926.
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to capture several strong impressions evoked by a light-hearted summer vacation in the
country. [...] | could have entitled the movements plainly with Roman numerals and
supplemented those with Italian tempo markings. | did not do that, however, because I

wanted to confess openly the actual source of my inspiration and thoughts to the listener.*

These claims make clear that — contrary to the expectations of the chamber-music
genre — Haas was not writing a serious piece of high art intended exclusively for
expert audiences. This work was to be ‘light-hearted’ in character, and its inspiration
was very much earth-bound. It should be pointed out that leisure-time activities were
a typical source of inspiration for Poetism, and that travel, trips, and postcards were
among its most characteristic topics, repeatedly exploited in poems and photo

collages.

Yet at times the proclaimed rural inspiration is brought into question by
elements suggestive of an urban context. This is particularly the case with the last
movement (‘The Wild Night’), which, as one reviewer described it, is marked with
‘the atmosphere of a bar’.*® Whether or not the composer had spent his summer
holiday in the ‘Monkey Mountains’, it is arguable that he chose this term — once
familiar in the patois of Brno — for the title of his quartet to give it a humorous,
slightly subversive ring, conjuring up as it does the common association of monkeys
with mockery, cheekiness, and pulling faces.™ In this sense, the title encapsulates the

vernacular, grotesque features of the work, which will be discussed below.

The decision to avoid ‘Roman numerals and [...] Italian tempo markings’
and use ‘programmatic titles’ instead advertises the piece’s anti-academic character
and accessibility to the audience. However, Haas seems rather apologetic about the
programmatic element. It is not easy to see what he means by claiming that he did

not aim at ‘some kind of painting’. Considering the slightly derogatory undertone of

1 pavel Haas, ‘Haasiv kvartet “Z opi&ich hor”: Poprvé proveden v Brng 16. biezna 1926 (‘Haas’s
Quartet “From the Monkey Mountains”: Premiéred in Brno on 16 March 1926”), Hudebni rozhledy, 7
(1925-6), 106.

12 5ee Esther Levinger, ‘Czech Avant-Garde Art: Poetry for the Five Senses’, The Art Bulletin, 81/3
(1999), 513-32 (p. 523).

18 Straz socialismu, 18 March 1926.

¥ The reviewer in Strdz socialismu who questioned the ‘rural’ inspiration of the work also pointed out
that the term ‘Monkey Mountains’ (as a name for the particular locality) was ‘derisory rather than
[just] vernacular’ and thus ‘rather dangerous for Haas’s work’.
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this formulation, it is possible that Haas wanted to distance himself from the
aesthetic context of Romanticism or Impressionism, with which tone-painting could
be associated. Haas later made his position somewhat clearer by claiming that ‘the
programme helps greatly to create contrasts and escalations, thus determining the
piece’s formal structure [and] facilitating the creation of purely musical features’. ™
This implies that the programmatic or pictorial element is treated with a high degree
of abstraction and that it is ultimately subordinate to the considerations of ‘pure
music’. This explanation sounds plausible as far as the first movement (‘Landscape”)
is concerned. However, some of the other movements (especially ‘Carriage,
Horseman and Horse’) are much more overtly pictorial. Again, I suggest, the
composer is trying to divert attention away from the more controversial features of

his work — in this case the ‘caricature-like’ and ‘grotesque’ elements within the

rarefied genre of the string quartet.

Finally, Haas explained that the use of the percussion set (‘jazz’) in the last
movement was ‘neither self-serving nor unnatural’ since it was ‘firmly bound up
with the original conception of the piece, which culminates rhythmically and
dynamically in its last movement’.* This justification plays down the association of
‘jazz’ with contemporary dance music and modern urban popular entertainment as a
whole. In subsequent performances (Prague, 1927; Brno, 1931), the composer had
the work played without the percussion part. To my knowledge, there is no archival
evidence as to the reasons behind this decision. Nonetheless, Peduzzi argued that
‘the composer [...] refrained from the use of the percussion set not so much in

response to the critics as in the interest of practicality of performance’.17

999

' Haas, ‘Haastiv kvartet “Z opi&ich hor’.
*® Ibid.

7 peduzzi, Pavel Haas, p. 42.
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Rhythms of ‘Landscape’

Haas’s commentary also betrays a considerable emphasis on physical movement and
sensuality — both of which are musically conveyed by (and correlated with) rhythmic
devices. Having stated that ‘movement governs throughout this light-hearted
composition’, the composer went on to suggest that the sensual impressions which

had inspired the piece had some kind of rhythmic identity:

Whether it is the rhythm of a broad landscape and birdsong, or the irregular movement of a
rural vehicle; be it the warm song of a human heart and cold silent stream of moonlight, or
the exuberance of a sleepless revelry night, the innocent smile of the morning sun..., it is
always movement that governs everything. (Even the deepest silence has its own motion and
rhythm.)*

Example 2.1: Opening ostinato. Pavel Haas, String Quartet No. 2 ‘From the Monkey Mountains’,
Op. 7, 1925 (Prague: Tempo; Berlin: Bote & Bock, 1994), first movement, bb. 1-2, violin 2 and viola.
Reproduced by permission of Bote & Bock. All subsequent extracts from this work refer to this piece
and this edition.

This image has been removed by
the author for copyright reasons.

Haas’s mention of the ‘rhythm of a broad landscape’ in his commentary on
the quartet arguably refers to the ostinato rhythm at the beginning of the first
movement. The opening section bears resemblance to the melodic and rhythmic
patterns of the blues: notice the ‘off-beat’ rhythmic pattern in what would be the
piano left-hand part (see Example 2.1) and the chromatic inflections of the solo
violin melody hovering above this accompaniment (see Example 2.2). Once F is
established as the ‘tonic’, the chromatic variability of the third and seventh degrees

(the ‘blue notes’, in this case A/A flat and E/E flat, respectively) becomes apparent.

999

'8 Haas, ‘Haastv kvartet “Z opi&ich hor””. Emphasis in the original.
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Example 2.2: Blues scale inflections in the opening theme. Haas, String Quartet No. 2, first

movement, bb. 3-10, violin 1.

This image has been removed by
the author for copyright reasons.

One of the contemporary critics observed that this movement (‘Landscape”)
‘depicts the composer’s rambling through a hilly landscape’, portraying with ‘apt
humour’ the ‘pleasure drawn from movement and events along the journey’.*® Of the
whole movement, the passage shown in Example 2.3 is most likely to evoke the
image of a rambling tourist, not least due to the march-like ‘oom-pah’
accompaniment figure. One could even see signs of the ‘pleasure drawn from
movement’ in the extremely high register of the violin part and the vibrant
Janacekian texture consisting of ostinati, trills, and melodic/rhythmic fragments

scattered across the score.

Example 2.3: Janacekian texture. Haas, String Quartet No. 2, first movement, b. 44.

This image has been removed by
the author for copyright reasons.

Haas’s reference to the ‘rhythm of birdsong’ in his commentary undoubtedly

relates to the following example, in which a pentatonic motive (previously presented

¥ Tribuna, 19 March 1926.
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in crotchets) appears in the guise of a characteristically short and sharply articulated

JanaCekian melodic fragment:

Example 2.4: ‘Birdsong’ motive. Haas, String Quartet No. 2, first movement, bb. 48-52.

This image has been removed by
the author for copyright reasons.

Finally, the mention of a ‘warm song of a human heart’ corresponds with the
lambic ostinato (suggestive of the slow heartbeat of a resting person) underpinning
the movement’s contrasting middle section. This is characterized by a homophonic
texture, slow tempo (Lento ma non troppo), low dynamics, and a regular phrase

structure:
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Example 2.5: Contrasting middle section. Haas, String Quartet No. 2, first movement, bb. 90-7.

This image has been removed by
the author for copyright reasons.

Despite the presence of these programmatic or pictorial elements, there is
some justification in this movement for Haas’s claim that ‘the programme helps
greatly to create contrasts and escalations, thus determining the piece’s formal
structure [and] facilitating the creation of purely musical features’. I suggest that
Haas ‘distilled’ from the above described pictorial elements (articulated largely by
means of rhythm) a kind of ‘abstract’ or ‘purely musical’ dynamic trajectory (also
strongly dependent on rhythmic processes), which is essential for the piece’s formal
design. Figure 2.1 represents the occurrence of the most extensively used of the
above observed ostinato patterns, which indeed gives rise to such a kind of dynamic

trajectory:
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Figure 2.1: Rhythm and form in ‘Landscape’.

(movements | and 2) (movement 3) (movement 4)
ESCALATION REPOSE FINALE

A B A’

a b a

1 40 62 66 80 83 137 140 144 171
s
533 7
cere or

N & dd

There are four main rhythmic patterns here, which have been arranged in
descending order of rhythmic values. The schema indicates that the changes of the
underlying rhythmic pattern delineate the movement’s formal sections. Throughout
the first section (A), rhythmic values are gradually diminished. Simultaneously, the
layers of ostinati are frequently superimposed to increase rhythmic activity and
textural density. The momentum suddenly drops in the middle section (B) and is
resumed in the final section (A'). Significantly, the resulting dynamic trajectory,
which follows the pattern ‘escalation—repose—finale’, is also replicated on a large
scale in the succession of the four movements of the piece, which thus, as the
composer himself suggested, ‘culminat[es] rhythmically and dynamically in its last

movement’.

‘Landscape’ will be discussed further in Chapter 4, which will investigate
more broadly the relationship between rhythm and form in Haas’s music with respect
to Janacek’s theory and practice of ‘s¢asovani’. For the time being, | argue that the
emphasis Haas laid on rhythmic and dynamic categories — those elements which play
the most important role in the bodily perception of music — is consistent with (and
more or less directly informed by) the Poetist concept of ‘poetry for the senses’
(explained in Chapter 1).
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‘Carriage, Horseman and Horse’: a Grotesque Ride

The second movement is much more overtly pictorial than the first one. As far as its
‘programme’ is concerned, the title ‘Carriage, Horseman and Horse’ and Haas’s
reference to the ‘irregular movement of a rural vehicle’ in his commentary are the
only clues given to the listener. Nonetheless, when guided by the music, one needs
no further description to imagine the creaking cart uneasily moving off, gradually
picking up momentum, bouncing along an uneven track, getting out of control, and
finally breaking down. Some of the contemporary critics regarded this movement as
a parodic allusion to Honegger’s Pacific 231 (which was performed in Brno in
1924).° Most reviewers were put off by the frivolous humour of this movement,
which provoked references to ‘caricature’ and the ‘grotesque’ in the above cited

reviews.

Since the notion of the grotesque is central to the following line of argument,
I will proceed by summarising briefly the main features of the grotesque and its
manifestation in music, drawing on studies by Esti Sheinberg and Julie Brown.?* The
grotesque has been described as a hybrid form, a bizarre and irrational cluster of
incongruities in which all kinds of boundaries are blurred — typically those between
laughter and horror; merriment and frenzy; sanity and insanity; life and death;
animate and inanimate; man, machine, animal, and vegetable.?? The sense of
hybridism, ambivalence, and confusion can be conveyed through the juxtaposition of
musical elements that are incongruous in terms of style, character, and/or musical

syntax.

It has also been argued that grotesque art communicates through the medium

of the human body and that sensual perception and physical empathy take

% The date of the performance of Pacific 231 in Brno (5 October 1924) is mentioned in Peduzzi,
Pavel Haas, p. 49. The reference to Honegger’s Pacific 231 is made in the following reviews: V. H.
[Vladimir Helfert], ‘Koncerty v Brné: Klub mor. skladateli’, Ruch, 20 March 1926; L. K. [Ludvik
Kundera], ‘Koncert Klubu moravskych skladateli’, Ndrodni osvobozeni, 19 March 1926.

2 Esti Sheinberg, Irony, Satire, Parody, and the Grotesque in the Music of Shostakovich: A Theory of
Musical Incongruities (Aldershot: Ashgate, 2000); Julie Brown, Bartok and the Grotesque: Studies in
Modernity, the Body and Contradiction in Music (Aldershot: Ashgate, 2007).

%2 See Brown, Barték and the Grotesque, p. 54. See also Sheinberg, Irony, Satire, Parody, and the
Grotesque, pp. 221-5.
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precedence over rational, conceptual thought.?® The effect of the grotesque is created
primarily by violations of an implicit bodily norm, namely through exaggeration and
distortion. Sheinberg suggests that hyperbolic distortion of the bodily norm can be
musically articulated by using a tempo which is too fast for human motion, a register
too high for the human voice, or ‘unnatural’ rhythmic patterns, contrasting with the
natural rhythms of human body (walk, heartbeat, and so on).?* Musical instances of
the grotesque often make use of dance gestures because of their association with
bodily movement. Sheinberg proposes the following list of musical features which
‘enhance a feeling of compulsive obsession that relates to the insane, bizarre side of
the grotesque and to its unreal, unnatural aspects’: a ‘tendency to triple metre, which
enhances the feeling of whirling, uncontrollable motion, sudden unexpected
outbursts, loud dynamics, extreme pitches, marked rhythmical stresses, dissonances
or distortions of expected harmonic progressions, and many repetitions of simple and

short patterns.’®

Example 2.6: The opening glissandi. Haas, String Quartet No. 2, second movement, bb. 1-4.

This image has been removed by
the author for copyright reasons.

The first example of grotesque exaggeration and distortion in Haas’s quartet
appears at the very beginning of the second movement (see Example 2.6). There the
coarse opening glissandi paraphrase the opening motive of the first movement. The
initial notes (E, D, E flat, D flat, C) of what was originally a fluid melody played in
the upper register of the violin are now mechanically repeated, encumbered with
heavy accents, played in parallel seconds in the lower register of viola and cello, and,

2% See Brown, Barték and the Grotesque, p. 54. See also Sheinberg, Irony, Satire, Parody, and the
Grotesque, pp. 215.

24 See Sheinberg, Irony, Satire, Parody and the Grotesque, p. 211.
% lbid., p. 221.
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most provocatively, disfigured by ‘creaking’ glissandi. As the title suggests, this
musical effect may illustrate the squeaking wheels and the horse’s neighing. In any
case, the movement opens with a grotesque musical image of a body (possibly a
hybrid body conflating the animal with the vehicle) distorted and pushed to the
extreme. Another level of distortion is added when an incongruent metrical pattern
(3/8 + 3/8 + 3/8) is introduced in the accompaniment, creating the sense of irregular
or awkward motion (see Example 2.7). At the same time, the pitches of the initial
motive are adapted to yield a pentatonic collection, which, through its traditional

association with exoticism, makes the section sound ‘strange’.

Example 2.7: Metric conflict and pentatonicism. Haas, String Quartet No. 2, second movement, bb.
17-8.

This image has been removed by
the author for copyright reasons.

In contrast with the rather static character of the opening, the second section
(pit mosso) is emphatically motoric (see Example 2.8). A new, highly repetitive
theme suggestive of a horse’s trot is introduced in the second violin (quavers),
accompanied by semiquavers phrased in groups of three. The resulting cross-
rhythms convey the impression of ‘irregular’ and ‘bouncy’ movement. The realm of
pitch betrays another incongruity: like the opening theme of the first movement, the
‘horse-trot” theme consists essentially of a descending blues scale, which is
characterized by an inherent ambivalence between major and minor mode. As a

result, the musical depiction of the ride oscillates, in Sheinberg’s terms, between
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‘euphoric’ and ‘dysphoric’ values, traditionally associated with ‘major’ and ‘minor’

modality, respectively.”®

Example 2.8: ‘Horse trot’ theme in quavers. Haas, String Quartet No. 2, second movement, bb. 24—
32.

This image has been removed by
the author for copyright reasons.

The theme, originally presented in a ‘comfortable’ tempo (quavers) and register, is
subsequently repeated in double speed (semiquavers) and transposed to an extremely

% |bid., pp. 302 and 305-6.
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high register, with the ‘bouncing’ effect enhanced by dotted rhythm (see Example
2.9). Significantly, the composer annotated this section ‘teckovany cirkus’ (‘dotted

circus’) on the margin of his autograph.”’

Example 2.9: ‘Dotted circus’ theme. Haas, String Quartet No. 2, second movement, bb. 42—7.

This image has been removed by
the author for copyright reasons.

%" Haas’s autograph is deposited in the Moravian Museum, Department of Music History, sign. A
29.801a, p. 15.
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Indeed, this section is marked by a musical idiom that is strikingly similar to that of
the music accompanying actual circus performances. Particularly characteristic is the
use of stock accompaniment patterns associating the topic of a march or a quick
dance in duple metre such as a polka. In keeping with these contextual associations,
the passage is marked by the typically clownish mixture of humorousness and
silliness. First, the newly added components (dotted rhythm, dance/march topic)
further exaggerate the already prominent emphasis on physical movement, which is
thus made excessively explicit and satirised.”® Secondly, highlighting the
‘inessential’ musical components introduces an element of the banal.”® The bars that
follow Example 2.9 are literally filled up by the repetitive accompaniment pattern in
order to expand the four-bar ‘dotted circus’ theme into a neat (and in itself

pronouncedly banal) eight-bar phrase.

The exaggeration of the obvious and inessential is a satirical device that
invests the sense of merriment with a mocking undertone. However, the same
strategy may also serve the purpose of the grotesque, which prevails once such
hyperbolic distortion evokes a sense of obsession, insanity, and frenzy that overrides
the initial sense of humorousness, gaiety, and merriment.*® This is the case in the
violent motoric climax that immediately follows the ‘circus’ section, where the
‘horse-trot” theme is stated in double diminution (demi-semiquavers), played by all
four instruments in unison (see Example 2.10). This ‘liquidation’ of the theme leads
to a collapse and all movement comes to a stop within a few bars of Tempo I, before
the whole process of gradual accumulation of momentum starts again from the

opening glissandi, with minor variations to texture and figuration.

% In Sheinberg’s theory, the principal strategies of satirical distortion of an object include such
‘insertion of a new component’ which serves to ‘satirize an implicit quality of the object by enhancing
it, thus making it explicit’. See Sheinberg, Irony, Satire, Parody, and the Grotesque, p. 98.

2 Among other strategies of satirical distortion, Sheinberg mentions the ‘removal of the essential” and
the ‘manifest presence of the inessential’. The latter typically involves ‘the emphatic use of musical
banalities, musical clichés and/or musical background material’. See ibid., pp. 88-9.

% See ibid., 221.
81



Example 2.10: ‘Liquidation’ of the theme and motoric collapse. Haas, String Quartet No. 2, second

movement, bb. 51-8.

This image has been removed by
the author for copyright reasons.

This is likely to be the very passage that reminded the critics of Honegger’s Pacific
231. Indeed, it is arguable that Haas picked up and trivialised the idea of acceleration
and deceleration of the supposed locomotive (reduced here to a ‘rural vehicle’) and

thus added a parodic dimension to his piece.

What the two pieces also have in common is the technique of gradual
diminution of rhythmic values, the application of which is also self-consciously
trivial (certainly in comparison with Pacific 231). In this case, this becomes the

principal means of grotesque distortion: the musical material associated with bodily

82



movement is rendered ‘too fast’ and often simultaneously transposed to registers that
are ‘too high’. This process also implicitly suggests the ‘mechanisation’ of the
animate: what was initially a comfortable horse’s trot has been accelerated into
motor-like motion. The theme’s gradual rhythmic diminution is reminiscent of the
shifting gears of a motor vehicle. This yields a typically grotesque image of a hybrid

body conflating an animal with a machine.

Cinematic Aspects of the Second Movement

There are several reasons to draw a parallel between the second movement of Haas’s
quartet and the medium of film. First, the illustrative character of the music invites
visual representation. The movement’s title — ‘Carriage, Horseman and Horse’ —
immediately suggests a picture, which the music sets in motion or, one might say,
‘animates’. One might even wonder whether Haas was aware of René Clair’s 1924
film Entr’acte with music by Erik Satie, in which the image of a funeral vehicle
drawn by a camel gains much prominence. Starting in slow motion, the funeral
procession gradually turns into a chase after the runaway hearse, racing wildly
through the streets of Paris to the accompaniment of Satie’s music. This film’s
absurd humour and satirical undertone is highly characteristic of the subversive spirit

of Dada, which was closely related to the sentiments preached by Poetism.

Secondly, the term ‘grotesque’, which was repeatedly used in reviews of the
piece, has also been used as a noun in Czech to refer to cartoons and short film

31 1t is thus highly probable that when the

comedies known as ‘slapsticks’ in English.
Czech critics referred to Haas’s music as ‘grotesque’, their understanding of the term
was at least partly informed by its connotation with slapstick comedies of the day.
Finally, American slapsticks (especially those made by Charlie Chaplin), which

gained immense popularity throughout Europe in the 1920s, were celebrated by

3! This use of the word ‘grotesque’ was probably inspired by the German terms ‘Film-Grotesken’ or
‘Grotesk-Filme’. See Peter Jelavich, review of Thomas J. Saunders, Hollywood in Berlin: American
Cinema and Weimar Germany (Berkeley: University of California Press, 1994), in Central European
History, 28 (1995), 105-7.
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Poetism as the ultimate form of popular entertainment, outmatching circuses,

cabarets, and variety shows.*

There are several ‘technological’ parallels between the second movement of
the quartet and early films and cartoons. Haas inherited from Janacek elements of his
‘montage’ technique (to be discussed in Chapter 4), which is essentially cinematic in
its juxtaposition of stretches of music divided by ‘cuts’ rather than transitions. The
mechanistic metaphor of shifting gears, used above to describe Haas’s technique of
progressive rhythmic diminution, is also applicable to the speed with which a reel of
film unrolls. The technological limitations of early film projectors often rendered
movement unnaturally fast and therefore jerky and mechanistic, which enhanced the
comical effect of slapsticks. Besides, in the above-mentioned film by Clair, slow,
fast-forward, and reverse motion was purposely used (besides other visual effects) to
convey the sense of the ever faster and ‘wilder’ ride of the runaway hearse. The
repetitive nature of much of Haas’s music is suggestive of the ‘loop’ technique
widely used in early 1920s cartoons. The movement’s trivial narrative is repeated
several times with minor variations before the cart joyfully drives off (a moment
inviting the obligatory fadeout). The whole movement is roughly five minutes in

duration, which just about matches the length of contemporary ‘shorties’.

There are also similarities between the types of distortion described above
and the repertoire of visual gags used in 1920s cartoons, such as those made by Walt
Disney, in which grotesque imagery is virtually omnipresent. Much of the comical
effect of Disney’s cartoons was based on the images of distorted, dismembered, and
hybrid bodies mingling animate and inanimate elements. Unlike the bodies of live
actors in film comedies, those of cartoon characters have no limits. They can take on
hybrid forms, they can move in awkward ways that defy the laws of physics, they
can be distorted or even dismembered and still, unlike static pictures to which earlier

manifestations of the grotesque were confined, keep moving.*® I am not suggesting

% See Karel Schulz, ‘Groteska®, Cesky filmovy svét, 412 (March 1926), repr. in Avantgarda zndmd a
neznamd, ed. Vlasin, ii: Vrchol a krize Poetismu (The Peak and the Crisis of Poetism) (1972), 278-80
(pp. 279-80).

¥ Such images could be appalling had the overall purport not been predominantly humorous.
Nonetheless, in certain instances the comic element does not unequivocally dominate. For instance,
Disney exploited the quintessentially grotesque topic of the Dance of Death in the ‘Skeleton Dance’
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that Haas was directly influenced by a particular Disney cartoon, but I do argue that
his musical illustration relies for its effects, as Disney cartoons do, on the distorted
image of the body in motion. It is also worth mentioning that forms of popular
entertainment such as sports events, circuses, and fairs are commonplace in Disney
cartoons, and also influenced the choice of soundtracks. Thus, many of his cartoons
were accompanied by circus-like music similar to that invoked by Haas in the

. .34
‘dotted circus’ section.

The most profound affinity, however, resides in the emphasis on humour.
Poetism celebrated slapstick as the art of laughter, which is universal, non-elitist,
unhindered by conceptual intricacies and language barriers. I argue that ‘Carriage,
Horseman and Horse’ was conceived as a musical analogue of slapsticks, a
humorous mischief to be enjoyed and laughed at, one which is self-consciously
simple in order to be as comprehensible as the visual gags of slapsticks. As such, it
could even be regarded as a satirical commentary on the metaphysical baggage of
Romantic ‘programmatic’ compositions, as an avant-garde statement of rejection of

the preceding artistic tradition.

The Grotesque, Carnival and Poetism: a Bakhtinian

Perspective

So far, the grotesque has been treated merely as an artistic device. However, the
meaning conveyed by the device depends on its particular aesthetic and cultural
context. For example, Brown’s interpretation of the grotesque in Bartok’s music is
underpinned by the framework of Expressionism. | argue that Haas’s use of the
device, informed by the programme of Poetism, necessarily produces different

meanings.

episode of his Silly Symphonies and in the ‘Haunted House’ episode of the Mickey Mouse series
(both 1929).

% For an example of a ‘bouncy’ horse ride and a grotesque dance (performed by a ‘baddie’ with a
wooden leg) accompanied by a circus-like soundtrack, see the Disney cartoon ‘The Cactus Kid’
[accessed via <https://www.youtube.com/watch?v=1UoD6bDoKY 0>, 28 December 2014).
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For the purpose of her study, Brown regards ‘the grotesque body with its
emphasis on distortion and abnormality, and conflations of the comic and the
terrifying’ as ‘a perfect figurative manifestation’ of ‘early twentieth-century crises of
subjectivity’.® Interestingly, the modern urban industrial world, which had been
regarded as the source of alienation, fear, and anxiety by the Expressionists, was
considered enchanting rather than threatening from the perspective of Poetism. As a
world-view, Teige argued, Poetism was ‘nothing but [...] excitement before the
spectacle of the modern world. Nothing but loving inclination to life and all its
manifestations, the passion of modernity [...]. Nothing but joy, enchantment and an

amplified optimistic trust in the beauty of life.”*®

Bakhtin offered an alternative notion of the grotesque that is much more
compatible with the agenda of Poetism. He showed that the ‘dark’ side of the
grotesque, while always lurking in the background, need not always dominate, and
that the irrationality and hybridism need not always be threatening. As David K.
Danow has explained, Bakhtin differentiated between two concepts of the grotesque
according to the presence or absence of the moment of renewal or rebirth: whereas
the ‘medieval and Renaissance’ grotesque was endowed with regenerative power
stemming from the principle of laughter, the ‘Romantic’ grotesque lost the power of
regeneration and became the expression of insecurity and fear of the world.*” The
latter type of the grotesque is static (the state of aberration, defect, and death is final
and therefore threatening), whereas the former is essentially dynamic: ‘The
grotesque image reflects a phenomenon in transformation, an as yet unfinished
metamorphosis, of death and birth, growing and becoming.’38 Bakhtin’s emphasis on
rebirth rather than death is matched by a focus on the (immortal) mankind rather than

on the (mortal) man; as Danow points out, the transcendent laughter belongs to

3 Brown, Bartok and the Grotesque, p. 46.

% Karel Teige, ‘Poetismus’, Host, 3 (July 1924), 197204, repr. in Avantgarda zndmd a nezndmd, ed.
Vlasin, i, 554-61 (p. 557). Page references here and below are to the 1971 reprint.

" David K. Danow, The Spirit of Carnival: Magical Realism and the Grotesque (Kentucky: The
University Press of Kentucky, 2004), p. 36.

% Mikhail Bakhtin, Rabelais and his World, trans. Helene Iswolsky (Cambridge: M.I.T. Press, 1968),
p. 24, quoted in Danow, The Spirit of Carnival, p. 35.
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collectives, not to individuals.®® This observation also illuminates the difference
involved in understanding the grotesque in the subjectivist ‘Romantic’ era (which

gave rise to Expressionism).

Influenced by Bakhtin’s ideas, Sheinberg argues that the grotesque may
function as the ‘positive’ counterpart of what she calls the ‘negative existential
irony’: ‘Both have two layers of contradictory meaning, neither of which is to be
preferred: both regard doubt and disorientation as the basic condition of human
existence. Finally, the main purport of the grotesque, as well as that of existential
irony, is its unresolvability.”*® The difference, which resides in the mode of
coexistence of the unresolvable ambiguities, is encapsulated in the terms ‘infinite

negation’ and ‘infinite affirmation’:

The intrinsic irony of the human condition can take two opposing directions: on the one
hand, it can continue with its contradictory meanings in a process of infinite negation,
resulting in Kierkegaard’s concept of irony, which eventually is a nihilistic despair. On the
other hand, it can start a similarly infinite line of affirmations that will eventually accumulate
to form the Bakhtinian concept of the grotesque, in which all possible meanings of a

phenomenon are clustered and accepted as an experienced reality.*

The grotesque, in a Bakhtinian sense, is based on the principle of acceptance of all
ambiguities, the outcome of which is an accumulation and an ‘excess of meanings’.*?
Thus, as Sheinberg explains, Bakhtin did not conceive the grotesque as destructive
and nihilistic, but rather ‘as a victorious assertion of all life’s infinite “buds and
sprou‘[s”’.43 It remains to point out that Bakhtin’s views on the grotesque are
intrinsically linked with his notion of carnival, as his use of the term ‘carnivalesque-

grotesque’ clearly indicates.**

% Danow, The Spirit of Carnival, p. 37.

“0 Sheinberg, Irony, Satire, Parody, and the Grotesque, p. 208.
“* Ibid.

“ Ibid.

* Ibid., p. 209.

* See Danow, The Spirit of Carnival, p. 31: ‘Bakhtin rightly combines (in recognition of their
potential convergence) the two concepts in a single expression, the carnivalesque-grotesque.’
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Renate Lachmann explains the social and cultural significance of carnival in
terms of the juxtaposition of ‘culture and counter-culture’; in the case of Bakhtin’s
study of Rabelais, this is the juxtaposition of the strictly hierarchical model of
medieval society with the “folk culture of laughter’.*® Typically, carnival stages the
world turned ‘upside down’, relativising and ridiculing the norms and values of the
dominant culture. Importantly, the effect of this travesty is not destructive, but

regenerative:

The temporary immersion of official culture in folk culture leads to a process of regeneration
that sets in motion and dynamically energizes the notions of value and hierarchy inverted by
the parodistic counter-norms of the carnival. In this way the culture of laughter revives and
regenerates the petrified remains of official institutions and, as it were, hands them back to

official culture.*®

Carnival thus facilitates a mythological death and rebirth through the principle of
laughter, its recourse being to all that is material, corporeal, sensual or sexual, and to
the “unofficial, uncanonized relations among human beings’.*’ Bakhtin, in his study
of folk culture in the work of Rabelais, construed carnival as a force which makes it
possible ‘to consecrate inventive freedom, [...] to liberate from the prevailing point
of view of the world’ and which ‘offers the chance to have a new outlook of the
world, to realize the relative nature of all that exists, and to enter a completely new

order of things’.48

The dialectical pair of culture and counter-culture matches Teige’s
conceptual duality between ‘Poetism’, representing imagination, creativity, and
playfulness, and ‘Constructivism’, representing logic, rationality, and discipline.*®
The industrialised modern society based on inexorable logic, rationality, and
functionality represents the dominant culture which ‘has succumbed to cosmic

terror’, since its structure and approach to work and production is goal-orientated,

4 Renate Lachmann, ‘Bakhtin and Carnival: Culture and Counter-Culture’, Mikhail Bakhtin, ed.
Michael E. Gardiner, 4 vols. (London: SAGE Publications, 2002), ii, 60-90 (p. 75).

“® Ibid., p. 72.
*" Danow, The Spirit of Carnival, p. 3.
*® Bakhtin, Rabelais and his World, p. 34, quoted in Danow, The Spirit of Carnival, p. 142.
“ Teige, ‘Poetismus’, pp. 560—1.
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“finalistic’, and ‘directed toward the “end”’.>° Poetism, on the other hand, can be
construed as the revitalising counter-culture of laughter. Teige’s characterisation of
Poetism takes on a distinctly Bakhtinian tone as he describes it as ‘the culture of
miraculous astonishment’: ‘Poetism wants to turn life into a spectacular entertaining
affair, an eccentric carnival, a harlequinade of sensations and fantasies, a delirious
film sequence, a miraculous kaleidoscope.’51 Teige further claims that Poetism ‘was
born in the climate of cheerful conviviality, in a world which laughs; what does it
matter if there are tears in its eyes?’>” This quotation implies that Poetism as a life
perspective is not turning a blind eye to the difficulties of life. Nonetheless, to put it
in a Bakhtinian manner, the irreconcilable contradictions of modern existence are to

be accepted through the principle of laughter.

The art of Poetism invited its recipients to participate in a carnivalesque feast,
to overcome the ‘cosmic terror’, the frustration and alienation elicited in human
subjects by the ‘finalistic’ modern society, to embrace Poetism as a modus vivendi

and to be reborn in the state of poiesis.

Haas and the ‘Eccentric Carnival of Artists’ in Brno

As noted in Chapter 1, the avant-garde group Devétsil expanded from Prague to
Brno in 1923, where it pursued a varied range of activities, including the
organisation of social events. Figure 2.2 shows the advertisement for one of the
‘Eccentric Eight O'Clocks of Artists’ organised as a run-up to the ‘Eccentric
Carnival of Artists’. Both of these events took place in 1925, just months before

Haas started the composition of his quartet.

50 Lachmann, ‘Bakhtin and Carnival’, p. 73.
*! Teige, ‘Poetismus’, p. 557.

>2 Ibid., pp. 5567. Translation as in Matthew S. Witkovsky, ‘Staging Language: Mil¢a Mayerova and
the Czech Book “Alphabet™, The Art Bulletin, 86/1 (March 2004), 114-35 (p. 114). Witkovsky
himself uses a modified translation from a reprint of Teige’s article in Between Worlds: A Sourcebook
of Central European Avant-Gardes, 1910-1930, ed. Timothy O. Benson and Eva Forgacs (Los
Angeles: Los Angeles County Museum of Art; Cambridge: MIT Press, 2002), 579-82 (p. 580).

% Teige, ‘Poetismus’, p. 557.
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Figure 2.2: Advertisement for the 2™ Eccentric Eight O’Clock of Artists’. Pdsmo, 1/7-8 (1924-5),
p. 9.

Il. excentricky eight

o'clock umélcu

Etabl. St. Bogyi. Tango, Pas au double,

l. étage. Valse moderre, Fox
2. 1. 1925. blues, Sambo, One step.
20. hodina.

i
i Anecdotes,

} poémes d’amour,

V -
Ill. eight o’clock de bons vins,

14, 11. 1925 Original
american
I. excentricky jazzband
Karneval umélci
23. 1. 1925.

Reklamace: Redakce ,Pasma“ Brno-julidnov.
Vybor I. excentrického Karnevalu umélct, Brno, kavarna ,,Slavie®

It is noteworthy that the advertisement promises an ‘original American jazz
band’. In fact, this is not the only time a jazz band is mentioned in connection with
the ‘eccentric’ events of Devétsil. An article reflecting upon the Eccentric Carnival
of Artists, published in the journal Salon (the article’s first page is shown in Figure
2.3), reports that invitations to the event included the following lines from Nezval’s

poem Podivuhodny Kouzelnik (Miraculous Magician):

A basnici uZ neprosi And poets no longer beg

za chudou prebendu, for a modest stipend,

ti bavi se jak Cernosi they have a good time like black men do
pii fvoucim JAZZ-BANDU. with a roaring JAZZ BAND.**

* These lines from the poem are quoted in -ak-, ‘I. Excentricky karneval umelci v Brng’ (‘Ist
Eccentric Carnival of Artists in Brno’), Salon, 3/10 (1925), no page numbers. Podivuhodny kouzelnik
was first published in Revolucni sbornik Devétsil (Devétsil Revolutionary Almanac), ed. Jaroslav
Seifert and Karel Teige (Prague: Vecernice J. Vortel, 1922).
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Figure 2.3: ‘1% Eccentric Carnival of Artists in Brno’, Salon, 3/10 (1925), no page numbers. The
upper photograph shows members of Devétsil, supposedly dressed up as robots; the lower photo

shows the manufacturing of masks. Reportedly, the event involved ‘shooting in the manner of the

people of the Wild West’, ‘dancing modern dances’, and ‘reciting of Dadaist poems’.>

Cislo 10 3 1o Wodmnin 11y

L excentricl(fr karneval umélea v Brne.

Letosni zimni obdobi v Brne se
vyznacovalo ncobycepym ruchem ume-
leckébo Zivota, 1choz jsme dFive nepo-
zorovali Byla nim vidy napadoa di-
sonance mezi uméleckym zivotem ve-
hkych mest Zapadu (Pariz. Nizzal Se-
veru (Berlin. Stockbolm) a umeleckym
Zivotem tohoto miniaturniho velkomésta
— Broa Veseli. humor. excentriénost,
projevy modernich tendenci umclec-
kych, jez v mestech s tradici &asem
dosahu)i az varietni zdvratnosti a teatrdl-
ni monumentilnosti, blikaly tu dosud
pepatroymi svételky, o nichz se vere)-
nost nedovédela Letos nahle uprostied
cyklu prednaick o moderni architckture.
jez s prednaikami Broénskeho Devéesilu
)sou osvézujicim proudem ve vlcklem
a jaksi zdinhve znaveném kulturnim
vlnobiti moravské metropole. octly se
v rukou zdjemci prvé pozvanky na 3
excentrické eight o'clocky umélet a je-
nch | excentricky karneval. Hymly-li
tyto pozvinky vtipem v upravé, nash
jsme ty= vtip v jench tekstu, jenz ozna-
moval éesko-francouzsko-nemecky pro-
gram bud takto: fox-blues, de bons
vins. poemes d amour et d'esprit. humor,
druzinost — nebo touto devisou Ne-

zvalovy Pantominy

V atelieru alad. matife Pudesy propravagl so mosky pro skupina o Salonu=

Pese Lty Bros

% This is according to the recollection of the Devétsil member Bedfich Vaclavek, quoted in Marcela
Macharackova, ‘Z dé&jin Brnénského Devétsilu’ (‘From the History of Brno’s Devétsil”), Forum
Brunense 2009: Shornik praci Muzea Mésta Brna, ed. Pavel Ciprian (Brno: Muzeum mésta Brna,

2009), 79-99 (p. 87).
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It is doubtful that either of these events would host an ‘original American
jazz band’. An intriguing terminological issue was revealed by the Czech popular-

music scholar Josef Kotek, who observed that in the early 1920s ‘jazz’

was not used as a general term denoting the new dance music, but at first just as a name for
the massive, hitherto unseen percussion set. [...] One can easily imagine the sensation which
this rackety instrument [the drum kit] elicited in the limited sonic spectrum of the day. [...] In
the first years [of the 1920s] the typological and stylistic characterisation of new music
seems to have been limited to the percussion set.>

Indeed, Haas himself referred to the percussion set as ‘jazz’ in his commentary. His
decision to use ‘jazz’ in his string quartet gains special significance, considering the
emphasis laid on this iconic feature of modern popular music in the advertisements

for Devétsil’s ‘eccentric’ events.

The Eccentric Carnival of Artists was introduced by a speech, delivered by
the Brno-based poet Dalibor Chalupa (1900-83),>" who later published a poem
entitled Karneval (Carnival), undoubtedly inspired by the event.*® Significantly, this
poem was set to music by Haas as the male chorus Karneval (Carnival), Op. 9
(1928-9):

Karneval Carnival

(Sbor hulaka, jazzband lomozi) (The choir bellows, the jazz-band makes a racket)
Masky Masks

vypoukla zrcadla Bulging mirrors

svételné signaly na mofi Light signals on the sea

Smutni umiraji Sad people die

lilie povadla The lily has wilted

maskovani lupiéi v ulicich taboti Masked bandits camp in the streets

lampiony zraji. Chinese lanterns ripen.

(Sbor hulaka, jazzband lomozi.) (The choir bellows, the jazz-band makes a racket.)
Ctyfi levé nohy Four left legs

spirala cervenozelena A red-green spiral

% Josef Kotek, Déjiny ceské populdrni hudby a zpévu, 2 vols. (Praha: Academia, 1994-98), ii: 1918—
1968 (1998), pp. 67-8.

% Macharagkova, ‘Z d&jin Brnénského Devétsilu’, pp. 85-6.
% Dalibor Chalupa, ‘Karneval’, Host, 4 (1924-5), 166—7.

% Two manuscript scores of this piece are deposited in the Moravian Museum, Department of Music
History, sign. A 22.730b and A 54.252. A printed edition was published by Boosey & Hawkes — Bote
& Bock in 2006.
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a klauni ztratili klice
Vv ulici beze jména
S bohem, Beatrice.

(Bubny, ¢inely, vystiel.)

Harfou proskocil Indian
Zvony zvou vyzvangji zvonive
modrych zvuka lan

a vitr zvedl vlasy Godivé
Cinely leti k zenitu

ztratil se prsten

neni tu — neni tu.

(Housle.)

Polibky s pomoranc¢i
dekolté

malé Javanky tanci

v naruci Kristinu najdete
O ohng 6 planety

den zacina

Ridzova nadra

brokaty

zije Mona Lisa

zije Kristina.

(Passo double.)

Motyli

bélostné kotniky

Opiovym snem pluje gondola
Zemé odletéla

a vesmirem tanci

dans excentric

na jazzband hraje kolibfik.

[po prstech Slape kostlivy tanecnik.]

[...]
(Sbor hulaka, jazzband lomozi.)

Duhové blesky tanci
koloto¢ na parniku

Hle, radosti placi

vrcholky obeliskl

Zeppelin leti k pestré obloze
prérie v plamenech
Prekrasna explose

Jeden vzdech.

(Vystiel.)

And clowns lost their keys
In a nameless street
Goodbye, Beatrice.

(Drums, cymbals, gunshot.)

An Indian jumped through the harp

Bells bellow blasting blows

A field of bluebells

And the wind blew up the hair of Godiva
Cymbals fly up to the zenith

Aring got lost

It’s not here — it’s not here.

(Violin.)

Kisses with oranges

décolleté

little Javanese girls dance

Kristina is to be found in [someone’s] arms
Oh fires oh planets

The day begins

Pink breasts

Brocades

Mona Lisa lives

Kristina lives.

(Paso doble.)

Butterflies

White ankles

A gondola sails through an opium dream
The Earth has flown away

And dances through the space

Danse excentrique

A hummingbird plays the jazz-band.

[A skeletal dancer treads on tiptoes.]

[..]

(The choir bellows, the jazz-band makes a racket.)

Rainbow-coloured thunderbolts dance

A carousel on a steamboat

Look, crying of joy are

The tops of obelisks

A Zeppelin flies to the multi-coloured sky
A prairie on fire

A beautiful explosion

One sigh.

(Gunshot.)60

% Chalupa, ‘Karneval’, pp. 166-7. In the interest of accuracy, | did not attempt to replicate rhyming
patterns in the translation. The only exemption is the verse ‘zvony zvou vyzvanéji zvonive’ / ‘bells
bellow blasting blows’, where the onomatopoeic effect (the repetition of ‘zv’ / ‘bl’) is arguably more
important than literal meaning.
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Chalupa’s poem contains a number of the topoi of Poetism. First of all, there
is carnival itself, complete with imagery of ‘gondolas’, ‘Chinese lanterns’, ‘masks’,
and ‘clowns’. Typical also is the mild eroticism, which manifests itself in fleeting
references to various female figures (‘Beatrice’, ‘Godiva’, ‘Kristina’, ‘Mona Lisa’),
all of which seem to coalesce into a single archetype of feminine beauty. Besides the
obligatory element of exoticism (‘an Indian’, ‘little Javanese girls’), there are also
references to iconic features of modern civilisation (‘jazz band’, ‘steamboat’,

‘Zeppelin’).

Perhaps more important than this catalogue of topoi is the dream-like
juxtaposition of individual elements. The imaginative use of word-play and the free
association of images are reminiscent of Apollinaire’s poetry, which was highly
influential among the Poetists. Thus, the ‘fires’ of Chinese lanterns associate
‘planets’ and the ‘pink breasts’ of Mona Lisa / Kristina; the ‘multi-coloured sky’,
illuminated by the ‘rainbow-coloured thunderbolts’ (perhaps of fireworks), is likened
to a ‘prairie on fire’ and a ‘beautiful explosion’ of the Zeppelin; the ringing of bells
conjures up the sight of a field of bluebells; a harp becomes a circus hoop through
which an ‘Indian’ jumps; cymbals are suddenly animated and ‘fly up to the zenith’;
the hummingbird becomes a jazz-band player, etc. This nonsensical, fantastic
sequence of images, resembling a Dadaist or Surrealist film scenario, conveys the

sense of bewilderment associated with carnival.

True to the dictum of ‘poetry for the senses’, Chalupa’s poem attempts to
convey not only visual but also aural sensations — particularly through bracketed
illustrative remarks placed between the strophes, such as ‘the choir bellows, the jazz
band makes a racket’ and ‘drums, cymbals, gunshot’. In his musical setting, Haas
drew on these indications. However, unlike in the string quartet, where he employed
an actual jazz-band percussion set, in Karneval the composer relied purely on the
means offered by the chosen medium — the male-voice choir. Thus he used
onomatopoeic words (‘bum — dzin’; ‘boom — jin’) in conjunction with repetitive
march-like accompaniment patterns to imitate the sound of drums and cymbals;

similarly, the lyrics ‘ra-tada-da-ta’ mimic a snare drum.®* Since the piece is mostly in

®! Haas, ‘Karneval’ (sign. A 22.730b), pp. 5, 14.
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2/4, marked ‘tempo di marcia’, these effects are suggestive of a military band rather
than a jazz band. The concluding ‘gunshot’ effect is achieved by tutti declamation of

the syllable ‘pa’.

The poem places much emphasis on dance and erratic or spinning movement
in general, thus conveying the sense of disorientation and vertigo (the physiological
correlative of bewilderment). Of particular interest are the lines ‘A gondola sails
through an opium dream / The Earth has flown away / And dances through space /
Danse excentrique’. Significantly, Haas replaced the following Iline (‘A
hummingbird plays the jazz band’) with a new line of his own: ‘A skeletal dancer
treads on tiptoes.’® By associating ‘danse excentrique’ with ‘danse macabre’, Haas
underscored the ‘cosmic’ significance of this carnivalesque whirl, emphasising the

confrontation and intermingling of life and death.

‘Danse excentrique’ (with or without the element of ‘danse macabre’) is an
important topic that appears throughout Haas’s oeuvre from the mid-1920s to the
early 1940s. The earliest example I have found is the ‘rumba’ theme from the last
movement of the quartet ‘From the Monkey Mountains’, ‘The Wild Night’ (see
Example 2.11). This theme betrays some significant similarities (namely the
‘angular’ melody with pentatonic basis, and the ‘hopping’ gesture of staccato
quavers) to the central theme of the male chorus Karneval (see Example 2.12). Here,
the lyrics ‘four left legs, a red-green spiral’ suggest a kind of ‘eccentric dance’ (the
‘red-green spiral’ may be associated with the colourful outfits of the clowns
mentioned in the next line of the poem). This theme, in turn, later became the basis
of the third movement of Haas’s Wind Quintet, Op. 10 (1929), significantly entitled

‘Ballo eccentrico’ (see Example 2.13).

Example 2.11: ‘Rumba’ theme, Haas, String Quartet No. 2, fourth movement, bb. 19-22.

This image has been removed by
the author for copyright reasons.

%2 Ibid., p. 10.
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Example 2.12: Pavel Haas, male chorus Karneval (Carnival), Op. 9, bb. 19-21. Two manuscript
scores deposited in the Moravian Museum, Brno, Department of Music History, sign. A 22.730b, A
54.252.

This image has been removed by
the author for copyright reasons.

Example 2.13: Pavel Haas, Wind Quintet, Op. 10, 1929 (Tempo Praha; Bote & Bock / Boosey &

Hawkes, 2nd rev. edn, 1998), third movement, bb. 7-10, flute, clarinet and bassoon.

This image has been removed by
the author for copyright reasons.

Manifestations of this topic can also be found in Haas’s later works.
However, a detailed discussion of these works would require adjustments to the
interpretative framework used in this chapter, which is designed to fit specifically the
context of 1920s, underpinned by Poetism. Although the third movement — ‘Danza’
— of Haas’s 1935 Suite for Piano can still be understood more or less in terms of the

life-affirming (Bakhtinian) carnivalesque imagery of Poetism, the second movement
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of his wartime Symphony (1940-1), which revisits the topic of the ‘danse macabre’,

inescapably veers closer to the life-threatening pole of the grotesque.®®

‘The Wild Night’

Taking into account its historical and intertextual context, | argue that the last
movement of Haas’s string quartet ‘From the Monkey Mountains’ — ‘The Wild
Night” — is preoccupied with the topic of carnival. The movement’s title and Haas’s
reference to ‘the exuberance of a sleepless night of revelry’ in his commentary are
both consistent with this theme. However, one wonders whether the ‘revelry’ should
be imagined as taking place in a village barn (as Haas’s commentary implies) or in a
city bar (as the contextual evidence suggests). The composer alludes to a variety of
incongruous musical idioms linked solely by the topic of dance. There is no trace of
‘jazz’ in the movement’s opening. Rather, ‘The Wild Night’ begins with a distinctly

Janacekian introduction (see Example 2.14).

Rapid trills, agitated sul ponticello bowing, surges of short motives, all these
are devices typically used by Janacek to evoke dramatic tension. Comparison with
the following passage from the second movement of Janacek’s 1923 String Quartet
No. 1 is illustrative (see Example 2.15). The introduction culminates in a Janacekian
folk dance of frantic, violent character, articulated by heavy accentuation, played sul
ponticello and featuring double stops, restless trills and ‘savage’ augmented seconds

(see Example 2.16).

% The movement includes a quotation of the Nazi song ‘Die Fahne hoch’, which later appears in
combination with the major-mode middle section of Chopin’s ‘Marche funébre’ (the third movement
of his Piano Sonata No. 2 in B flat minor, Op. 35).
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Example 2.14: Janagéekian introduction. Haas, String Quartet No. 2, fourth movement, bb. 1-5.

This image has been removed by
the author for copyright reasons.

Example 2.15: Comparison with Janacek. Leo§ Janacek, String Quartet No. 1 ‘Inspired by Tolstoy’s

Kreutzer Sonata’, 1923 (Prague: Supraphon; 2nd edn, rev. Milan Skampa, 1982), second movement,
bb. 132-9.

This image has been removed by
the author for copyright reasons.
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Example 2.16: Folk dance allusion. Haas, String Quartet No. 2, fourth movement, bb. 10-2.

This image has been removed by
the author for copyright reasons.

This Janacekian introduction, however, suddenly gives way to what might be
called a ‘rumba’ theme, judging from the characteristic 3 + 3 + 2 rhythmic pattern
(see Example 2.17).%* This theme displays properties suggestive of the grotesque. It
iIs marked by an ambiguity between major and minor mode resulting, as in the
previous movements, from the ‘blues-scale’ inflection of particular scale degrees.
Although the major third (G-B) dominates at first, the theme concludes with three
violent G minor blows. In its subsequent reiterations, the theme is frequently
distorted by ending on a ‘wrong’ note, particularly one a semitone away from the
expected ‘tonic’. The awkwardness of motion, characteristic of the grotesque, is

conveyed by the ‘angular’ melodic design of the theme, which is marked by wide

% The similarity with rumba was pointed out in Peduzzi, Pavel Haas, p. 46.
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leaps, and by the irregular 3 + 3 + 2 rhythmic pattern encapsulating the incongruity

between duple and triple metre.

Example 2.17: ‘Rumba’ theme. Haas, String Quartet No. 2, fourth movement, bb. 19-22.

This image has been removed by
the author for copyright reasons.

The third distinct dance topic, polka, appears in what might be called the
‘trio” section (see Example 2.18).*> By Haas’s time, the polka was a rather old-
fashioned social dance, which nonetheless was still very popular in the realm of
semi-folk dance music associated with brass bands.®® Haas’s allusion to the dance is
made to sound banal by the excess of ‘redundant’ musical material such as
repetitions, fillings, and stock accompaniment patterns (the alternation of arco and
pizzicato in the cello is analogous to the onomatopoeic use of ‘bum — dzin’ in
Karneval). In this respect, it is similar to the ‘circus’ section of the second

movement.

8 Although the author himself did not use this title, the episode, by its character and position in the
movement, matches the broad definition of ‘trio” as ‘a contrasting or lightly scored middle section to a
scherzo-type  movement’.  See  Erich  Schwandt, ‘Trio’, Grove Music  Online
<http://www.oxfordmusiconline.com> [accessed 2 December 2015]: “The concept of a contrasting or
lightly scored middle section to a scherzo-type movement, even without the term, persisted well into
the 20th century.’

% The polka originated in Bohemia in the first half of the nineteenth century and enjoyed widespread
popularity in the patriotic circles of the higher society of the time. In the latter part of the century, it
entered the standard repertoire of brass bands and assumed the status of folk music. See Gracian
Cernusak, Andrew Lamb and John  Tyrrell, ‘Polka’, Grove Music  Online
<http://www.oxfordmusiconline.com> [accessed 2 December 2015].
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Example 2.18: The satirical polka. Haas, String Quartet No. 2, fourth movement, bb. 152-9.

This image has been removed by
the author for copyright reasons.

Furthermore, Haas may be alluding to a particular scene from Bedfich Smetana’s
famous opera The Bartered Bride (which retained canonical status in Czech music
throughout the inter-war period). Following the so-called ‘March of Comedians’,
which marks the arrival of a circus troupe in the village, a preview performance
takes place, accompanied by ‘Skotna’ (see Example 2.19).°” The three-note
accompaniment pattern in the viola part in Haas’s quartet (Example 2.18), which is

highlighted by obstinate repetition, can be seen as a trivial paraphrase of the

%" This piece was later used in several of Disney’s Road Runner cartoons.
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similarly repetitive motive in the middle section of Smetana’s ‘Sko¢na’ (see
Example 2.19Db).

Example 2.19: Bedfich Smetana, Prodand nevésta (The Bartered Bride) (Prague: Editio Supraphon,
1982, piano reduction), ‘Sko¢na’: (a) 138-43 (opening) and (b) 223-30 (middle section).

This image has been removed by
the author for copyright reasons.

Haas’s treatment of the ‘rumba’ theme is highly characteristic. As in the
second movement, the theme keeps returning in ever shorter rhythmic values.
Particularly interesting is the moment when the theme is projected simultaneously in
three superimposed rhythmic strata: quavers in the second violin, semiquavers in the

cello, and demi-semiquavers in the first violin (see Example 2.20).
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Example 2.20: ‘Rumba’ theme in superimposed in different rhythmic layers. Haas, String Quartet
No. 2, fourth movement, bb. 71-4.

This image has been removed by
the author for copyright reasons.

103



Through its repetitiveness, this section suggests mechanical revolving, which, in
turn, evokes a spinning carousel or barrel organ, both of which are typical attributes
of the fairground. The multi-layered presentation of the theme resembles an image of
wheels within wheels or a view through a kaleidoscope. The semblance of multiple
vision suggests disorientation and vertigo, typically induced by an excessive

spinning motion (such as dancing or riding on a carousel).

The last stage of the ‘development’ of the ‘rumba’ theme is its liquidation.
Example 2.18 shows the theme subjugated into the metrical context of a polka,
devoid of its original 3 + 3 + 2 accentuation. Shortly afterwards, the theme reappears
in demi-semiquavers, the rapid succession of which is reminiscent of the opening of
Smetana’s above-mentioned ‘Sko¢na’ (see Example 2.19a). The process of the
theme’s liquidation is finalised by its reduction to the germinal rhythmic motive,
which is repeated obsessively (see Example 2.21). Thus, after the theme’s metric
identity has been washed off, the melodic element is likewise eradicated. Even the
element of pitch is partly suppressed: the instruments are instructed to play col legno,

alternating with the percussion.

The following ‘furioso’ brings back the ‘polka’ recast into 3/8 metre, which
underscores the effect of a dizzying whirl. The motive is progressively shortened
until it is ultimately ‘liquidated’ like the rumba theme, whereupon all movement
comes to a stop. Having pushed the delirious frenzy to the point of collapse, Haas
inserts a four-part arrangement of his own song dedicated to a beloved girl.?®® There
could hardly be a greater contrast in terms of the ‘Andante’ tempo marking, the soft
colour of the strings playing con sordino, the homophonic texture and the tonal
clarity (see Example 2.22). However, at the end of the song’s second iteration, the
ethereal vision dissolves with the onset of the concluding ‘furioso’ section, which
brings the previously interrupted dynamic escalation to a climax. Once again, all the
motivic content is gradually eliminated until there is nothing left but the demi-

semiquaver rhythmic pulse (see Example 2.23).

% See Peduzzi, Pavel Haas, p. 48.
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Example 2.21: ‘Liquidation’ of the ‘rumba’ theme. Haas, String Quartet No. 2, fourth movement, bb.
164-78.

This image has been removed by
the author for copyright reasons.
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Example 2.21 (continued).

This image has been removed by
the author for copyright reasons.
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Example 2.22: Quotation of Haas’s early song. Haas, String Quartet No. 2, fourth movement, bb.
205-12.

This image has been removed by
the author for copyright reasons.
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Example 2.23: Motoric ending. Haas, String Quartet No. 2, fourth movement, bb. 268—72.

This image has been removed by
the author for copyright reasons.

The carnivalesque mood of ‘The Wild Night’ results largely from the use of
highly fragmentary and repetitive material, often superimposed in stratified textures.

Not only does the repetition and accumulation of material, which becomes redundant
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and banal, connote simple-mindedness,* it tends to become ever more obsessive and
violent. The exaggeration of stereotypical dance-like accompaniment figures and
repetitive rhythmic patterns functions as a means of hyperbolic distortion of the topic
of dance and bodily movement in general, conveying the sense of a delirious rapture.
This accumulation of momentum is conjoined with distortion and degeneration of
the musical ‘bodies’: note the ‘development’ of the rumba theme, which is first
stripped of its essential traits and ultimately destroyed. The initial merriment draws
ever closer to frenzy and the whirl of dance is exaggerated to the point of collapse,

eliciting a hallucination.

Conclusion: the Play of Polarities and Incongruities

The positioning of the contrasting section in the last movement refers to the
‘escalation—repose—finale’ pattern of the first movement, which, moreover, applies to
the quartet as a whole. The third movement (‘The Moon and I’), which includes a
quotation of the ‘slow’ section of ‘Landscape’, thus appears as a larger-scale
‘repose’ section inserted between two emphatically dynamic movements. However,
it is important to realise that the essence of the schema observed here is the
juxtaposition of polar opposites. The ‘fast—slow—fast’ model is but one manifestation
of this generic principle; other binaries include light and darkness, joy and sadness,

sincerity and irony, seriousness and farce, and so on.

The work as a whole is deliberately heterogeneous in character. The first
movement, despite its ‘programmatic’ inspiration, is rather ‘serious’ and ‘abstract’ in
its focus on the development of the form-constitutive dynamic trajectory. The second
movement, on the other hand, uses similar techniques based on rhythmic diminution
to create a farcical musical caricature. The juxtaposition of the two encapsulates
Teige’s duality of Constructivism and Poetism. Similarly, the contrast between ‘The
Moon and I’ and its surrounding movements brings into focus a number of
characteristically modernist incongruities. This can be explained by analogy with the

contrasting episode within ‘The Wild Night’.

% See Sheinberg, Irony, Satire, Parody, and the Grotesque, pp. 88-9.
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The dominant carnivalesque character of ‘The Wild Night’ is contrasted (yet,
in a way, enhanced) by the insertion of Haas’s amorous song. This section,
metaphorically speaking, throws a spotlight on an individual, singling him out from
the crowd, suspending the surrounding rave, and revealing his inner subjective
experience. This is a moment of authenticity and sincerity; it is devoid of all the
irony, masquerade, and role-playing inherent in carnival. The section thus offers a
statement about the challenge posed by modern cultural reality to the human subject
and the viability of subjective expression (here confined to the realm of
‘hallucination’ functioning as quotation marks). However, the resulting effect is not
one of Expressionist despair; the carnivalesque celebration of modernity is subtly
qualified but not subverted. After all, to paraphrase Teige, Haas’s piece was ‘born

[...] in a world which laughs; what does it matter if there are tears in its eyes?’

Juxtaposition of incongruities (binary or not) is a salient feature of
carnivalesque imagery. It is therefore significant that, in ‘The Wild Night’, Haas
juxtaposes musical idioms that are incongruous in terms of style and that are
associated with different socio-cultural contexts. Thus, the rumba theme with its
‘oriental’ pentatonicism, ‘South American’ rhythmic pattern, and ‘African
American’ blues-scale inflection, appears next to the ‘East European’ folk modality
of the Janacekian introduction. Janacek’s folk primitives, Smetana’s rather old-
fashioned comedians, and modern cosmopolitan ‘jazz-band’ lovers all take part in
the dizzying whirlpool of dance. ‘The Wild Night’ thus appears as a carnivalesque
allegory of the perplexing heterogeneity of the modern world, disorienting and
potentially threatening, replete with contradictions that cannot be reconciled but that

can be rendered harmless through the principle of laughter.

As ‘The Wild Night’ constitutes the climax of the piece, carnival assumes
prominence as a point of view, from which all the characteristic and culturally
connoted features, contrasts and contradictions of the work are regarded. Thus,
carnival functions in Haas’s work not only as a prominent topos of Poetism but also
as a world-view, a pertinent metaphorical characterisation of the particular culture

from which Haas’s quartet emerged and of which it remains a testimony.
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CHAPTER 3:

Suite for Piano, Op. 13 (1935):

Neoclassical Tendencies

In the introduction to his short article on Haas’s Suite for Piano (1935), Jascha
Nemtsov associates Haas’s work (and this piece in particular) with the ‘anti-
Romantic’ stylistic orientation of Stravinsky, Bartok, and the composers of Les Six,
as opposed to the ‘post-Romantic’ style of the Second Viennese School.® Although
this contextualisation is based on a reductive, dualistic model of twentieth-century
music history, it does nonetheless provide a useful starting point. The ‘anti-
Romantic’ aesthetic camp is often referred to through the broadly conceived term
Neoclassicism,> which Nemtsov, surprisingly perhaps, does not use at all. As my
analyses will demonstrate, Haas’s Suite for Piano displays a number of features
which may indeed be described as Neoclassical; nonetheless, it would be
problematic to speak of a clearly defined, monolithic, and coherent Neoclassical
style. Drawing on my discussion in Chapter 1 of the complex conceptual network
underpinning the aesthetic discourse of the inter-war era, | argue in this chapter that
Haas’s Suite for Piano reflects a variety of intermingling tendencies, encapsulated in
the notions of Neoclassicism, everyday art, and collage. At the same time, the piece
displays a continuation and further development of Haas’s use of grotesque
distortion and the topic of ‘danse excentrique’ (discussed in Chapter 2). Thus, my
enquiry will reveal extensive parallels with, but also significant departures from, the
style of Haas’s previously analysed string quartet ‘From the Monkey Mountains’, the

most important difference being the emergence of Neoclassical tendencies.

! Jascha Nemtsov, ‘Zur Klaviersuite op. 13 von Pavel Haas’, Musica Reanimata Mitteilungen, 17
(December 1995), 20-3 (p. 20).

% The opposition between Stravinsky’s Neoclassicism and Schoenberg’s Serialism was coined in the
1920s. See Scott Messing, Neoclassicism in Music: From the Genesis of the Concept through the
Schoenberg/Stravinsky Polemic (Rochester: University of Rochester Press, 1996), pp. 139-49.
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In the inter-war era, a number of composers who participated in the
generational reaction against the intellectual baggage and overblown proportions of
late Romantic music turned to the ‘light’ genre of the suite, traditionally based on a
succession of short contrasting dance movements.® The new compositions could
emulate historical dance types in a Neoclassical manner or update the genre by the
inclusion of modern contemporary dances, not to mention other possibilities (a suite
did not necessarily have to consist exclusively of dance movements). Besides, given
its inherent principle of contrast, the genre of the suite is a suitable medium for
Haas’s preoccupation with the juxtaposition of contrasting, oppositional, or even
incongruous musical elements (previously observed in ‘From the Monkey
Mountains’). Haas’s Suite for Piano comprises five carefully crafted musical
miniatures: two pieces of more or less ‘abstract’” music (‘Pracludium’ and ‘Con
molta espressione’), two ‘jazzy’ dance movements (‘Danza’ and ‘Postludium’), and
a ‘Pastorale’, marked by an atmosphere of antiquity (besides other connotations of

the pastoral).

The structure of this chapter follows the succession of individual movements
in the suite. Given the variety of tendencies that coexist in this work and the
contrasting relationship of individual movements, the focus of my enquiry will
change from one section to another. In the case of the first two movements, | will
pay attention to Haas’s compositional technique and its Neoclassical features. In my
discussion of the two dance movements, the emphasis will be on grotesque
exaggeration and distortion. ‘Pastorale’ will be examined primarily from the
perspective of the music’s topical associations. The concluding section will discuss
from a hermeneutical perspective the significance of collage-like juxtaposition of

culturally significant musical fragments throughout the suite.

? Jan Trojan, ‘Suita’ in Slovnik ceské hudebni kultury (Dictionary of Czech Musical Culture), ed. by
Jifi Fuka¢, Jiti Vyslouzil, Petr Macek (Praha: Editio Supraphon, 1997), pp. 885-7 (886): ‘The suite
type is [in the early 20™ century] modernised by being conceived as a succession of new and non-
traditional dances, taken over from modern dance music or musical folklore (Bartok’s suites;
Hindemith’s Suite 1922; E. Kienek’s Kleine Suite). [...] The suite conveys new stylistic surges in the
case of Janacek’s wind sextet Youth (1924), in the works of B. Martini (Small Dance Suite, 1919;
Jazz Suite, 1928) and — in a very particular way — in the music of Alois Haba.’ Italics and translation
mine. All translations from Czech sources are my own, unless stated otherwise.
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Nemtsov’s articulate summary of Haas’s compositional technique offers a

useful launching pad from which to explore the individual movements of the suite:

[The movements of the suite are marked by] striking thematic compactness. Each movement
is based for the most part on a short melodic unit, an elementary germinal cell. [...] Because
the cell on its own is very short, generic, and essentially neutral, a musical idea only arises as
a sum and result of many repetitions and variations. [... Nemtsov calls this the principle of
‘analogy’.] Besides analogy, montage — the immediate succession of oppositional materials —
plays an important role in the formal design. Haas uses both methods in dialectic unity:
different fragments, which clash with each other, mostly have a common origin. Another
feature of Haas’s style in the suite is the priority of the melodic horizontal over the harmonic
vertical [dimension]. Harmonies arise almost always as passive intersections of several
rhythmic-melodic lines. Tonality is correspondingly weakened. [...] As a rule, the principles
of analogy [repetition/variation] and montage, which cut the form into cells, rule out the
constitution of large-scale tonal relations. [...] Rhythm thus gains particular importance,
[since it] provides the static music with a dynamic aspect [through] polyrhythmic and

polymetric combinations, as well as rhythmic transformations [of musical material].*

Nemtsov’s observations on Haas’s use of repetitive motivic ‘cells’ and the
techniques of variation and montage are highly relevant to my analyses of the first
two movements of the suite.” Building upon this basis, | will analyse more closely
Haas’s techniques of motivic transformation and their role in the construction of the
overall form. A more detailed theoretical and analytical discussion of issues
concerning montage, repetition, variation, stasis, fragmentation, and rhythm can be
found in Chapter 4, which uses as case studies Haas’s ‘Landscape’ from String
Quartet No. 2 (1925), the first movement of String Quartet No. 3 (1937-38), and the
one-movement Study for Strings (1943).

* Nemtsov, ‘Zur Klaviersuite op. 13 von Pavel Haas’, pp. 22-3. All translations from Nemtsov’s
article are my own.

® The notions of collage and montage are closely related, but | do not use them interchangeably. | use
the term ‘collage’ with reference to issues of semantics to describe the juxtaposition of elements
invested with contrasting or incongruous meanings; the term ‘montage’, as I use it, applies to issues
of compositional technique and designates the succession of distinct and discontinuous musical
materials. For further discussion of montage see Chapter 4.
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The Neoclassical ‘Praeludium’

Haas’s use of repetitive motivic cells is apparent from the very beginning of
‘Praeludium’. The essence of the movement’s motivic content is encapsulated in the
initial four bars (see Example 3.1). The texture consists of two interlocking parts,
associated with two corresponding repetitive patterns. Note the prevalence of fifths
and fourths in the example: D — A and E — B in the right hand; C sharp — G sharp and
F sharp — C sharp in the left hand. These pitches constitute seven adjacent points
along the cycle of fifths; when put into an ascending (scalar) order within the space
of a single octave, the same pitches produce a diatonic scale. Thus, fourths and fifths,

rather than triads, are the building blocks of Haas’s diatonicism.

Example 3.1: Interlocking ostinato patterns in ‘Praeludium’. Pavel Haas, Suita pro klavir (Suite for
Piano) (Praha: Hudebni matice, 1937), first movement, bb. 1-4. All subsequent examples from this

piece refer to this edition.

This image has been removed by
the author for copyright reasons.

Highly relevant to Haas’s use of diatonicism is an observation made by
Vaclav Holzknecht in his 1938 pamphlet Mladd Francie a ceska hudba (discussed in
Chapter 1).® Holzknecht argued that music which follows what might broadly be
called Neoclassical tendencies (Holzknecht made sparing use of this term) is
characterised by ‘diatonicism understood in modern terms’, that is, diatonicism in
which complexity is achieved by ‘multiplication’, resulting in ‘polytonal’ and
‘polyrhythmic’ combinations.” The notion of multiplication is readily apparent in
Haas’s (vertical) superimposition and (horizontal) reiteration of the two diatonic
fragments. The resulting texture, which is rather ‘pandiatonic’ than ‘polytonal’, can

also be described as ‘polyrhythmic’ or ‘polymetric’: the right-hand pattern (which

® Vaclav Holzknecht, Mladd Francie a ceskd hudba (Young France and Czech Music) (Praha:
Melantrich, Brno: Pazdirek, 1938).

" Ibid., p. 6.
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employs mostly white keys) is repeated twice in each bar and thus implies 6/8 metre;
the complementary left-hand pattern (which is confined to black keys) has a different

rate of reiteration, suggestive of 3/4 metre.

This repetitive motivic material is elaborated mostly by sequential
transposition, intervallic transformation (expansion / contraction / inversion), metro-
rhythmic transformation, and change of modal colour (diatonicism occasionally
yields to whole-tone modality). The transpositional sequences of the reiterating
fragments give rise to ascending or descending ‘melodic’ gestures. The changes of
such vertical direction typically occur at key points of the form, which is also often
punctuated by changes of metro-rhythmic configuration, textural arrangement, and

intervallic structure of the motives.

For example, inthe a—b — a’ outline of the movement’s first part, the middle
section (shown in Example 3.2) is distinguished by the disruption of the established
metric-rhythmic pattern (note the conflict between 3/2 and 12/8 metre), by exchange
of parts coupled with intervallic inversion of the initial motive (now rising rather
than falling), and by the corresponding ascending tendency of the bass, leaping by a
perfect fifth at the beginning of each bar (D — A — E — B — [F sharp] — C sharp - G
sharp — E flat — B flat). Once this succession reaches its highest point (the B flat in b.
29), having traversed the space of several octaves, a re-transition begins (marked by
intervallic and textural re-inversion), leading to the beginning of a recapitulation at

the original transpositional level (in the penultimate bar of the example).
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Example 3.2: Small-scale middle section (b) of ‘Praeludium’. Haas, Suite for Piano, first movement,
bb. 22-32.

This image has been removed by
the author for copyright reasons.

The small-scale recapitulation is suddenly brought to an end when the
interlocking pattern disintegrates and ‘vanishes’ in an ascending arpeggio (see
Example 3.3). Here ends the first part of the overall binary form. What follows is a
contrasting theme (see Example 3.4), which is nonetheless derived from the original
motivic cell (the two superimposed diatonic fragments) through the principle of
variation, commented upon by Nemtsov. The rapid succession of the two variants
(with @ minimum of mediating transitional material) exemplifies Haas’s use of

montage.
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Example 3.3: Small-scale recapitulation and ‘transition’ to the large-scale contrasting section (A'/B).
Haas, Suite for Piano, first movement, bb. 33-9.

This image has been removed by
the author for copyright reasons.

The overall form displays a certain degree of ambiguity between an AB and
an AA' (A1-A2) layout (see Figure 3.1). The fact that the slow section (see Example
3.4) brings contrast in tempo, texture, and vertical directionality
(ascending/descending tendency) supports the AB schema. On the other hand, this
section is based on the material of the opening and the second part as a whole has a

ternary structure analogous to that of the first part (hence the A1-A2 marking).
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Figure 3.1: The form of ‘Pracludium’ with respect to key, tempo, intervallic transformation and

vertical gesture (‘5ths’ stands for fifths; ‘8ths’ for octaves).

A B
Al A2
(al bl al’) transition (a2 b2 a2') coda
1-21 22-30 31-34 35-38 3944 45-53 54-62 63-67
A natural A natural A flat A natural
Vivace Un poco meno mosso Tempo L. Poco meno mosso  Tempo L
Orig. Inversion Re-inv.  Dissolution Orig. Inversion Re-inv.
Ascent (5%°) Descent (chrom.) Descent (5%°) Ascent (chrom) Descent (5%) Descent (8%%)

Example 3.4: Contrasting section of ‘Praeludium’ (A'/B). Haas, Suite for Piano, first movement, bb.
39-41.

This image has been removed by
the author for copyright reasons.

Marked ‘un poco meno mosso’, the contrasting theme (section a2) is
characterised by a general sense of release (see Example 3.4). The tempo drops, the
sharp articulation is replaced by slurred sustained notes blended by the sustaining
pedal, and the motoric regularity is loosened by the metric expansion from 6/8 to 9/8
pattern (as in the second and third bar of Example 3.4), which allows the music to
linger on the dotted minim, embellished by chromatically encircling quavers
(marked ‘poco espressivo’). Furthermore, the section is underpinned by a sequence
of descending fifths, which counter-weights the succession of ascending fifths in
section bl.  The contrasting middle section b2 (see Example 3.5) starts with no
transition when the initial tempo and textural pattern is resumed in b. 45. Like the
analogous section b1, it is marked by an exchange of parts and intervallic inversion
of the two diatonic fragments. The general ascending tendency (which contrasts with
the descending tendency of a2) also manifests itself in the transpositional sequence

of the left-hand pattern.
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Example 3.5: Contrasting section b2: intervallic inversion and semitonal ascent. Haas, Suite for
Piano, first movement, bb. 43-8.

This image has been removed by
the author for copyright reasons.

The structural weight of the movement’s formal design is concentrated in the
recapitulation of a2 (a2'), which is adequately expanded (see Example 3.6). As
before, the section consists of two iterations of a three-bar unit. This time, the second
iteration appears in rhythmic augmentation, thus occupying the space of six bars.
This horizontal expansion is accompanied by vertical expansion in terms of register,
as well as rhythmic and textural enrichment. Thus, the conclusion of ‘Pracludium’,
marked by augmentation of the theme, prominent pedal points, rich figurative
embellishment and broad spans of register, resembles the closing sections of
historical organ preludes. It is also noteworthy that the theme is underpinned by a
clearly discernible tonal progression, concluded by a perfect authentic tonal cadence
(b. 61), and followed by a coda.
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Example 3.6: Recapitulation of the second part (a2') and coda. Haas, Suite for Piano, first movement,
bb. 54-67.

This image has been removed by
the author for copyright reasons.

‘Praeludium’ possesses a number of features that can be described as
Neoclassical. The very title of the opening piece suggests an ‘old’ practice. The
expectations thus raised are met by the piece’s almost exclusively diatonic pitch
structure, its toccata-like character, and the semblance of improvisation. The brevity,
simplicity, and clarity of formal design (despite the ambiguity between AA" and AB)
is perhaps not exceptional in this genre (binary structures were common in Baroque
suites). However, the piece also displays economy of means in that it derives
maximal effect from minimal motivic material, using simple but highly efficient
methods of transformation. There is also an element of expressive restraint. This is
apparent in Haas’s treatment of the climactic final cadence, which — despite its

lyrical and perhaps even slightly sentimental character — is not dwelled upon longer
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than necessary, being strictly confined to the pre-established model. Moreover, any
excess of sentiment is prevented by the motoric movement, which permeates the
majority of the ‘Praeludium’; for example, the lyrical character of the slow theme’s
final iteration is ‘neutralised’ by the return of the semiquaver ‘perpetuum mobile’ in

the coda.

Finally, the music’s gestural properties, gauged in terms of metre (regular /
irregular), tempo (slow / fast), register (high / low), and melodic tendency (ascending
/ descending) are an essential means of articulating the piece’s formal structure. Such
comprehension of musical form relies largely on Kkinaesthetic analogy with
elementary categories of physical movement. This may be understood as one of the
possible realisations of the notion of physiological music, a response to Cocteau’s

call for music ‘to walk on’ rather than ‘to swim in’ (see Chapter 1).

‘Con molta espressione’: the Negative Image of

‘Praeludium’

In contrast to the prevailing diatonicism of the ‘Praeludium’, the second movement,
entitled ‘Con molta espressione’, is marked by radical chromaticism. However, there
are a number of analogies between the two. In both cases, the opening theme, from
which the rest of the movement is derived, consists of two superimposed elementary
units (diatonic in the first movement and chromatic in the second), each occupying a
different metric layer (compare Examples 3.1 and 3.7). Both themes also seem to be
underpinned by the same diatonic skeleton, consisting of the perfect fifths A — E in
the right-hand part and F sharp — C sharp in the left-hand part.

Example 3.7: Opening bars of ‘Con molta espressione’. Haas, Suite for Piano, second movement, bb.
1-9.

This image has been removed by
the author for copyright reasons.
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Furthermore, there are considerable similarities between the slow section (a2)
of ‘Pracludium’ and the beginning of the second piece (see Example 3.4). Firstly, the
two have in common the tendency towards descending motion — diatonic in the
former (the succession of falling fifths) and chromatic in the latter (stepwise
semitone descent).® Secondly, the second bar of the slow section of ‘Pracludium’
seems to contain the germ of the opening right-hand motive of the second
movement; there are similarities in texture, contour (chromatic ‘encircling’),
articulation (slurs, ‘tenuto’ marking), and performance directions (‘poco espressivo’

/ ‘con molta espressione’).

On the large scale, both movements are similar in formal layout, consisting
of two iterations (AA") of a ternary small-scale design (al —bl —al’; a2 — b2 —a2").
In both cases, a2 appears in a tonally contrasting transpositional level with reference
to al (the two sections stand in a neighbour-note relationship in the first movement
and a tonic-dominant relationship in the second), and a2’ re-establishes the tonic
level. The form of the second movement is slightly more ambiguous (see Figure
3.2). Firstly, a2 is not a contrasting variation of al; it merely presents the theme on
the ‘dominant’ transpositional level (aP). Secondly, the transitional sections
(tr./retr.), which facilitate the modulation to the dominant region and back, are the
main source of contrast in the movement. Therefore, the transition gives the

impression of an independent contrasting section (B).

Figure 3.2: The form of ‘Con molta espressione’ with respect to tonality, tempo, intervallic

transformation and a vertical (ascending/descending) tendency (‘4ths’ stands for fourths).

A (B?) A’
al bl al’ i a2 retr. b2 a2’
T INV 417 D INV, T
a a a a a a
1-18 19-28 29-37 3845 46-63 64-71 72-84 85-91
Tonic Tonic Dominant Tonic
Orig. Inversion Reversion Orig. Inversion Reversion
Desc. (chrom) Asc/Desc. (chrom)  Desc. (chrom) Asc. (4™) Desc. (chrom) Asc. (4% ) Asc/Desc. Desc (chrom)

8 The theme of the slow section of ‘Pracludium’ is derived from the sequential transposition of the
movement’s initial ostinato motive by a major second in bars 3—4; this may also be the model for the
sequential major-second drop in the opening theme of the second movement, especially considering
the correspondence of absolute pitch (E-D) in the right-hand part.
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As in ‘Praeludium’, changes of texture, tempo, and melodic direction mark
significant form-constitutive events. Both of the contrasting sections in the second
movement (bl and tr/B) are distinguished by techniques familiar from the ‘b’
sections of ‘Praeludium’. Exchange of parts (hand swapping) and intervallic

inversion are apparent in bl, hence the alternative designation a™v

(see Example
3.8); the transition (quasi B) is marked by an altered textural and metro-rhythmic
pattern, faster tempo (‘poco piu mosso’), intervallic inversion (in the inner voices),
an ascending tendency (a sequence of rising transpositions), and an overall sense of

accumulation of momentum (see Example 3.9).

INV

Example 3.8: Section bl (a™ ). Haas, Suite for Piano, second movement, bb. 18-29.

This image has been removed by
the author for copyright reasons.
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Example 3.9: Transition (quasi B). Haas, Suite for Piano, second movement, bb. 34-48.

This image has been removed by
the author for copyright reasons.

The second movement creates a stronger sense of stasis and discontinuity
than the first one, although both are essentially based on repetition and
transformation of a single motivic cell. The form of ‘Con molta espressione’ seems
to consist of interchangeable blocks. In fact, however, the order of these blocks is
fixed (despite the interpolation of the retransition in the second part of the
movement) and their succession is not without voice-leading continuity (all

consecutive sections are apparently linked by suspended pitches).

On the whole, the second movement can be regarded as a negative image of
the first one, setting up binary oppositions such as diatonic / chromatic and fast /
slow. Moreover, ‘Con molta espressione’ appears as an expressive counterpart of the
affectively neutral ‘Pracludium’, although both movements have equally rigorous (or
‘objective’) formal structures. Another oppositional pair emerges from the
juxtaposition of the second movement’s lament-like descending chromaticism and

the comic character of the following ‘Danza’.

125



‘Danza’: the Eccentric Dance

The third movement of Haas’s suite, the ‘Danza’, alludes to one of the most famous
early-twentieth-century popular dances — ragtime. Although the era of ragtime had
long been over by the mid-1930s, it should be taken into consideration that, by this
time, there had been a long history of employing ragtime elements in art music. The
best-known examples include Debussy’s Golliwog’s Cakewalk from his 1908 piano
suite Children’s Corner, Stravinsky’s [’Histoire du Soldat (1918), Ragtime pour
onze instruments (1919), and Piano Rag Music (1919), Hindemith’s Suite 1922, and
various works by Erwin Schulhoff (Fiinf Vortragsstiicke, Op. 3, Fiinf Pittoresken,
Suite for Chamber Orchestra, Op. 37).°

‘Danza’ is another instance of the topic of ‘danse excentrique’, previously
observed in Haas’s works from the 1920s, namely in the last movement (‘The Wild
Night”) from Haas’s 1925 string quartet ‘From the Monkey Mountains’, in the male
choir Karneval (1928), and in the third movement (‘Ballo eccentrico’) of the 1929
Wind Quintet (see Chapter 2). There are qualities and connotations inherent to
ragtime and its predecessor, the cakewalk, which are consistent with the comic or
even grotesque character of Haas’s ‘eccentric’ dances. The cakewalk is believed to
have originated as black slaves’ parody of the social customs (modes of dressing,
posture, highly stylised social dances) of their white masters.*® Ironically, the dance
was popularised by white performers’ imitations in blackface minstrel shows.** The
most characteristic element of ragtime is its syncopated rhythm, ‘grafted onto an
existing stock of conventions associated with the duple-metre march and two-step
[as well as polka and schottische].”*? The typical rhythmic patterns of ragtime are
similar to those employed by Haas in his earlier ‘eccentric’ dances, where rhythmic
irregularities were used to create the comical effect of awkward motion. Moreover,

the typical left-hand accompaniment pattern characterised by the alternation of single

° See Andre Hodeir, Jazz: its Evolution and Essence (New York: Grove Press, 1956).

' H. Wiley Hitchcock and Pauline Norton, ‘Cakewalk’, Grove Music Online
<www.oxfordmusiconline.com> [accessed 4 November 2013].

1 1bid.

2 Edward A. Berlin, ‘Ragtime’, Grove Music Online <www.oxfordmusiconline.com> [accessed 4
November 2013].

126



tones and chords invests the music with a clownish, mechanical, puppet-like
character. The image also involves the stereotypical notion of ‘black primitivism’,

which is associated with ragtime.

The opening ragtime theme of ‘Danza’ (see Example 3.10) displays all of the
above mentioned characteristic features: the left-hand accompaniment pattern, the
right-hand syncopation working against this obstinate rhythm, and the clearly
outlined 16-bar structure divided into four four-bar phrases, marked by a distinct
tonal identity and rhythmic patterning:

Figure 3.3: Formal outline of the ragtime theme (numbers refer to groups of semiquavers in each
bar).

basic idea (A major) 2/4: |4 4|332|4 41332]
basic idea (C sharp minor) |4 43324 41332]
continuation (F sharp minor) |332]4 41332|332]
cadential phrase (F sharp minor) |4 4332]332]...

Example 3.10: The ‘Ragtime’ theme. Haas, Suite for Piano, third movement, bb. 1-8.

This image has been removed by
the author for copyright reasons.

In his above cited article, Nemtsov comments on the ragtime theme: ‘The
clownish accentuation and parallel minor seconds in the melody make this dance

[appear] grotesque rather than cheerful. I imagine a crowd of hideously dancing
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puppets — as if they came out of the pictures by James Ensor.”** | fully agree with
Nemtsov, with the slight reservation that the overall character of ‘Danza’, like that of
the earlier ‘eccentric’ dances, is closer to the humorous rather than the terrifying pole

of the grotesque.

The theme is marked by modal ambivalence between major and minor,
which, by means of correlation, creates the characteristically grotesque conflation of
euphoric and dysphoric elements. The modal shifts result on the one hand from the
transpositions of the basic idea from A major to third-related minor keys and, on the
other hand, from blues-scale alterations of particular scale degrees within the
phrases. The latter is particularly obvious at the end of the second four-bar phrase,
cast in C sharp minor, where the major-mode third degree (E sharp) unexpectedly
appears on the downbeat of the cadential bar (see Example 3.10). The humorous
effect is underscored by articulation: the staccato semiquavers scattered between the
two parts might well be heard as the onomatopoeic representation of a giggle, further
implying a clownish persona. The semitone clashes, dissonant clusters of fourths,
and chromatic voice leading also contribute to the overall sense of comic

awkwardness.

With its binary AA" outline, the large-scale form of ‘Danza’ resembles that
of the previous movements.* However, ‘Danza’ does not possess virtues of
economy and concision; on the contrary, it is deliberately ‘excessive’. Like ‘The
Wild Night’ from the 1925 string quartet, ‘Danza’ is characterised by purposeful
abundance of redundant musical material, designed to evoke the sense of mindless
and obsessive repetition, all of which contributes to the disorientating purport of the
grotesque. Much of the movement is occupied by static musical material, animated

3 Nemtsov, ‘Zur Klaviersuite op. 13 von Pavel Haas’, p. 21. James Ensor (1860-1949) was a Belgian
painter; his work, which typically features grotesque figures, carnival masks, and various kinds of
fantastic and macabre imagery, has been associated with Symbolism, Expressionism, and Surrealism.
See Ian Chilvers, ‘James Ensor’, in The Oxford Dictionary of Art and Artists, 4" ed. (Oxford: Oxford
University Press, 2009) [accessed via <www.oxfordreference.com>, 23 May 2016].

' There is a parallel between ‘Danza’ and ‘Pracludium’ in tonal layout. The beginnings of both are
marked by an ambivalence between A major and F sharp minor. In both cases, the opening material is
transposed a semitone lower (A flat / F) on its return (at the beginning of A") and return to A major
towards the end of the A" (although the cadence is conspicuously frustrated in ‘Danza’).
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solely by means of rhythm: syncopations, dotted rhythms, and cross-rhythms. The

extract shown in Example 3.11 is exemplary.

Example 3.11: Static, repetitive music animated by rhythm. Haas, Suite for Piano, third movement,
bb. 21-4.

This image has been removed by
the author for copyright reasons.

This motivic material, which is already quite elementary, is subject to further
fragmentation and distortion. These tendencies escalate towards the end of the
movement. The gradual intensification of momentum (indicated by the markings
presto — poco a poco accelerando — prestissimo) pushes the dance to the point of
collapse. All melody, indeed, all motivic content is gradually eliminated and all that
remains are violent bursts of a dissonant cluster of fourths, which is eventually

suspended by the sustaining pedal and deprived of resolution (see Example 3.12).

Example 3.12: Motoric ending of ‘Danza’. Haas, Suite for Piano, third movement, bb. 94-104.

This image has been removed by
the author for copyright reasons.

The movement actually concludes with a ‘thickened’ suspended dominant

chord in A major (the root E emerges as a pedal in the last two bars). Note that in the
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first three bars of the example, the only melodic element (found in the lowest voice
of the right-hand part) highlights the pitches E — F sharp — G sharp, which are heard
as scale degrees *5 — "6 — 7 in A major. Even this rudimentary melody is eliminated
in the fourth bar as the G sharp (*7) is suspended in a fourth-based cluster which,
significantly, contains the entire A major scale. Given the use of static, repetitive
motivic fragments and the emphasis on rhythm as an indispensable means of driving
the movement to its end, this is arguably one of the most Stravinskian passages in

the whole of Haas’s oeuvre.

‘Pastorale’: the Pastoral Dream

At the beginning of the fourth piece of Haas’s suite, pastoral imagery is invoked by a
flute-like motive, embellished by trills, which subsequently gives rise to a modal
melodic line, floating weightlessly in the right-hand part (see Example 3.13)."* The
left-hand part provides simple contrapuntal accompaniment. Although the austere
texture is reduced to two parts throughout this introduction, it nevertheless gives the
impression of a more complex imitative texture with recognisable quasi-fugal entries
(bb. 4,7, 12).

Example 3.13: The ‘flute’ tune. Haas, Suite for Piano, fourth movement, bb. 1-3.

This image has been removed by
the author for copyright reasons.

Following the last of these entries, a ‘chorale’ theme emerges from the
contrapuntal flow (see Example 3.14). This theme derives its religious connotations
not only from generic features of phrasing, texture, and modality, but also from

motivic similarity with the ancient Czech Hymn to Saint Wenceslas. Since St

' The reference to flute is also made in Nemtsov, ‘Zur Klaviersuite op. 13 von Pavel Haas’, p. 21.
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Wenceslas is the patron of the Czech people, the appearances of the ‘Wenceslas’
motive are particularly significant in Haas’s wartime pieces. However, the
significance of the motive in earlier works is less straightforward.'® I suggest that, in
the case of ‘Pastorale’, the allusion to the Wenceslas Hymn is motivated by the
religious connotations of the pastoral, which is concerned with a nostalgic longing
for a place of primordial harmony, innocence, and safety.!” As a saint and a national
patron, St Wenceslas represents two places consistent with this description: heaven
and homeland.

Example 3.14: The (St Wenceslas) chorale theme. Haas, Suite for Piano, fourth movement, bb. 12-5.

This image has been removed by
the author for copyright reasons.

The chorale theme dissolves after no more than 4 bars in a chromatic descent
and reappears immediately in the guise of a dance-like folk tune (see Example 3.15).
The right-hand melody has some affinity to the compound metre of a siciliana
(traditionally 12/8, here 12/16), although this is obscured by the 3/4 notation of the
right-hand part and the left-hand ostinato pattern suggestive of 9/16 metre.’® The
characteristic parallel thirds do not appear here, but there is a readily apparent C
sharp drone in the left-hand part. On the other hand, details of modality and rhythm

invest the folk tune with an East European flavour.

18 peduzzi expressed the opinion that the apparent allusions to the Wenceslas chorale in Haas’s earlier
pieces are to be considered cases of an ‘unwitting, only later consciously exploited resemblance of
melodic shapes [between Christian and Jewish religious chant], originally borrowed by the composer
from the melodies of synagogue chants in order to personalise his musical idiom.” See Peduzzi, Pavel
Haas, p. 52. This explanation, however, raises the even more difficult question of Haas’s familiarity
with Jewish synagogue music, which has been briefly discussed in the Introduction.

7| am drawing on the discussion of the pastoral in Raymond Monelle, The Musical Topic: Hunt,
Military and Pastoral (Bloomington: Indiana University Press, 2006). See particularly pp. 185, 195—
8.

'8 Ibid., p. 215 and onwards.
131



Example 3.15: The chorale theme in the guise of a folk dance. Haas, Suite for Piano, fourth
movement, bb. 16-23.

This image has been removed by
the author for copyright reasons.

Thus, within the space of no more than 20 initial bars, a shift has taken place
from a shepherd’s flute tune through an old-style contrapuntal prelude to a religious
chant, transformed into a folk tune. The piece thus displays the merger of sacred and

profane elements which is characteristic of the pastoral.'®

The generic qualities of
antiquity, simplicity, and purity associated with the pastoral are signified musically
by the use of ‘simple’ texture and melodies, ‘pure’ diatonicism, and ‘ancient’

modality.”

One more connotation of the pastoral remains to be commented upon: the
notion of an idyll or a dream, something that only exists as an unattainable ideal
outside the human world. Thirteen bars before the end, having gone through several

more transformations between its sacred and profane guises, the chorale theme

19 Monelle provides an early example of this association, observing that Virgil’s description of ‘the
“Golden Age”, a period in history in which justice reigned [...] and men were like children, innocent
and happy’ was considered by the medieval critics as ‘a Christian prophecy, and it earned for Virgil a
place on the facades of cathedrals’. See ibid., p. 186.

20 See ibid.
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dissolves in a ‘misty’ chromatic passage marked by a slow rocking rhythm (see
Example 3.16). As the music ‘vanishes’ with the concluding arpeggio (an ascending
series of fourths), the idyllic pastoral vision disappears like a dream.?* This ending is
significant for the interpretation of the relationship between ‘Pastorale’ and the
surrounding movements; this issue will be further discussed in the concluding

section of this chapter.

Example 3.16: The ‘vanishing’ ending of ‘Pastorale’. Haas, Suite for Piano, fourth movement, bb.
42-54.

This image has been removed by
the author for copyright reasons.

‘Postludium’: the Dysphoric Dance

The last movement, ‘Postludium’, summarises much of what has occurred in the
preceding parts.? It appears as a chromatic and ‘jazzy’ counterpart of ‘Praeludium’,

with which it shares toccata-like texture and articulation (at least initially). In its

2! See also Nemtsov, ‘Zur Klaviersuite op. 13 von Pavel Haas’, p. 21: ‘the beautiful images vanish as
a reflection in the water, smudged by light wind.’

22 A similar point has been made by Nemtsov (ibid.).
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radical chromaticism, especially in the slow central section, ‘Postludium’ harks back
to the second movement. However, most parallels can be seen between ‘Postludium’
and ‘Danza’. The two have in common their dance-like character, syncopated
rhythmic pattern, metronome marking (the ‘Postludium’ is notated ‘alla breve’), as
well as the element of grotesque exaggeration and distortion. ‘Postludium’ seems to
pick up on the dynamic momentum which had accelerated towards the end of
‘Danza’, before getting temporarily lost in ‘Pastorale’. ‘Postludium’ thus appears as

a (remarkably dissonant) dynamic climax of the whole suite.

Above all, ‘Postludium’ is characterised by its vigorous, percussive, motoric
rhythm, stubborn repetition of fragmentary motives, clashing dissonances, and
pervasive chromaticism. It has even been suggested that, in this movement, rhythm
dominates over melody. Peduzzi has described the thematic material of ‘Postludium’
(which is largely based on a single motive) as ‘ditty-like’, if not utterly ‘melodically
indifferent’.” Indeed, the introductory phrase consists of little more than an
irregularly accentuated chromatic descent (see Example 3.17).

Example 3.17: The introductory phrase of ‘Postludium’. Haas, Suite for Piano, fifth movement, bb.
1-8.

This image has been removed by
the author for copyright reasons.

However, despite the absence of a conventional diatonic melody, the
movement has distinct phrase structure and voice-leading contours. As was the case
in ‘Praeludium’, the repetitive motivic material draws attention to patterns of
transposition (ascending/descending motion) and intervallic transformation of the

reiterating fragments; such events, in turn, are crucial for the demarcation of formal

% Peduzzi, Pavel Haas, p. 69: ‘Two musical thoughts alternate [in this movement]: the introductory,
based on the irregular alteration of accentuation in melodically indifferent music, and the main one —
of ditty-like character.’
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units. For example, the overall shape of the introduction shown in Example 3.17 is
essentially that of an archetypal eight-bar sentence: 2 + 2 + (1 + 1) + 2. The contour
of the phrase is defined by its linear directionality: the ‘basic idea’ (bb. 1-2) is
marked by a chromatic descent, which is continued throughout its restatement (bb.
3—4). With the onset of the ‘continuation’, however, the direction changes, as the
fragmented material is sequentially transposed upwards. The ‘cadential’ section is a
kind of leading-note prolongation, preparing the onset of the main theme (see
Example 18).

Example 3.18: The main theme of ‘Postludium’. Haas, Suite for Piano, fifth movement, bb. 9-16.

This image has been removed by
the author for copyright reasons.

The main theme also has a recognisable phrase structure (that of a parallel
period), which, however, is not underpinned by a conventional harmonic progression
but rather by the symmetry of melodic lines: the four-bar-long chromatic descent
from C to F in the top voice underpinning the antecedent is counterweighted by a
corresponding chromatic ascent in the bass, rising from B flat to F throughout the
consequent. Thus concludes the first section of the movement, which is subsequently
repeated with some variation.?* Despite the semblance of improvisation and loose
formal organisation, the following section continues to adhere to conventional
models of phrase structure. In its second presentation, the theme is expanded into a

compound sentence (bb. 28-44).

%4 See also ibid.: ‘[The main theme] is the main material for the following music, which is based on
loose variations interspersed by interludes derived from the introduction.’
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As in the ‘Pracludium’, there is a contrasting slow section, based on
augmentation of the elementary rhythmic motive (see Example 3.19). In its
descending melodic tendency and its radically chromatic pitch structure, this section
bears a strong resemblance to the theme of the second movement. The ‘jazzy’
harmony of the slow section results from the use of fourth-based sonorities and
seventh-chords, shifted around in chromatic parallels (with contrary motion in the
inner voices). The most striking feature of the slow section’s theme is the continuous
chromatic descent, traversing the space of an entire octave, which has a strong
association with the topic of lament. The descent is divided into three two-bar (four-
note) units, the last of which is broken up into two separate ‘sighs’, as if due to a

lack of breath, thus enhancing the expressive gestural effect.

Example 3.19: Contrasting slow section. Haas, Suite for Piano, fifth movement, bb. 58—64.

This image has been removed by
the author for copyright reasons.

In a typical gesture of despair, the lamenting descent is followed by an
anguished yearning ascent (see Example 3.20).”° The increase in tempo, dynamics,
and register, along with rhythmic diminution, insistent repetition, and staccato

articulation, make the dissonant sonorities sound ever more ‘painful’.

Example 3.20: Dysphoric dissonance. Haas, Suite for Piano, fifth movement, bb. 71-2.

This image has been removed by
the author for copyright reasons.

% 1 am drawing on Naomi Cumming’s ideas on agency and gestural expression, as presented in
Naomi Cumming, ‘The Subjectivities of “Erbarme Dich™’, Music Analysis, 16/ 1 (Mar., 1997), 5-44.
These issues will be discussed in more detail in my analysis of Haas’s Four Songs on Chinese Poetry
in Chapter 6.
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From this point until the restoration of the original tempo (b. 87), there is a
constant alternation between the motive’s contrasting guises (in terms of tempo,
dynamics, articulation, and rhythm). Once the original tempo has been restored, the
movement draws rapidly to its end, propelled by motoric figuration and a chromatic

descending tendency (see Example 3.21).

Example 3.21: Restoration of the original tempo in preparation of the recapitulation. Haas, Suite for
Piano, fifth movement, bb. 85-94.

This image has been removed by
the author for copyright reasons.

In the recapitulation, the accumulation of momentum is enhanced by
fragmentation and repetition of (already fragmentary and repetitive) thematic
material (see Example 3.22). The main theme is reduced to its first bar and
immediately repeated (bb. 99-100), so that the two iterations form a continuous
chromatic descent. The introductory figure (b. 101-103) is likewise abridged into a
single bar and repeated three times in an ascending sequence with a gong-like pedal
marking the downbeat of each bar. The theme of the slow section (b. 104-105) is
distorted in a similar way as the main theme (curtailed, metrically altered, and
repeated in a descending succession) and subsequently re-cast in diminution and
displaced in a high register (bb. 106-107).
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Example 3.22: Accummulation and distortion of motivic material in the recapitulation. Haas, Suite
for Piano, fifth movement, bb. 99-108.

This image has been removed by
the author for copyright reasons.

Four bars before the end, after some more convolutions of the main-theme
fragment, a cadential progression is initiated in the bass which arrives on the tonic G
in the penultimate bar (see Example 3.23). However, the accumulated momentum
does not seem to be fully discharged in the cadence; a succession of heavily
accentuated descending chromatic parallels ensues, leading to a suspended dissonant

sonority, which is left unresolved.
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Example 3.23: Convulsive distortion of the main theme and the dissonant conclusion. Suite for
Piano, fifth movement, bb. 109-16.

This image has been removed by
the author for copyright reasons.

In his article, Nemtsov provided the following summary of ‘Postludium’,

which is worth quoting at length:

The form of the final movement would be chaotic, were it not for the fact that even the
smallest of the fragment-splinters, which follow each other in highly hectic succession, are
derived from the main theme. The middle part, which shows light hints of blues, brings
repose for a short while. Then the whirlwind starts again even more intensely. This
kaleidoscope gives rise with its unusual dynamic momentum to a fairground atmosphere — a
favourite subject for Haas. [...‘Postludium’ has] the peculiar character of ‘despairing
cheerfulness’, which seems to me to be typical of Jewish humour — one dances and makes
jests so as not to cry (this has also been perfectly conveyed by Shostakovich in his song

cycle ‘From Jewish Folk Poetry’).%

The association of ‘Jewishness’ with ‘despairing cheerfulness’ or ‘laughter
through tears’ has been commented upon by Esti Sheinberg with reference to the
views of the Russian composer Mikhail Gnesin.?” Sheinberg explains the perceived
conflation of contradictory emotional states by the peculiarity of the ‘Jewish Dorian’
mode, in which ‘major’ and ‘minor’ scale degrees (associated with ‘euphoric’ and

‘dysphoric’ character, respectively) are mixed. Sheinberg also points out klezmer

% Nemtsov, ‘Zur Klaviersuite op. 13 von Pavel Haas’, p. 22.

27 Esti Sheinberg, Irony, Satire, Parody, and the Grotesque in the Music of Shostakovich: a Theory of
Musical Incongruities (Aldershot: Ashgate, 2000), pp. 302, 305-7.
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music’s tendency to ‘repetitiveness’ or, as Gnesin called it, ‘ecstatic automatisation’,

capable of evoking the image of a dancing ‘grotesque Ubermarionette’.?

Neither Nemtsov nor | have identified any specifically musical features in
Haas’s suite that might be considered Jewish. Correspondingly, there are no
references to Jewishness in the contemporary reviews of the piece, with the
exception of one oblique remark about Haas’s ‘racially inherited sonic invention’.”®
Nonetheless, ‘Postludium’ is arguably characterised by a conflation of euphoric and
dysphoric elements. This effect results from an incongruity between the ragtime-
influenced dance gestures, on the one hand, and the pervasive lament-like chromatic
descent, on the other. The grotesque effect is enhanced by exaggeration and
distortion of physical movement. The repetition, accumulation, and deformation of
musical material (particularly in the final section) are fittingly described by

adjectives such as obsessive, vertiginous, convulsive, and violent.

% Ibid., p. 307. Sheinberg refers to Mikhail Gnesin, ‘O yumore v muzyke’, in Stat’i, Vospominaniy,
Materiali, ed. R. V. Gl’ezer (Moscow: Sovetskii Kompozitor, 1961), p. 201.

# Hr¢., ‘Klub moravskych skladatelti v Brn&’, Brnénskd svoboda, 22 April 1936: ‘Haas’s Suite for
Piano, Op. 13, a composition [which is] temperamental to the core and musically — as we say —
absolute, [... draws its effect from] the author’s colourful sonic invention [ ‘zvukovost’], [which is] as
much racially inherited as it is artistically cultivated and sophisticated.” Quoted from a newspaper
clipping included in Haas’s album ‘Moje uspéchy a ne-tspéchy’ (‘My Successes and Non-
successes’), which survives as the property of Olga Haasova-Smrckova.
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Conclusion

The study of Suite for Piano is important for the understanding of the development
of Haas’s compositional language in the 1930s, in which emerging Neoclassical
tendencies coexist with the composer’s continuing interest in jazz, collage-like
juxtaposition of contrasting elements, and the grotesque. The work’s Neoclassical
features include formal concision and brevity, economy of means (efficient use of
minimal motivic material), focus on linear contours (melodic lines,
ascending/descending transpositional sequences) rather than vertical harmonic
‘colouring’, emphasis on rhythm and ‘anti-sentimental” motoric drive, modern use of

diatonicism, and overall balance between wit and discipline, simplicity and mastery.

On the other hand, Haas does not play with classical tonal syntax in the way
Stravinsky does; his music does not employ anachronistic clichés, imply (and
subvert) patterns of classical phrase structure, or use quasi-tonal cadences. In fact,
there are very few allusions to music of the past in Haas’s suite, with the exception
of the ‘Pastorale’. Haas made a further step in this direction in his opera Charlatan
(1934-37), which employs a historicising musical idiom to evoke the atmosphere of
a seventeenth-century fairground (see Chapter 5). Elements suggestive of historical
fairground music subsequently penetrated into the 1943 Study for Strings (discussed
in Chapter 4), which is the most characteristic surviving example of Haas’s
Neoclassicism. Unfortunately, the Partita in Old Style (Partita ve starém slohu;
Terezin, 1944), which would have been highly relevant to the issues discussed here,

has been lost.*

There appears to be a tension in Haas’s suite between the classical ideal of
order and restraint and the grotesque features of confusion and excess. However,
both tendencies arguably serve to create a sense of distance: gestures of subjective
investment are either avoided or exaggerated. On another level, this apparent conflict
is part of Haas’s broader preoccupation with the juxtaposition of oppositional

elements. The relatively restrained character of the first two movements (which

%0 According to Peduzzi, this was a six-movement piece; the incipit of the sixth movement (Gigue)
was preserved on a keepsake sheet dedicated by the composer to K. Herrmann. Peduzzi refers to the
so-called Hefman’s collection (Hefmanova sbirka) deposited in the Terezin Memorial (Pamatnik
Terezin), inv. no. 3914/G 731. See Peduzzi, Pavel Haas, p. 133.
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constitute a complementary pair) contrast with the excessive nature of ‘Danza’ and
‘Postludium’ (which also complement each other in many respects). Moreover, a
whole cluster of binary oppositions emerges with the interpolation of ‘Pastorale’
between the latter two. The ancient, rural, and religious connotations of ‘Pastorale’
contrast with the modern, urban associations evoked by the ragtime-influenced, jazzy
idiom of ‘Danza’ and ‘Postludium’. ‘Pastorale’ occupies the position of an idyllic,
dream-like interlude inserted between two dance movements linked by similarities of
tempo, articulation, and rhythmic pattern. The view of the ‘Pastorale’ as a dream
episode is encouraged not only by its own ‘vanishing’ ending, but also by the way
the previous movement (‘Danza’) ends, or rather fails to end: instead of a genuine
conclusion, the dance is intensified to the point of ecstatic obsessiveness and
ultimate collapse, which makes the impression of losing one’s consciousness or
attaining some sort of trance through dance. It is in such a ‘state of mind’ that the

‘Pastorale’ appears.

In the previous chapter, |1 used Bakhtinian perspectives on carnival and
Teige’s notion of Poetism to interpret a similar kind of musical collage in the last
movement (‘The Wild Night’) of Haas’s 1925 string quartet ‘From the Monkey
Mountains’. However, since Poetism declined towards the end of the 1920s, it is
open to question whether the same model can be applied to the suite, composed in
1935. The central problem concerns the mutual relationship between the incongruous
elements. In ‘The Wild Night’, the signifiers of the old, folk, rural world were
conflated with attributes of the modern, urban world in a carnivalesque whirl where
contradictions seemed to coexist without being mutually exclusive. By contrast, in
the suite, the two realms are carefully separated; the ancient, folk, and religious
elements are confined to the ‘Pastorale’, the territory of nostalgic reminiscence, and
they are treated without the ironic distance that facilitated the conflation of

incongruities in ‘The Wild Night’.

The position of ‘Pastorale’ between ‘Danza’ and ‘Postludium’ in the suite is
analogous to that of the slow movement ‘The Moon and I’ between ‘Carriage,
Horseman, and Horse’ and ‘The Wild Night’ in the string quartet. In both cases, the
framing movements create the effect of the comic/carnivalesque/grotesque hyperbole
of physical motion; they are also connected by similarity of syncopated rhythmic
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patterns (besides other common features), which underscores the parenthetical nature
of what comes in between. Another parallel can be drawn between ‘Pastorale’ and
the episode which appears within ‘The Wild Night’: at one point in the movement,
the dizzying carnivalesque rave is temporarily suspended, giving way to a quotation
of Haas’s own song which he once dedicated to a girl he loved. In both of these
cases, moments associated (more or less explicitly) with subjectivity are confined
within the carefully constructed framework of a dream, hallucination, or
reminiscence. Finally, ‘Pastorale’ is correlated with other slow/reflective/subjective
sections of the suite, most of which are subtly connected, as has been demonstrated,
by similarity of motivic material, contour, and/or articulation: the slow second
movement (located between two emphatically motoric movements) builds on the

slow section of ‘Praeludium’ and anticipates the slow section of ‘Postludium’.

The positioning of such episodes between two related movements or within a
single movement is a particular example of the correlation which may occur, as
Michael Puri has observed in his study of memory and decadence in Ravel’s music,
between ‘interior’ parts of a formal design and ‘psychological interiority’.
Although Haas’s music does not lend itself fully to interpretation through the prism
of Decadence (at least not in the case of this particular piece), it is apparent that
Haas, like Ravel, often employs an objective ‘mask’ (typically in the form of motoric
and/or humorous music) which occasionally ‘slips to reveal a longing subjec‘[’.32
This is the case in at least two of the above-mentioned parenthetical sections in
Haas’s works: the reminiscence of a beloved girl (in ‘The Wild Night’) and the
dream-like vision of pastoral antiquity (in ‘Pastorale’). Thus, ‘Pastorale’ is not (at
least not primarily) the product of a Neoclassical tendency to honour, emulate, build
upon, or deconstruct (as Stravinsky does) the past; the emphasis here is on the

remembering/dreaming subject.

31 Michael J. Puri, Ravel the Decadent: Memory, Sublimation, and Desire (New York: Oxford
University Press, 2011), p. 26. Puri’s point concerns the appearance of musical material which is
associated with memory of the past through its ‘historical content’ (references to styles, genres,
techniques, or other features which recognisably belong to the past) or ‘contextual content’
(successive appearances of musical material in a cyclic formal design). See also p. 22.

* Ibid., pp. 39-40.
143



Of particular interest is what Puri calls the question of ‘transformation’:
‘How has the past been altered in its reappearance in the presen‘c?’33 Since in Haas’s
case the past interjects in the present, the more appropriate question is: ‘How does
the appearance of the past alter the present?’ Unlike in Haas’s string quartet, where
the section following the inserted love song retains the humorous, life-affirming
character of what came before, in the suite, the comic character of ‘Danza’ contrasts
with the more ambiguous and, at times, explicitly dysphoric atmosphere of the
‘Postludium’. In other words, the episode (‘Pastorale’) seems to effect a change of
perspective, whereby the following part (‘Postludium’) appears as a critical
commentary on or even a negative image of the previous part (‘Danza’). The
euphoric eccentric dance becomes a dysphoric grotesque dance. To conclude, the use
of collage in the suite, unlike in the earlier string quartet, appears not as a celebration
of the invigorating stimuli the world has in stock for twentieth-century people, but
rather as a critical statement about the ambivalent subjective experience of the
modern world and the (subconscious?) longing for the irretrievably lost pastoral

utopia.

* Ibid., p. 22.
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CHAPTER 4:

Rhythmic Layers and Musical Form:
Janacekian Elements in Haas’s Compositional

Practice

In this chapter, I will discuss traces of Janac¢ekian compositional practice in Haas’s
music, particularly the use of ostinati, fragmentary thematic materials, and layered
textures, consisting of superimposed rhythmic and melodic patterns. | will relate
these practices to broader theoretical issues that have been discussed in connection
with the music of Stravinsky: the crisis of conventional phrase structure and linear
directionality in early-twentieth-century music (Hasty), the replacement of
traditional motives and themes with fragmentary, repetitive motivic ‘cells’, and the
resulting problems of stasis, (non)development, and (dis)continuity (Taruskin, Cross,

Horlacher).

At the forefront of my interest will be Haas’s treatment of rhythm and metre,
which I will discuss with reference to Janacek’s notion of scasovdni, and the roles
these parameters play in Haas’s formal designs. I will explain how Janacek’s notion
of ‘metro-rthythmic layers’ is applied in Haas’s music to perform essential formal
functions: differentiation, development, and unification of thematic material,
creating dynamics of tension and release, and facilitating formal closure. Although |
will focus primarily on the relationship between rhythm and form, I will discuss
problems of pitch organisation where relevant. As case studies serving to illustrate
Haas’s compositional strategies, I will analyse the first movement of his String
Quartet No. 2 (1925), his one-movement Study for Strings (1943), and the first
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movement of String Quartet No. 3 (1937-38), pieces that would most likely be based

on sonata form design in traditional tonal repertoire.

The focus on Stravinsky in the following introduction is motivated primarily
by methodological concerns: it provides a conceptual and terminological basis for
the discussion of related issues in the following analyses. | do not necessarily aim to
‘prove’ the existence of parallels between Stravinsky on the one hand and Janacek
and Haas on the other (and perhaps raise the profile of the Czech composers in the
process). Rather, my analyses will yield intriguing parallels, as well as profound

differences, both of which are of equal interest.

! Haas’s String Quartet No. 3 is one of the pieces analysed in Martin Limmer’s recent PhD
dissertation, which focuses on motivic development in Haas’s music: Martin Limmer, ‘Studien zur
motivischen Arbeit im Werk von Pavel Haas’ (‘Studies on Motivic Development in the Work of
Pavel Haas”) (PhD dissertation, Universitdt Mozarteum Salzburg, 2013). Given their focus, Limmer’s
analyses are not directly relevant to my present enquiry. Those sections in which Limmer discusses
Janéacek’s influence of Haas’s use of rhythm are based largely on my own bachelor’s dissertation:
Martin Curda, ‘Smyécové kvartety Pavla Haase z 20. let’ (‘Pavel Haas’s String Quartets from the
1920s’) (unpublished bachelor’s dissertation, Masaryk University, 2010). See also Martin Curda,
‘Druhy smyccovy kvartet Pavla Haase: mezi Jand¢kem a Ravelem’ (‘Pavel Haas’s String Quartet No.
2: Between Janacéek and Ravel’), Opus musicum, 42/4 (2010), 29-46.
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Introduction: Issues in Stravinsky and Janacek Analysis

Cross: Fragmentation, Repetition, Stasis, Discontinuity, and Development

As Christopher Hasty has demonstrated, the early-twentieth-century crisis of tonality
raised substantial problems of succession and continuity in music.? The tension-
resolution propelling principle inherent to tonality was an essential means of
ensuring directionality in music, the causal relationship between ‘before’ and ‘after’
enabling the listener to ‘predict the future course of events’.> From a Schenkerian
perspective, a continuous, linear progression towards a tonal centre is the essence of
tonal music. This principle of goal-directed motion is the most important source of
tonal music’s teleological drive, capable of producing a sense of formal closure.
From a slightly different perspective, tonality, understood as a hierarchical system of
tonal relations, plays an essential role in the articulation of musical form, from the
small-scale level of individual phrases (underpinned by certain patterns of harmonic
progression) to large-scale structures of entire compositions (determined largely by

relations between key areas).

Analyses of pitch structures in Stravinsky’s music often involve a discussion
of the issues of continuity and unity. In her overview of this scholarly debate,
Gretchen Horlacher points out the contrasting views of Jonathan Kramer, who
identifies background voice-leading continuity across the Symphonies of Wind
Instruments despite the work’s static, discontinuous surface, and Jonathan Cross,
who argues that in Stravinsky’s music, particularly in the Neoclassical works,

““connected” surfaces disguise a deeper fragmentation, a deeper discontinuity.”

2 Christopher Hasty, ‘On the Problem of Succession and Continuity in Twentieth-Century Music’,
Music Theory Spectrum, 8 (1986), 58-74.

® Ibid., p. 62.

* See Gretchen G. Horlacher, Building Blocks: Repetition and Continuity in the Music of Stravinsky
(New York: Oxford University Press, 2011), pp. 56-8. Horlacher refers to Jonathan D. Kramer, The
Time of Music: New Meanings, New Temporalities, New Listening Strategies (New York: Schirmer
Books, 1988), pp. 275-9. Cross quoted directly from Jonathan Cross, The Stravinsky Legacy
(Cambridge: Cambridge University Press, 1998), p. 9. Horlacher quotes the following passages from
Cross’s book: ‘And even when the surface of the music seems to suggest conventional tonal voice
leading, as in so many of the neoclassical works, the underlying structure appears to be equally non-
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Horlacher also references analyses by Joseph Straus, who analyses Stravinsky’s
pitch structures in terms of large-scale transpositional patterns derived from
intervallic properties of the core motives, and Pieter van den Toorn, who focuses on
the duality between diatonic and octatonic syntax in Stravinsky’s music.”> These
analysts, among others, make the point that Stravinsky’s music is mostly
characterised by a more or less uneasy coexistence of conflicting forces, resisting

any kind of resolution which may give rise to a synthetic unity.°

A comprehensive discussion of the related problems of fragmentation,
discontinuity, stasis, and non-development has been undertaken by Jonathan Cross,

who argues the following:

[Bly focusing on repetition/recurrence as a means of challenging the dominant aesthetic of
wholeness, connectedness, unity, continuity and directedness, [... Stravinsky] offered the
possibility of an alternative, modernist aesthetic of fragmentation, discontinuity and
opposition in a non-narrative, non-developmental music which nonetheless remained

. 7
consistent and coherent.’

According to Cross, Stravinsky’s ‘anti-Teutonic, anti-organic stance’ led the
composer to the exploration of ‘““block” construction’, ‘mosaic structure’, and
cinematic juxtapositions akin to the ‘montage techniques of Eisenstein’.® Cross also

29, ¢

invokes Richard Taruskin’s notions of ‘drobnost” (““splinteredness”; ‘the quality of

directed.” (p. 10); ‘[Stravinsky’s music achieves] foreground continuities through repetition; deeper
(middleground) level discontinuities through fragmentation, opposition — drobnost.” (p. 11).

% See Horlacher, Building Blocks, pp. 58-9. Horlacher refers to Joseph N. Straus, Stravinsky's Late
Music (New York: Cambridge University Press, 2001), p. 81 and Pieter van den Toorn, The Music of
Igor Stravinsky (New Haven: Yale University Press, 1983), pp. 52-3.

® See Kofi V. Agawu, ‘Stravinsky's “Mass” and Stravinsky Analysis’, Music Theory Spectrum, 11/2
(Autumn, 1989), 139-63 (p. 162): ‘Conflict and co-existence of dialectical opposites are, as construed
here, not just positive measures, but strongly positive ones. To reduce away these conflicts is, in my
opinion, to attack that which is most essential in Stravinsky.” See also Chandler Carter, ‘Stravinsky’s
“Special Sense”: The Rhetorical Use of Tonality in “The Rake’s Progress”’, Music Theory Spectrum,
19/1 (Spring, 1997), 55-80. See also Alexander Rehding, ‘Towards A “Logic of Discontinuity” in
Stravinsky's “Symphonies of Wind Instruments™: Hasty, Kramer and Straus Reconsidered’, Music
Analysis, 17/1 (Mar., 1998), 39-65 (p. 57): ‘I believe it is significant that there is no complete
statement [in Stravinsky’s Symphonies of Wind Instruments] of the octatonic scale [the full occurrence
of which would] put too much weight on one side.’

” Cross, The Stravinsky Legacy, p. 85.
% Ibid., p. 10.
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being formally disunified, a sum-of-parts’) and ‘nepodvizhnost” (‘immobility, stasis;

as applied to form, the quality of being nonteleological, nondevelopmental’).’

On the surface level, stasis manifests itself, as Cross puts it, in the use of
‘immobile’ ostinati and ‘static’ melodies ‘built from limited motifs or cells which are
then repeated/varied in various guises rather than developing thematically’.'?
Relevant to this observation is Taruskin’s claim that Stravinsky drew on the Russian
folk practice of singing ‘popevki’ — repetitive tunes that are ‘inherently static,
iterative, open-ended, noncadential (hence tonally suspensive, recursive, infinitely
extendable)’.11 A well-known example of the interpretation of Stravinsky’s large-
scale form in terms of the mosaic-like juxtaposition of static blocks can be found in
Jonathan Kramer’s discussion of Symphonies of Wind Instruments. Kramer’s reading
of the piece draws on Stockhausen’s concept of ‘moment form’, in which the
individual ‘moments’ are by definition disconnected from each other, their temporal

succession is rendered arbitrary, and the sense of overall form is based on durational

proportion.*?

Particularly pertinent to my enquiry is Cross’s following point, concerning
the importance of rhythm as a means of compensating for such static musical

features:

It should hardly surprise us that, in the face of the collapse of tonality with its guarantee of
directedness, early twentieth-century composers should look to the rhythmic parameter in
order to find new means of investing their apparently harmonically static and non-

developmental music with a renewed dynamism.*®

Cross refers to the strategy of using stratified textures, consisting of vertically
superimposed rhythmically differentiated layers, which is characteristic of

Stravinsky, but also of Debussy, whose music was informed by his encounter with

® Richard Taruskin, Stravinsky and the Russian Traditions: A Biography of the Works Through Mavra,
2 vols. (Oxford: Oxford University Press, 1996), ii, pp. 1677-8, quoted in Cross, The Stravinsky
Legacy, p. 10.

1% Cross, The Stravinsky Legacy, pp. 10-1.

' Taruskin, Stravinsky and the Russian Traditions, ii, p. 1363, quoted in Horlacher, Building Blocks,
p. 37.

12 Hasty, ‘On the Problem of Succession and Continuity’, p. 63. See also Alexander Rehding,
‘Towards A “Logic of Discontinuity’”’, p. 49.

B3 Cross, The Stravinsky Legacy, p. 89.
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Javanese gamelan at the Paris Exposition of 1889.' Elsewhere, Cross elaborates on

the parallels between Stravinsky and Debussy:

[Stravinsky’s] modernist concerns [with fragmentation, opposition, disruption, and so on]
overlap with Debussy’s [in whose music] repetition also has a non-developmental function
and results, as Arthur Wenk has explored, in a static, circular music, or as Derrick Puffett has
argued [... in] ‘static, non-developmental textures [based on] ostinato [... which can be
regarded] as an anti-developmental device substituting mechanical (!) repetition for German
motivic development.” Aspects of the anti-Teutonic characteristics of both composers” music
certainly have their roots in Russia, especially in the shared models offered by Mussorgsky —
this is clearly a significant issue in any understanding of the pre-history of the parallel

modernisms of Debussy and Stravinsky.*®

As | will demonstrate below, the use of stratified textures and the preoccupation with
rhythm were also salient features of the music of Janacek, who arguably also stood
outside the German tradition (at least in his late works) and whose interest in all

things Russian is well known.

Horlacher: ‘Reiterating Fragments’ in Stravinsky’s Three Pieces for String
Quartet

A useful point of reference for my following analyses is Gretchen Horlacher’s
discussion in her recent book, Building Blocks: Repetition and Continuity in the
Music of Stravinsky, of Stravinsky’s use of reiterating diatonic fragments in layered
textures.’® Horlacher points out that Stravinsky’s modernist techniques typically

operate with fragments of material associated with tonal music:

[Stravinsky’s] novel textures often consist of tunes with identifiable intervallic shapes,
organizations that engender continuity and connection. In other words, although his basic

materials are combined into new, often dissonant and usually repetitive textures, those

“ Ibid.

> Ibid., p. 11. Cross refers to Arthur C. Wenk, Claude Debussy and Twentieth-Century Music (Boston
MA: Twayne, 1983) and Derrick Puffett, Papers in Musicology, 4: ‘Debussy's Ostinato Machine’
(Nottingham: University of Nottingham, Dept. of Music, 1996). See also Derrick Puffett, ‘Debussy’s
Ostinato Machine’, in Derrick Puffett on Music, ed. Kathryn Puffett (Aldershot: Ashgate, 2001), 231—
85 (p. 263). Italics in Cross’s original; exclamation mark in Puffett’s original.

16 See also Gretchen Horlacher, ‘The Rhythms of Reiteration: Formal development in Stravinsky’s
ostinati’, Music Theory Spectrum, 14/2 (Autumn, 1992), 171-87.
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materials still originate in, and depend upon, traditional concepts of melody, harmony, and

pulsation.*’

Horlacher thus argues that Stravinsky’s melodic fragments typically display or at

least imply the tendency to goal-directed linear progression (Horlacher uses

Schenkerian reductions to describe their ‘core melodic aspects’).*® Therefore, such

fragments can occupy ‘beginnings, middles, and endings’ of musical ‘shapes’ and
» 19

‘phrases’.” Moreover, the position of reiterating fragments can be measured against

the ‘boundaries’ of formal ‘blocks’.%°

Horlacher argues that ‘conceiving of Stravinsky’s music solely as a string of
individually repeated elements is incomplete [...]. By contrast, to define a repeated
melody in reference to phrase structure [...] highlights how Stravinsky’s repetitions
may begin, continue, and end (or fail to end).”® Such “failure to end’ often results
from a phase shift between superimposed melodic fragments, reiterated with
different periodicity (rate of repetition) in separate strata of vertically layered
textures. With reference to the first of Stravinsky’s Three Pieces for String Quartet
(see Example 4.1), Horlacher writes that the individual instrumental parts ‘behave
more like a variety of wind-up toys that have been started simultaneously rather than

as members of an ensemble’:

[The second violin’s] irregular tetrachordal entries interrupt the violin’s attempts to cadence
[...] As the cello ostinato keeps falling behind, the second violin keeps appearing earlier!
[...] As if it were aware of its own misalignment, the second violin keeps seeking out new
locations, and its attempted interactions with the ostinato melody are eventually

superimposed with nearly the entire first-violin melody.*

" Horlacher, Building Blocks, p. 32.

8 1hid., p. 33.

19 For a discussion of factors defining the ‘shapes’ or ‘phrases’ see ibid., pp. 39—40.
2 Ipid., p. 30.

2 Ibid., p. 32.

% Ibid., pp. 17-8.
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Example 4.1: No. 1 of Stravinsky’s Three Pieces for String Quartet: Piano reduction formatted to

reflect the repetitions of the first-violin ostinato. Example 1.5 in Horlacher, Building Blocks, p. 17.

This image has been removed by
the author for copyright reasons.

Horlacher argues not only that there is a lively activity and development
within the (supposedly static and non-developmental) blocks,?® but that such
processes within each block allow comparison with the previous block and raise
expectations for further development in the next one, even if such iterations are non-
Contiguous.24 This idea underpins Horlacher’s concept of ‘ordered succession’,
which she uses to explain the relationships between successive blocks in
Stravinsky’s large-scale formal designs. Horlacher’s approach offers an alternative
understanding of the problems of continuity and development and challenges the
tendency to regard Stravinsky’s music one-sidedly in terms of discontinuity and
stasis:

We are asked not to choose between the connective and the discontinuous, between the static

and the developmental: rather, in holding both perspectives in an active, constantly

23 Compare with Cross, The Stravinsky Legacy, p. 10: ‘Each block, once defined, remains unchanged;
there is no sense of a directed (linear) motion through it.’

24 See Horlacher, Building Blocks, p. 47.
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negotiated relation, we undertake a hearing that engages the truly unique quality of time

within [Stravinsky’s music].?

Cone: Stratification, Interlock, and Synthesis

In my discussion of Haas’s large-scale formal design, I will also make reference to
the analytical approach outlined by Edward T. Cone in his seminal essay
‘Stravinsky: The Progress of a Method’.”® Cone’s essay starts with the observation
that ‘Stravinsky’s textures [are marked by] sudden breaks affecting almost every
musical dimension: instrumental and registral, rhythmic and dynamic, harmonic and
modal, linear and motivic.’®’ The ‘method’ Cone introduces in his essay is based on

three notions: ‘stratification’, ‘interlock’, and ‘synthesis’.

‘Stratification’ is defined as ‘the separation in musical space of ideas — or

better, of musical areas juxtaposed in time’. Cone further elaborates:

The resultant layers of sound may be differentiated by glaring contrasts, as at rehearsal Nos.
1 and 2 of the Symphonies [of Wind Instruments], where changes of instrumentation, register,
harmony, and rhythm reinforce each other. The effect may be much more subtle, as at No. 6,
where instrumentation overlaps and there is no change of register. [...] In almost every case,

however, there is at least one element of connection between successive levels.?®

Cone’s preference for the term ‘musical areas’ over ‘ideas’ is significant. It
indicates that the contrast between successive sections is not only motivic or
thematic. When he designates a particular musical area as A or B, he really refers to
a particular combination of a number of musical elements, which distinguish the area
in question. In traditional tonal repertoire, themes and keys would be the primary
form-constitutive elements; parameters such as tempo, rhythm, metre, texture,
instrumental colour, dynamics, and so on (despite being arguably part of the identity

of each theme) would mostly be considered of lesser structural significance. From

% |bid., p. 9.

% Edward T. Cone, ‘Stravinsky: The Progress of a Method’, in Perspectives on Schoenberg and
Stravinsky, ed. Benjamin Boretz and Edward T. Cone (New York: W.W. Norton, 1972), 156-64.

7 Ibid., p. 156.

% |bid., p. 157. Besides such small-scale textural continuities at surface level, Cone also identifies
large-scale voice-leading continuities between the ‘blocks’.
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Cone’s perspective all of the above parameters are of equal importance in that they

are all capable of differentiation and unification of individual musical areas.

In other words, the successive musical areas are characterised by specific
combinations of musical parameters concerning motivic/thematic units, pitch
structure, tempo, rhythm, metre, texture, instrumentation, articulation, colour,
dynamics, and so on. In fact, | suggest that each of these parameters should be
understood as constituting an independent stratum (I believe this is in accord with
Cone’s own argument, although it is not explicitly articulated this way in his essay).

The meaning of ‘interlock’ is explained in the following lines:

Since the musical ideas thus presented are usually incomplete and often apparently
fragmentary, stratification sets up a tension between successive time segments. When the
action in one area is suspended, the listener looks forward to its eventual resumption and
completion; meanwhile action in another has begun, which in turn will demand fulfilment
after its own suspension. The delayed satisfaction of these expectations occasions the second
phase of the technique: the interlock. To take the simplest possible case, consider two ideas
presented in alteration: A-1, B-1, A-2, B-2, A-3, B-3.

[ B1l------- B2------- B3------- ]
Now one musical line will run through A-1, A-2, A-3; another will correspondingly unite the
appearances of B. Although heard in alternation, each line continues to exert its influence
even when silent. As a result, the effect is analogous to that of polyphonic strands of melody:

the successive time segments are as it were counterpointed one against the other.?®

Parallels are apparent with Horlacher’s thoughts on the relationship between non-
contiguous blocks in an ‘ordered succession’. However, Horlacher takes as her
starting point the events within each ‘musical area’, on which basis she assesses the

relationships across successive ‘blocks’.

The final phase, Cone argues, is that of ‘synthesis’:

Some sort of unification is the necessary goal toward the entire composition points, for
without it there is no cogency in the association of the component areas. But it is seldom as
explicit as the original stratification, and it almost invariably involves the reduction and

transformation of one or more components, and often the assimilation by one of all the

2 bid.
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others. The diverse elements are brought into closer and closer relation with one another, all
ideally being accounted for in the final resolution. But the process is by no means confined
to the end of a movement; sometimes it is at work from the beginning. It can take many

forms: rhythmic, contrapuntal, harmonic.®

I wish to conclude the discussion of Cone’s ideas with an example, representing

graphically a purely hypothetical case of stratification and synthesis:

Table 4.1: A hypothetical example of stratification and synthesis, based on Cone’s ideas.

X
Motive/theme y
z
. X
Pitch structure y
z
T X
empo
P y
z
X
Rhythm/metre y
z
Text! X
exture
y
z
. X
Instrumentation y
z
b . X
namics
4 y
z
] ] A A
Sections (‘musical areas’) B
C C

The relationship between A and B represents the ideal case of total differentiation
across all musical parameters. That between B and C represents the more common
case (according to Cone), in which the adjacent blocks have ‘at least one element’ in
common (here texture and instrumentation). Finally, the last column represents a
hypothetical example of ‘synthesis’ between A and C (presumably not the final
synthesis, which should also involve elements of B). In this theoretical case, the
motivic elements of A and C are either blended or superimposed in a stratified
texture. In other domains, the properties of A and C are more or less in balance,

which illustrates the mutual ‘transformation’ and ‘assimilation’. If, for example, the

% Ibid., pp. 157-8.
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properties of A prevailed over those of C, the latter’s characteristic features might be

‘reduced’ away and C would become submerged into A.

Layered Textures, Repetitive Fragments, and ‘Montage’ Techniques in

Janacek’s Music

Most of the generic problems discussed above find a specific manifestation in the
compositional practice of LeoS Janacek. The notion of ‘montage’ has often been
used with reference to Janacek’s techniques of fragmentation, juxtaposition, and
superimposition of musical material. It should be noted that the association of
‘montage’ with Janafek does not necessarily imply that the composer himself had
particular interest in the cinematic techniques pioneered by Sergei Eisenstein
(arguably, it says more about the preoccupation with montage techniques on the part
of those who established this connection).** In this respect, ‘montage’ is more fitting
with reference to the works of Pavel Haas, whose involvement with film and

cinematic imagery has been demonstrated.

Of particular interest are the observations made by Czech composer and
musicologist Josef Berg in his brief essay entitled On Jandacek’s Compositional
Idiom (K Jandckovu skladebnému projevu).** Berg characterised the type of texture
which typically appears in Janacek’s late music as ‘polymelodic’, arguing that it
consists of ‘autonomous, equally important melodic lines’ and therefore ‘lacks
accompaniment or figuration in the traditional sense’.*® Berg distinguished two types
of melodic elements in Janacek’s music: ndpév (‘melody’; pl. ndpévy), longer
melodic fragments resembling traditional motives or themes, and scasovka (pl.

scasovky), shorter melodic fragments, typically reiterating and thus forming ostinato

%! The term was coined by Czech composers and theorists Milo§ Stédron, Miloslav I$tvan, Ctirad
Kohoutek, and Alois Pitios during 1960s and 70s — an era of pioneering interest in the techniques of
electro-acoustic music. The term was also adopted by John Tyrrell. See Milo$ Stédrofi, Leos Jandcek
a hudba 20. stoleti: paralely, sondy, dokumenty (Leos Jandcek and Twentieth-Century Music:
Parallels, Probes, Documents) (Brno: Nadace Universitas Masarykiana, 1998), pp. 147-56.

%2 Josef Berg, KJandckovu skladebnému projevu (On Jandcek’s Compositional Idiom) (Brno:
Spolecnost Leose Janacka, 1991). The essay was written as early as 1948 but remained unpublished
until 1991. See Stédron, Jandcek and Twentieth-Century Music, p. 151.

% Berg, K Jandckovu skladebnému projevu, p. 10. All translations from Czech sources are mine,
unless stated otherwise.
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‘accompaniment’ layers.34

A parallel with Horlacher’s ‘reiterating fragments’
(defined as ‘a larger group to which ostinati belong as a special subset’) is
immediately apparent.*® Berg emphasised that the two types differ in ‘function’ but
not in essence, because they typically stem from a common motivic basis and
because each ndpév can be easily transformed into séasovka and vice versa.*® Such
exchange of roles through rhythmic augmentation and diminution is illustrated by

the following extract from Janac¢ek’s String Quartet No. 1:

% \bid., pp. 10-1. Berg draws on Janagek’s terminology: ‘nép&v’ (singular form of the word)
translates conveniently as ‘tune’; however the translation ‘vocal melody’ would be more appropriate
since it reflects the etymological link with ‘zpév’ (‘singing’). There is also related to a more familiar
term of Janacek’s, that of ‘napévky mluvy’ (‘ndpévky’ is the dimminutive of ‘napévy’; ‘mluvy’ is the
genitive of ‘mluva’ — ‘speech’), which is usually translated as ‘speech melodies’. The term scasovka
will be explained later along with Janacek’s concept of scasovani, which is also linked to ‘napévky
mluvy’.

% Horlacher, ‘The Rhythms of Reiteration’, p. 180.

% Berg, K Jandckovu skladebnému projevu, p. 11.
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Example 4.2: Rhythmic strata in Janac¢ek’s music. Leo$ Janacek, String Quartet No. 1 ‘Inspired by
Tolstoy’s Kreutzer Sonata’, 1923 (Prague: Supraphon; 2nd edn, revised by Milan Skampa, 1982),
second movement, bb. 179-87. Reprinted with permission from Bérenreiter Praha (TP 520). All

subsequent examples from this piece refer to this edition.

This image has been removed by
the author for copyright reasons.

This example also illustrates Janacek’s use of layered textures, consisting of
superimposed melodic and rhythmic strata. The term ‘montage’ can be understood
either as ‘vertical’ superimposition of reiterating fragments (potentially involving
overlap, phase shift, and so on) or as ‘horizontal’ juxtaposition of consecutive
contrasting sections without mitigating transitions. In this case, the change of the
ostinato pattern and textural configuration as a whole is an important source of

contrast.
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These processes have far-reaching implications for the formal structure of
Janacek’s music, which is arguably marked by fragmentation and discontinuity,
since Janacek’s treatment of melodic fragments most of the time defies the syntactic
principles of conventional phrase structure. Berg compared the formal designs he
observed in Janacek’s late works to a ‘mosaic’, arguing that ‘simple reiteration, the
juxtaposition of successive statements of a theme (as well as juxtaposition of
different themes without a transition) is more common than developrnent’.37 Berg
refers particularly to Janac¢ek’s late String Quartet No. 2 ‘Intimate Letters’, which he
regards as a ‘textbook’ example of the composer’s technique: ‘In the “Intimate
Letters”, Janacek created a true mosaic, in which ndpévy and scasovky (the latter in
particular) are juxtaposed (often without any transition and with sudden contrast) so

conspicuously that they seem to be mechanically put together.”*®

Nonetheless, Berg observes that the first movement of this piece is based on
a small number of motivic fragments ‘so closely related that it would be justifiable to
[regard the piece as] monothematic’.*® Berg also points out that germinal motivic
cells are developed by ‘traditional means of motivic transformation (i.e. variation,
expansion, division, truncation)’.40 Berg’s diagram of the movement’s motivic

content illustrates both points (see Figure 4.1).

¥ Ibid., p. 10.
% Ibid., p. 25. Italics mine.
* Ibid., p. 26.
“® Ibid., p. 19.
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Figure 4.1: Berg’s summary of the motivic content of the first movement of the ‘Intimate Letters’.
Néapévy are labelled with upper-case letters; s¢asovky with lower-case letters. Berg, K Jandckovu

skladebnému projevu, p. 26.

This image has been removed by
the author for copyright reasons.

Therefore, motivic relationships provide not only elements of unification and
continuity, but also development. However, Berg also argues that development in
Janacek’s music is non-linear and discontinuous and his formal designs are
essentially additive, that is, consisting of a succession of distinct variants of one or

several recurring motivic fragments:

Figure 4.2: Berg’s schema comparing developmental strategies used by Smetana and Janacek. Berg,

K Janackovu skladebnému projevu, p. 20. Translation mine.
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It should be added that the successive formal sections are not distinguished only by a
specific guise of the thematic melodic fragments (ndpevy), but also by the
transformation of the context in which they appear — a particular metro-rhythmic,
modal, and textural configuration. Changes of such configurations amount to
significant form-constitutive events. Of particular importance in this respect are the
underlying ostinati (scasovky), which often persist throughout whole formal sections,

investing them with a distinctive identity.

A parallel emerges here with Cone’s notion of ‘stratification’. Berg, like
Cone, pointed out that the successive formal ‘blocks’, differentiated as they are by
various musical aspects, mostly have at least one element in common. He points out
that ndpévy and scasovky often do not change simultaneously. The introduction of a
new ndpév or its variant (what Berg calls ‘thematic differentiation’) may be
mitigated by continuity of an unchanged scasovka (‘textural unification’) or vice
versa, giving rise to overlapping patterns illustrated by Berg’s examples shown

below:*

Example 4.3: Berg’s example of thematic unification accompanied by textural differentiation (left)
and thematic differentiation accompanied by textural unification (right). Berg, K Jandckovu

skladebnému projevu, pp. 27-8.
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“ Ibid., pp. 27-29. Berg’s terms are ‘sjednoceni / diferenciace’ and ‘tematika / faktura’,
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Janacek’s Notion of Sc¢asovdani

All aspects of Berg’s argumentation are related in some way or another to Janacek’s
concept of scasovani (noun; adj.: scasovaci) — a neologism derived from the root
‘as’ (‘time’).** Czech musicologist Jarmil Burghauser defined scasovdni as (a)
‘metro-rhythmics’ (a general designation for the complex of rhythmic and metric
phenomena) and (b) ‘rhythmicising’ (the ‘compositional activity’ of ‘forming’ and
‘structuring’ in this area’).*® For the sake of convenience, | will use Janadek’s

adjective sc¢asovaci interchangeably with ‘metro-rhythmic’.

In his theoretical writings, Jana¢ek combines under the heading of sc¢asovani
music-theoretical observations on metro-rhythmic relations in music with
psychologically oriented aesthetic reflections. The composer’s well-known
fascination with the so-called ndpévky mluvy (‘speech melodies’) stemmed from his
belief that rhythmic patterns of speech convey the speaker’s immediate
psychological state. Correspondingly, he believed that a particular mood could be
musically articulated by means of rhythm. This is illuminated by the following

quotation from his Complete Theory of Harmony (Upind nauka o harmonii):

I have arrived at the significance of sCasovani through the study of speech melodies
[‘napévky mluvy’]. [...] The ultimate s¢asovaci truth resides in words, the syllables of which
are stretched into equal beats, a pulse which springs from a certain mood. Nothing compares
to the scasovaci truth of the rhythms of words in [the flow of] speech. This rhythm enables us
to comprehend and feel every quiver of the soul, which, by means of this rhythm, is
transmitted onto us, evoking an authentic echo in us. This rhythm is not only the expression
of my inner spirit, it also betrays the impact of the environment, the situation and all the
mesological influences to which | am exposed — it testifies to the consciousness of a certain

age. We can feel a fixed mood clinging to the equal beats [i.e. the pulse] of s¢asovka [a houn

*2 The literal translation ‘in-time-putting’ has been suggested in Jifi Fukag, ‘JanaGek and the Dance of
“Categories”, in Jandcek and Czech Music: Proceedings of the International Conference (Saint
Louis, 1988), Studies in Czech Music No. 1, ed. Michael Beckerman and Glen Bauer (Stuyvesant:
Pendragon Press, 1995), 371-88 (p. 387).

* Jarmil Burghauser, ‘Hudebni metrika v Janackové teoretickém dile’ (Musical Metrics in Janacek’s
Theoretical Works), in Shornik praci Filosofické Fakulty Brnénské University, series H (Rada
hudebné védna / Musicological Studies), 33-34 (1984-5), 137-53 (p. 138). See also Michael
Beckerman, Jandcek as Theorist (New York: Pendragon Press, 1994), p. 82.
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referring either generally to the ‘scasovaci layer’ or, as Berg uses it, to a recurring rhythmic

pattern].**

In light of this quotation, each particular metro-rhythmic configuration in Janacek’s
textures should be understood as being endowed with a specific ‘mood’. The ostinati
(scasovky) are the principal means of sustaining each mood over longer periods of
time. Drawing on Janacek’s above cited thoughts, Berg described scasovka as a

. . . . . 45
‘unique means of expression’ and explained its operation as follows:

Scasovka imposes its frozen mood [upon a musical area] by ceaseless repetition of a single
melodic fragment. [...] When such a small fragment pounds incessantly throughout a
prolonged section of a piece, it creates for the time of its duration an atmosphere governing

the section; it invests the section with its character, its pulse, its mood.*®

Berg further argues that Janacek’s ‘non-functional’ treatment of harmony, which
results in the sense of harmonic ‘stasis’, is another aspect to the ‘frozen mood’ of

g .47
scasovka:

The mood-evoking effect of s¢asovka is not based only on rhythm. S¢asovka is mostly also
the sole carrier of harmony. [...] The considerable harmonic inertia (i.e., the [long] duration
of each harmony) [in Janacek’s music] is directly related to the function of scasovka to
communicate mood. A chord [or perhaps rather a modal colour, since scasovky are mostly
non-triadic] thus gains a new role. It produces a sonic effect and creates for the time of its
duration a specific atmosphere, which is an irreducible part of the overall effect of

. 4
séasovka.*®

In more technical terms, Janacek’s notion of scasovdni was based on a
hierarchical model of metro-rhythmic organisation, in which the ‘scasovaci base’

(defined by Michael Beckerman as ‘fundamental temporal unit [...] which fills an

* See Leos Janacek, Uplnd nauka o harmonii (Complete Theory of Harmony), in Teoretické dilo:
Clanky, studie, predndsky, koncepty, zlomky, skici, svédectvi, 1877-1927, ed. Leo§ Faltus, Eva
Drlikova, Svatava Piibanova, and Jiti Zahradka, 2 vols. (Brno: Editio Jana¢ek, 2007-08), ii/1 (2007),
459-661 (p. 462). Translation mine; emphasis in the original; (de)italicisation of
‘sCasovani/scasovaci/sCasovka’ mine. For a slightly different translation see Beckerman, Jandcek as
Theorist, pp. 82-3.

* Berg, K Jandckovu skladebnému projevu, p. 15.
“® Ihid.

*" Ibid., pp. 29-30, 35.

“® Ibid., pp. 16, 35.
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entire measure’) functions as a common denominator, from which ‘higher’ layers are
derived through subdivision (minim = 2 crotchets = 4 quavers = 8 semiquavers, and
so on).” The distance between the ‘highest’ layer and the ‘base’ was referred to as
the ‘depth of scasovani’ (‘hloubka scasovdni’) or, more conveniently, ‘metro-

rhythmic depth’.>®

Figure 4.3: Janadek’s model of ‘scasovaci layers’ stemming from a semibreve ‘scasovaci base’.
Leos Janacek, ‘Mt nazor o s€asovani (rytmu)’ / ‘My Opinion of S¢asovani (Rhythm)’, in Teoretické
dilo: Clanky, studie, predndsky, koncepty, zlomky, skici, svédectvi, 1877-1927 (Theoretical Works:
Articles, Studies, Lectures, Concepts, Fragments, Outlines, Testimonies, 1877-1927 ), ed. Leo$
Faltus, Eva Drlikova, Svatava Pfibatova, and Jifi Zahradka, 2 vols. (Brno, 2007-08), ii/1 (2007),
361-421 (p. 393).
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Janacek also commented on how movement across such rhythmic layers contributes

to a satisfactory conclusion of a musical phrase.

To conclude a composition means to bring all its inner rhythmic® vibration to a stop; thereby
its sc¢asovaci life is lost and with it also the harmonic life and melodic development. [...] The

vibration of each layer can be terminated by a longer beat, the beat of [the layer’s] own

* See Beckermann, Jandcek as Theorist, p. 83.

%0 Zdengk Blazek, ‘Leos Janacek o skladbé a hudebnich formach na varhanické kole v Brn&’ (‘Leos
Janacek on Composition and Musical Forms at the Organ School in Brno’), Opus musicum, 20/4
(1988), 107-11 (p. 107).

°! Janagek uses idiosyncratically the adjective ‘Casovy’, which literally translates as ‘temporal’. It
seems, however, that ‘Casovy’ is used interchangeably with ‘s¢asovaci’ in this case, for which reason |
prefer to translate it as ‘rhythmic’.
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sc¢asovaci base, or the s¢asovaci base of a lower layer. The more scasovaci layers concur, the

more abrupt the cut is.>

Figure 4.4: The cessation of s¢asovaci vibration. Janacek, Uplnd nauka o harmonii, p. 605.
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An important question arises concerning the relationship between rhythm and

metre in Janacek’s model. Janacek seems to focus primarily on the rhythmic pulse,
that is, the succession of even beats or time segments of equal duration. Hence,
sc¢asovaci layers are primarily rhythmic layers. However, the superimposition of
layers, all of which are derived by means of subdivision from the ‘scasovaci base’,
necessarily results in the grouping of beats into larger metric units (groups of two,
three, four, etc.). As Janacek put it, ‘accentual [metric] activity [which] gives rise to
accentual shapes [...] emerges from the coaction of two harmonic, i.e. simultaneous
scasovky [rhythmic layers]’.53 Janagek distinguishes three types of scasovky:™*
sounding scasovka (‘sCasovka zngjici’) — a succession of equal beats in sounding
music; counting scasovka (‘s¢asovka ¢itaci’) — an echo of ‘sounding s¢asovka’ in the
55

listener’s mind, which continues to ‘count the beats’ during longer notes or pauses;

and grouping sc¢asovka (‘sasovka scelovaci’) — a ‘lower’ rhythmic layer (unfolding

52 Janacek, Uplnd nauka o harmonii, p. 605.

*% Leo$ Janadek, ‘Zaklady hudebniho sCasovani’ (‘Basics of Musical Sc¢asovani’), in Teoretické dilo
(Theoretical Works), ii/2 (2007-2008), 13—131 (p. 25). Janaéek’s thoughts on the origins of metre in
the interaction of rhythmic strata resonate with the ideas put forward by Maury Yeston, as
summarised by Harald Krebs in the following quotation: ‘Yeston defines musical meter as “an
outgrowth of the interaction of two levels — two differently-rated strata, the faster of which provides
the elements and the slower of which groups them.” In other words, a sense of meter can arise only
when a given stratum of regular pulses is associated with a slower stratum that organizes the pulses
into equivalent groups.” See Harald Krebs, ‘Some Extensions of the Concepts of Metrical Consonance
and Dissonance’, Journal of Music Theory, 31/1 (Spring, 1987), 99-120 (p. 100); Krebs quotes
Maury Yeston, The Stratification of Musical Rhythm (New Haven and London: Yale University Press,
1976), p. 66.

* See Janagek, ‘Zaklady hudebniho s¢asovani’, pp. 15-26.
% Ibid., pp. 16-7.
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in longer rhythmic values), which divides the ‘higher’ levels into metric groups.56
Janacek’s following example shows how a metrically undifferentiated pulse of equal
beats (sounding or counting sc¢asovka) gains ‘accentual shape’ through the addition

(in performance or in mind) of a grouping sc¢asovka:

Figure 4.5: Janagek’s example of the emergence of metric groupings from the interaction of two
rhythmic layers. Jana¢ek, ‘Zaklady hudebniho sasovani’, p. 25: ‘If we add — albeit just in our minds
— various grouping scasovky to a succession of notes such as this [...], its shape in the mind changes

instantly.’

Kdyz si napf. k fadé tont

Jjen pFimyslime rozmanité scelovact séasovky, zméni se hned jeji obraz v mysli.

Napt.

Scelovaci s¢|asovkal J J J J

Scelovaci s¢|asovkal .

S A A A A A e
e
Selsvrieusoiel—d— 44T T ] Jb

Scelovaci s¢|asovkal @& 4 J JJgJJJ

The notion of ‘scasovaci layers’ is of considerable importance to Janacek’s
methods of motivic transformation. Any motive can be ‘transposed’ to any of the
layers (moving ‘higher’ or ‘lower’). This technique can be observed, for example, in
the third movement of Janacek’s ‘Kreutzer Sonata’ string quartet, which is based on
a single motive. Example 4.4 shows the opening bars, in which the germinal four-
note motive appears (with motivic variation) on three distinct rhythmic levels
(quavers, semiquavers, and demi-semiquavers). This example also demonstrates

Janacek’s ‘montage’ technique: each of the two contrasting guises of the motive (the

% Ibid., pp. 25-6.
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lyrical ndpev and the violently agitated scasovka) is delivered by two superimposed
voices that are ‘out of phase’” with each other. Moreover, the juxtaposition of the two
elements, which is gradually intensified in the following bars (the fragments get
progressively shorter and alternate with increasing frequency), is an example of

‘horizontal’ montage.

Example 4.5 shows a gradual transformation of a quaver ndpév into demi-
semiquaver scasovka. This example illustrates the sudden change of ‘mood’ affected
by the last step of this process, emphasised by a change of harmonic colour (the

onset of whole-tone modality).

Example 4.6 shows the movement’s cathartic moment, immediately
preceding the return of the opening phrase. In a characteristically Janacekian
condensed manner (the whole section only lasts for six bars!), the ‘mood’ of this
climax is conveyed by an expressive gesture, distinguished by clear articulation of a
key in a homophonic texture (a very rare occurrence in this movement), as well as

extremely high register.

This is a pertinent example of what Michael Beckerman refers to as the
‘atomistic’ and ‘humanistic’ nature of expression in Janacek’s music, rooted in the
composer’s tendency to reduce musical phenomena to the most elementary units,

treated in an anthropomorphic fashion:

Janacek’s units eventually became an expression of the human condition in some vital point
in real life; they always involve an emotional quality, whether it is the scasovka with
rhythmic ‘grooving’, the ndpévky mluvy with its intonational pattern which reflects human

. . . 57
emotion, or the chord connection as a ‘union of affects’.

5" Beckerman, Janddcek as Theorist, p. 107.
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Example 4.4: Janacek, String Quartet No. 1, third movement, bb. 1-7.

This image has been removed by
the author for copyright reasons.

Example 4.5: Janacek, String Quartet No. 1, third movement, bb. 65-72.

This image has been removed by
the author for copyright reasons.



Example 4.6: Janacek, String Quartet No. 1, third movement, bb. 81-8.

This image has been removed by
the author for copyright reasons.

It should be pointed out that, despite the elements of stasis, fragmentation,
and mosaic-like structure identified by Berg, it would be misleading to think of
Janac¢ek’s music in Stravinskian terms as non-narrative, or directed by spatial order.
It is necessary to take into account Janacek’s aesthetic convictions, which were
fundamentally different from those espoused by Stravinsky (or Haas, for that
matter). The ‘impersonal’, ‘detached’, or ‘objective’ character, often ascribed to
Stravinsky’s manipulation of musical material, is alien to Janacek, whose ideal was
to capture in music with expressive immediacy the affects moving the psyche of
dramatic characters in his operas or more abstract personae in his instrumental
works. Take for example Janacek’s well-known comment in a letter to Kamila
Stosslova (14 October 1924) concerning the inspiration for his 1923 String Quartet
No. 1: ‘I imagined a poor woman, tortured, beaten, beaten to death, as portrayed by
the Russian writer Tolstoy in his work Kreutzer Sonata.”*

As Berg points out, ‘Janacek’s style is Realistic; [his] music [is intended to
be] a faithful reflection of life, consisting of psychic states [moods] and actions.’?
Berg also argues that the static features of Janacek’s music result from the
composer’s desire to articulate an immediate mood through music, since ‘mood, as

opposed to action, is by nature static’.® Janagek’s forms thus may be broken into

! Quoted in Milan Skampa’s preface to the following edition of Janadek’s quartet: Leo§ Janadek,
String Quartet no. 1, ‘Inspired by Tolstoy’s Kreutzer Sonata’, 1923 (Prague: Supraphon; 2nd edn,
revised by Milan Skampa, 1982).

2 Berg, K Jandckovu skladebnému projevu, p. 16.

% Ibid. A similar point was made by Czech musicologist Jaroslav JirAnek, who argued that the
tendency in Janacek’s music to repetition and harmonic stasis is due to Janacek’s ‘desire to grasp [...]
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suspended moments or ‘frozen moods’, but there is nonetheless a narrative trajectory
leading through their succession. Czech composer and theorist Zden¢k Blazek, who
studied the content of the lectures Janacek gave at the Organ School in Brno, related
that Janacek was dissatisfied with the architectural conception of traditional musical
forms, which he considered too schematic and unsuitable for a ‘mature composer’.4
Janacek preferred what he called ‘developmental formation’ (‘formace vyvojova’) or
‘fantasia’, which he understood as a (narrative) succession of moods, concluded by
‘the expression of the resultant mood, the resultant emotional vibration.”® It is
beyond the scope of this introduction to discuss large-scale formal structures in
JanaCek’s works. However, it seems plausible to suggest that, if the ‘moods’ in
Janacek’s music correspond with Cone’s ‘strata’, then the expression of the
‘resultant emotional vibration’ can be achieved by means similar to those described

by Cone with reference to his notion of ‘synthesis’.

the uniform mood of the life moment [a moment in life]’. See Jaroslav Jiranek, ‘The Controversy
between Reality and its Living in the Work of Leo$ Janacek’, in Jandcek and Czech Music:
Proceedings of the International Conference (Saint Louis, 1988), Studies in Czech Music No. 1, ed.
Michael Beckerman and Glen Bauer (Stuyvesant: Pendragon Press, 1995), 365-70 (p. 368), emphasis
in the original.

4 Blazek, ‘Leos Janacek o skladbé a hudebnich formach na varhanické skole v Brn¢’, p. 107.

® Ibid. The opposite of ‘formace vyvojova’ (‘developmental formation®) is ‘formace sefadna’, which
is an ambiguous, idiosyncratic term. The adjective ‘sefadnd’ could be translated as ‘ordered’ or
‘additive’.
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Case Study No. 1:
String Quartet No. 2 (1925), mov. 1: ‘Landscape’

My first case study, the first movement entitled ‘Landscape’ of Haas’s 1925 String
Quartet No. 2, ‘From the Monkey Mountains’, has already been discussed at some
length in Chapter 2. It is useful to quote again Haas’s comments concerning the

significance of rhythm and movement in ‘Landscape’:

I simply intended to capture several strong impressions evoked by a light-hearted summer
vacation in the country. The programme helps greatly to create contrasts and escalations,
thus determining the piece’s formal structure [and] facilitating the creation of purely musical
features. [...] Movement governs throughout this light-hearted composition. Whether it is the
rhythm of a broad landscape and birdsong, or the irregular movement of a rural vehicle; be it
the warm song of human heart and cold silent stream of moonlight, or the exuberance of a
sleepless revelry night, the innocent smile of the morning sun..., it is always movement that

governs everything. (Even the deepest silence has its own motion and rhythm.)®

| previously argued that Haas’s emphasis on rhythm and movement is one
aspect of the composer’s broader engagement with the tendencies of the inter-war
Czechoslovak avant-garde. More specifically, I suggested that ‘Landscape’ can be
related to Poetism’s emphasis on corporeality and sensuality, paired with a
Constructivist fascination with the precision, speed, power, and dynamism of
modern technology.” I also mentioned Honegger’s Pacific 231 as a potential source
of inspiration for certain aspects of Haas’s quartet — particularly the use of ‘rhythmic

crescendo’ (a technique based on gradual diminution of rhythmic values).?

® Haas, ‘Haasiv kvartet “Z opi¢ich hor””, 106. Emphasis on ‘movement’ (‘pohyb’) in the original.

" The concept of Poetism was coined in two manifestos written by Czechoslovak avant-garde theorist
Karel Teige, ‘Poetismus’, Host 3 (July 1924), pp. 197-204, reprinted in Avantgarda zndmd a
nezndmd (The Known and Unknown Avant-Garde), ed. Stépan Vlasin, 3 vols. (Prague: Svoboda,
1970-72), i: Od proletiiského uméni k poetismu: 1919-1924 (From Proletarian Art to Poetism:
1919-1924) (1971), 554-61; ‘Manifest poetismu’, ReD 1/9 (June 1928), reprinted in Avantgarda
zndmd a nezndamd, ed. Vlasin, ii: Vrchol a krize Poetismu: 1925-1928 (The Peak and the Crisis of
Poetism: 1925-1928) (1972), 557-93 (see particularly pp. 589-90)

® Pacific 231 was performed in Brno on 5 October 1924. See Lubomir Peduzzi, Pavel Haas: Zivot a
dilo skladatele (Brno: Muzejni a vlastivédna spolecnost, 1993), p. 49. The term ‘rhythmic crescendo’
has been used in Keith Waters, Rhythmic and Contrapuntal Structures in the Music of Arthur
Honegger (Burlington, VT: Ashgate, 2002), p. 38.
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Now that Janaéek’s theory and practice of scasovdani has been discussed, it
also becomes apparent that Haas’s claims regarding the expressive potential of
rhythm echo Janacek’s thoughts on the correlation between rhythm and ‘mood’.
Furthermore, the following analysis will also demonstrate Janacek’s influence on
Haas’s compositional technique. Haas’s use of Jandcekian rhythmic layers is
apparent from Figure 4.6 (previously shown in Chapter 2), which tracks the
occurrence of the most prominent ostinato patterns in ‘Landscape’, demonstrating
that changes of ostinato pattern correspond with the boundaries between formal

sections.

Figure 4.6: Ostinato rhythms and form in ‘Landscape’.
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Example 4.7 shows the transition between sections marked ‘a’ and ‘b’, which
is based on movement across Janacekian rhythmic layers. The initial ostinato comes
to a stop by moving down two rhythmic layers (that is, by gradual augmentation
from semiquavers through quavers to crotchets). The beginning of a new section is
marked by the onset of a new ostinato, which is based on the same rhythmic pattern

projected onto a higher (demi-semiquaver) rhythmic layer.
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Example 4.7: Transition from ‘a’ to ‘b’ through cessation and reinvigoration of the ostinato rhythm.
Pavel Haas, String Quartet No. 2, Op. 7 ‘From the Monkey Mountains’, 1925 (Prague: Tempo;
Berlin: Bote & Bock, 1994), first movement, bb. 38—40. All subsequent extracts from this work refer

to this edition.
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This part of the image has been removed by
the author for copyright reasons.

The beginning of the small-scale recapitulation (section ‘a’’) is marked by the
return of the opening semiquaver ostinato (shown in the first bar of Example 4.7) on
the level of demi-semiquavers (see Example 4.8). This ascent along the ladder of
rhythmic layers is part of a gradual escalation of momentum, which spans the entire
first section of the movement. As indicated in Figure 4.6, the increasing rhythmic
activity is enhanced by the addition of an extra layer of triplets, anticipated in the last

bar of Example 4.8.
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Example 4.8: Opening ostinato in diminution and ‘birdsong’ motive. Haas, String Quartet No. 2, first movement, bb. 66-8.

This image has been removed by
the author for copyright reasons.

Example 4.9: Contrasting middle section. Haas, String Quartet No. 2, first movement, bb. 90-7.

This image has been removed by
the author for copyright reasons.



When the intensification reaches its climax, a rapid, montage-like cut in
tempo, rhythm, and texture announces the beginning of a contrasting middle section
(see Example 4.9). This is characterised by homophonic texture, slow tempo (Lento
ma non troppo), and a regular, albeit ambivalent metric pattern (whereas the melody
is cast in 3/4 metre, the chordal accompaniment is in 6/8). The regular slow pulse
of this section roughly corresponds with the rate of the human heart during rest (note
the composer’s mention of ‘the warm song of the human heart’ in the above quoted
commentary). The middle section, which is permeated by this regular beat, thus
physiologically associates the moment of repose following the escalation of activity
in the movement’s first part. At its end, however, the slow pulse is progressively
disturbed by outbursts of the first section’s ostinato (see Example 4.10), the assertion
of which marks the beginning of the recapitulation (section ‘A"’). This agitated

rhythmic pulse subsequently persists until the end of the movement.

Example 4.10: Intrusion of the ostinato. Haas, String Quartet No. 2, first movement, bb. 136-8.

This image has been removed by
the author for copyright reasons.

The diagram in Figure 4.6 is only concerned with ostinato patterns. However,
the Janacekian technique of ‘transposition’ across rhythmic layers also applies to
Haas’s treatment of the movement’s motivic/thematic material. First of all, however,
it should be noted that the entirety of the movement is based, similarly as in

Janacek’s above discussed works, on a small number of germinal motivic ‘cells’ (see

Figure 4.7).
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Example 4.11: Blues scale inflections in the opening theme. Haas, String Quartet No. 2, first

movement, bb. 3-10 (violin 1).

This image has been removed by
the author for copyright reasons.

The opening theme (shown in Example 4.11) is based on a chromatic descent
marked by a ‘descending sinusoid’ shape (motive ‘x’ in the schema below). The key
pitches (*5 and *1) in this ‘blues-scale’ descent are sustained and ornamented by a
minor third skip (motive ‘y’), which later gives rise to an ostinato pattern (sCasovka
‘s’”). The pentatonic theme ‘a’, which emerges later, arguably originates as an
extension of the minor-third step of motive ‘y’ by addition of neighbouring pitches
above and below (hence its sinusoidal shape). The chromatic theme in 5/4 (theme
‘b’) is derived by means of horizontal and vertical expansion from the pentatonic
theme ‘a’, combined with the ‘descending sinusoid’ contour of the opening motive
(motive ‘x’). The theme of the contrasting middle section (theme ‘c’) is conceived
relatively independently, although it is anticipated at the beginning of section ‘b’ by
what I have labelled theme ‘cyy,’, consisting of three successive statements of motive
‘xy’, each of which ‘reaches’ higher than the previous one, while preserving the
melodic contour (+ - + -) of the motive. The morphological similarity with theme ‘¢’

(the theme of the contrasting middle section) is self-evident.
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Figure 4.7: Motivic Material in ‘Landscape’

This image has been removed by
the author for copyright reasons.

The question I want to pose now concerns Haas’s strategies of articulating
the movement’s formal design, which retains the semblance of a ternary structure,
both on small- and large-scale level. In common-practice tonal music, thematic and
tonal contrasts would be of primary importance in this respect. These factors are also
at work in Haas’s movement, albeit to a lesser extent. Since the piece consists for the
most part of relatively short thematic fragments, developed almost exclusively by
means of sequential transposition, mostly descending along the cycle of fifths,
distinct key areas are rarely established in the movement. The exceptions include the
opening phrase, which is ‘in F’ (tinted by ‘blue’ notes), and the theme of the middle
section, which is introduced in E flat and subsequently repeated in D flat/C sharp. It
is significant, though, that the succession of motives ‘a’ and ‘b’ in the recapitulation
follows the same transpositional pattern as that observed in the first section. This

correspondence is much less apparent than the return to a home key in common-
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practice tonal repertoire, but it indicates that pitch (at the very least) retains a
referential function. Moreover, the movement is concluded by a tonal V-I cadence in

F major, thus referring to the opening phrase, which was ‘in F’.

Nonetheless, | argue that tonal architecture is considerably weakened in this
piece and that changes of metro-rhythmic and textural configuration play an
important role in the movement as a means of formal differentiation and unification.

The schema shown in Figure 4.8 serves to demonstrate this point.

What I have labelled motive ‘a’ appears successively in crotchets,
semiquavers, and quavers before giving way to its new variant (motive ‘b’),
unfolding in crotchets. The variation of other elements of texture is also significant:
the ostinato appears first in semiquavers and later in demi-semiquavers, yielding
occasionally to trills." It is significant that moments of recapitulation, which round
off what might become an open-ended series of variations, do not rely so much on
the return of a particular thematic unit as they do on the reappearance of a rhythmic

and/or textural pattern, which in itself acquires motivic significance.

In contrast with the diversity of sections A and B, the recapitulation (A") is
homogeneous in terms of metro-rhythmic and textural configuration. These
properties provide a unifying ‘context’ for the recapitulation of thematic material in a
similar way as a key does in traditional tonal music. All of the motives ‘a’, ‘b’, and
‘c’ are presented in crotchets against the background of the demi-semiquaver
ostinato, embellished by chromatic counter-melodies. The recapitulation, unlike the
first section, creates a continuous melodic flow of chromatically interweaving
contrapuntal lines, distinguished rhythmically by syncopation and triplet
subdivisions. Note also the melodic flexibility of the s¢asovka, which is no longer
‘static’ as in Jandcek’s music, but rather participates in the contrapuntal voice-
leading. Considerable momentum emerges from this saturation of texture with

melodic and rhythmic activity, which drives the movement to its conclusion.

! Trills are also highly characteristic of Janaek’s textures. Berg regards trill as a special case of
scasovka because it functions as a ‘vehicle of mood’: ‘From Janacek’s perspective it always signifies
tensions, this effect stems from its association with whirling, unrest [...] the same holds true of
tremolo.” See Berg, K Jandckovu skladebnému projevu, p. 17.
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Figure 4.8: Formal Functions: Differentiation and Unification.

DIFFERENTIATION (sections A + B)

MOTIVE: a (crotchets) a (semiquavers) a (quavers) b (crotchets) ¢ (crotchets)

This part of the image has been removed by
the author for copyright reasons.

bb. 11-12 bb. 49-50 bb. §3-55

bb. 90-93
OSTINATO: semiquavers trills demi-semiquavers + trills quavers + crotchets
TEMPO: Andante (J= 58) piu animato (J =96) poco meno mosso Con passione (J = 80) Lento ma non troppo ( J =42)
UNIFICATION (section A')
MOTIVE: b (crotchets) a (crotchets) ¢ (crotchets)
This part of the image has been removed by
the author for copyright reasons.
bb. 146-147 bb. 156-157 bb. 160-161
RHYTHM: motive (@, b, c¢): crotchets
ostinato: demi-semiquavers
TEXTURE: polymelodic (linear chromatic voice leading)

rhythmic individuation of voices (syncopation and triplets)
TEMPO: Appassionato (J =176)



Case Study No. 2: Study for Strings (1943)

As a complement to the early string quartet, I have chosen one of Haas’s last works,
the Study for Strings (Terezin, 1943), as my second case study. This piece’s dynamic
trajectory is similar to that of ‘Landscape’ but in this case rhythmic levels are added
‘top-down’ rather than ‘bottom-up’, descending from quavers through to semibreves
(see Figure 4.9). This increases what Janaéek called ‘metro-rhythmic depth’. Unlike
Figure 4.6, which describes rhythmic structures in ‘Landscape’, Figure 4.9 represents
not only the rhythmic layers employed by ostinati, but also those occupied by the
movement’s thematic material. Another, more detailed schema is shown at the end of

this section (see Figure 4.10).

Figure 4.9: Rhythm and form in Study for Strings.

ESCALATION REPOSE / NEW ESCALATION FINALE

a b c/a’ d b’ e ¢ coda
1 17 60 101 104 123 143 157 173 182185 215 237 247

The movement begins with the Introduction, underpinned by a pulse of
quavers (see Example 4.12). It is not clear whether the quavers fall into groups of
two or three, until another rhythmic layer is added in the fifth bar with the
introduction of a tetrachordal ostinato, unfolding in dotted crotchets (see Example
4.13). The layer of dotted crotchets functions as grouping scasovka, which divides

quavers into groups of three and thus coins the 6/8 metre.
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Example 4.12: Opening ostinato. Pavel Haas, Studie pro smy¢covy orchestr (Study for Strings), 1943
(Berlin: Bote & Bock; Prague: Tempo Praha, completed and revised by Lubomir Peduzzi, 1991), bb.
1-4. All subsequent extracts from this work refer to this edition.

This image has been removed by
the author for copyright reasons.

Example 4.13: Ostinato and a ‘mirroring’ tetrachordal motive. Haas, Study for Strings, bb. 5-8.

This image has been removed by
the author for copyright reasons.

What | have labelled Theme 1 enters shortly, unfolding mainly in groups of
three crotchets (see Example 4.14). Since it is superimposed over the tetrachordal
ostinato, a subtle conflict emerges between 6/8 and 3/4 metre. Somewhat later, the
ostinato pattern changes, now consisting of four quavers. Correspondingly, Theme 1
IS re-cast in groups of four crotchets (see Example 4.15).

Haas conceived the second, developmental section of the piece as a fugue.
Although strict contrapuntal techniques are highly uncharacteristic of Janacek’s
music, Haas’s use of the fugue in this particular piece can be related to Janacekian
principles. Fugal procedures enable multiplication of thematic material in
superimposition as well as the reconfiguration of its metro-rhythmic properties by
means of diminution, augmentation (transposition across rhythmic levels), and

metric displacement (see Example 4.16).

The transition from the Fugue to Theme 2 (see Example 4.17) is facilitated
by the descent across metro-rhythmic layers. The last bar of the fugal subject gives
rise to a quaver ostinato pattern, which, in turn, is transformed into Theme 2 by the
gradual extension of rhythmic values. As a result, a new metric pattern (3/2) is
formed and the ‘metro-rhythmic depth’ is increased with the establishment of the
rhythmic layer of minims. Brackets are used to differentiate implied minim beats

(counting sc¢asovka or grouping scasovka) from ‘actual’ minim beats (sounding
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scasovka); a certain degree of rhythmic reduction mediates the distinction between

the two.

By now it seems to have become a pattern that each new theme should reach
a lower metro-rhythmic level than that of the previous one: there are groups of 3
quavers in the Introduction, 3 crotchets in Theme 1, and 3 minims in Theme 2. With
the thematic variants gradually moving away from the origin, the problem of formal
unification becomes pressing. Similarly as in ‘Landscape’, the first section of the
movement is rounded off by the return of the tetrachordal ostinato of the
Introduction (with its implied 6/8 metre), which is now superimposed over the

second iteration of Theme 2 (see Example 4.18).

Example 4.18 shows not only the superimposition of the two thematically
significant metro-rhythmic patterns but also the transition to the slow middle section.
This transition and the previous one have in common the same ostinato pattern and
the technique of gradually extending rhythmic values. In this case, the extension of
the last note of the pattern gives rise to a hemiola rhythm, which establishes the layer
of semibreves, on which the Adagio is based (semibreves are notated as crotchets).
The middle section thus descends to the composition’s lowest rhythmic level. All of
the ‘higher’ rhythmic layers become ‘extinguished’ in the Adagio (except for the

iambic pulse, marking the beginning of each semibreve beat).

The latter part of section B is permeated by what may be regarded as a
‘struggle’ to restore the lost momentum by gradually climbing the rhythmic levels all
the way up to quavers. This is facilitated by gradual diminution of the fugal subject,
which eventually gives rise to a new ostinato pattern, projected simultaneously in
quavers and crotchets (see second violin and viola in Example 4.19). Although the
original rhythmic level has now been re-established, the recapitulation does not
follow just yet. Instead, a new theme emerges (see Example 4.19). Flowing mostly in
long values (reaching the layer of semibreves), Theme 3 is suspended above an
increasingly complex ostinato texture, which ‘activates’ all rhythmic layers from
quavers to semibreves plus their triplet subdivisions. The ‘metro-rhythmic depth’ of
this section is unequalled anywhere else in the movement. Since it is also located just
before the beginning of the large-scale recapitulation (that is, the return of Theme 2),
it can be regarded as the piece’s ‘structural dominant’. The momentum resulting
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from the superimposition of metro-rhythmic layers is discharged with the return of
Theme 2, which appeared already in the first part of the movement as the peak of

dynamic activity, not least thanks to its semblance of folk dance.

As before, Theme 2 is rounded off by the return of the Introduction’s
rhythmic pattern. This persists even after the last iteration of the theme has been
completed, giving rise to a coda (see Example 4.20). Stripped of all thematic
material, the coda appears as a summary of the movement’s metro-rhythmic patterns.
It plays out the tension between duple and triple groupings of quavers and minims.
Particularly interesting is the movement’s conclusion, which is essentially rhythmic.
The only surviving melodic element, the basic tetrachordal motive of the
Introduction, is compressed horizontally (from four dotted crotchets to four quavers)
and forced into vertical superimposition. Eventually, melody is suppressed altogether
in a vertical pile of perfect fourths. The movement is driven to its conclusion by the
accumulated rhythmic momentum. In the last three bars, the rhythmic pulse drops
down two levels from quavers through to minims. A further descent to the level of
semibreves is implied by a hemiola rhythm, articulated by the three concluding
blasts. The movement is thus concluded by descending once again (this time for

good) to the lowest rhythmic level.

Figure 4.10 summarises graphically the results of the preceding analysis. It
takes into account both themes and ostinati (treated as two separate layers) and
shows the relationship between their metro-rhythmic properties and the piece’s
formal design. It is important to point out that the layers traced in this schema are
rhythmic rather than metric. Duple and triple groupings are regarded as ‘modal’
variants of a single rhythmic layer. Themes are assigned to layers according to their
lowest and/or most frequent notated rhythmic value, which mostly coincides with
what is commonly called ‘beat’ or ‘tactus’. This is relatively straightforward in the
case of Theme 1 in its original 3/4 guise. In its subsequent 2/2 guise, the beat
arguably shifts to the level of minims; however, since the theme still consists
primarily of crotchets, it occupies the crotchet layer in the schema. Theme 2, cast in
3/2 metre, is also underpinned by a minim beat; in this case, however, minims are
sufficiently prominent in the theme itself to be considered a sounding rhythmic layer
(this is more apparent from Example 4.17). The same principle applies to Theme 3,
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where a semibreve beat is implied by the underlying ostinato, as well as the theme
itself, which repeatedly reaches the layer of semibreves. In Janacek’s terms, the
themes are categorised according to their lowest traceable sounding scasovka (and its
corresponding counting scasovka evoked in the listener’s mind). The schema does
not take into account grouping scasovky, such as ‘beat’ (the special position of which
has been explained), ‘sc¢asovaci bases’ of individual bars (dotted minim in 3/4,
semibreve in 2/2, dotted semibreve in 3/2, etc.), and ‘lower’ metric or even hyper-

metric units.

It is tempting to say that the layer of minims (reached in the Adagio, in
Theme 3, and at the end of the Coda) is the movement’s large-scale ‘scasovaci base’.
However, an important distinction must be made. The level of minims may be the
work’s ‘rhythmic base’ (the lowest rhythmic level), but not its ‘metric base’ (a
fundamental metrical unit from which all the other units in the composition are
derived by means of subdivision). Nonetheless, there are elements of triple metric
grouping on the level of semibreves. The 5/1 (notated as 5/4) bar of the Adagio
mostly consists of a group of 3 semibreves with two ‘extra’ beats filled by ‘echoes’
of the iambic pattern in lower voices. Semibreves also tend to form groups of 3 (with
some irregularity) towards the end of Theme 3 (see Example 4.19). Finally, the
conclusion of the work by a hemiola in a 3/2 bar produces a group of 3 semibreves.
This is significant because the emerging 3/1 bar can be subdivided in such ways as to
produce all the other bar types in the composition: 3/2 (half), 2/2 (third), 3/4 and 6/8
(quarter). In this sense, the Adagio, Theme 3, and the Coda can indeed be considered

as touching the movement’s large-scale s¢asovaci base.*

! The idea of hierarchically organised metro-rhythmic space has been explored in analyses of selected
pieces by Brahms. See particularly David Lewin, ‘On Harmony and Meter in Brahms's Opus 76 No.
8’, 19th-Century Music, 4/3 (1981), 261-5; Richard Cohn, ‘Complex Hemiolas, Ski-Hill Graphs, and
Metric Spaces’, Music Analysis, 20/3 (2001), 295-326; and Scott Murphy, ‘On Metre in the Rondo of
Brahms’s Op. 25°, Music Analysis, 26/3 (2007), 323-53. My approach is different in that | focus
primarily on the activity of rhythmic layers. While | take into account metric groupings on the level of
individual bars, I do not believe Haas’s Study for Strings (and the other works studied in this chapter)
can be analysed in terms of hypermetric organisation (which is essential to the analyses referenced
above) because of the fragmentary and repetitive nature of Haas’s thematic material (discussed in the
following paragraphs).

185



98T

Example 4.14: Theme 1 in 3/4. Haas, Study for Strings, bb. 17-30.

This image has been removed by
the author for copyright reasons.

Example 4.15: Theme 1 in 4/4 (2/2). Haas, Study for Strings, bb. 47—60.

This image has been removed by
the author for copyright reasons.
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Example 4.16: Fugue theme in original shape, augmentation, and diminution. Haas, Study for Strings, bb. 60-5, 101-3, and 104-15.

This image has been removed by
the author for copyright reasons.
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Example 4.17: Transition from Fugue to Theme 2. Haas, Study for Strings, bb. 118-9, 122-7.

This part of the image has been removed by
the author for copyright reasons.
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Example 4.18: Small-scale recapitulation (a") and transition to slow middle section (B). Haas, Study for Strings, bb. 139-144.
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This part of the image has been removed by
the author for copyright reasons.
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Example 4.19: Theme 3, the structural dominant. Haas, Study for Strings, bb. 201-8.

This part of the image has been removed by
the author for copyright reasons.
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Example 4.20: Coda. Haas, Study for Strings, bb. 236, 239, 242-7.

This part of the image has been removed by
the author for copyright reasons.
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Figure 4.10: Rhythmic layers and form in Study for Strings.
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Figure 4.11: Large-scale proportions in the Study for Strings.

1/8

1/4

1/2

3/4

7/8

Introduction 1-16 16 bars: (8 x 2)
Theme 1 (3/4) 17-30 14 bars: (6+5+3)
Transition 31-46 16 bars: (6+4+3+3)
Theme 1 (4/4)  47-60 14 bars: (6+5+3)
Fugue 60-119 60 bars:

(elision) 6+6+(2)+6+(4)+6+(4)+6+(1)+3+12+(4)
Transition 120-122 3 bars
Theme 2 123-140 18 bars: (2+3+3) + 2 (trans.) + (2+3+3)
Transition 141-142 2 bars
Adagio 143-156 l4bars: 1 +1+1+ ...
Fugue 157-181 25bars:3+10+3+3+3+3
Transition (Ostinato) 182-184 3 bars
Theme 3 185-211 27 bars: (2+3) + (2+2+2) + (2+3) + (3+2+3+3)
Transition 212-214 3 bars
Theme 2 215-236 22 bars:

(1+3+3) + 1 (trans.) + (2+3) + 4 (trans.) + (2+3)

Coda 237-247 1lbars:4+2+1+2+2
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Finally, some consideration should be given to the large-scale proportions of
the movement (see Figure 4.11), to which the composer seems to have paid close
attention. The whole piece, which includes 247 bars in total, can be divided
relatively effortlessly into four quarters of c. 60 bars. The first quarter itself breaks
into two symmetrical 30-bar sections, both of which are further divided into two
groups, comprising 16 and 14 bars, respectively. Thus, remarkably, the Introduction
and the Transition both comprise 16 bars, despite their different internal
subdivisions, and Theme 1 occupies 14 bars in both of its metric guises (3/4 and
4/4). 1t is also significant that the following Fugue comprises exactly 60 bars, thus
balancing out the 60-bar area of Theme 1. In the second half of the movement,
formal sections fall less neatly into equal-length units. Nonetheless, Theme 2,
together with Adagio and Fugue (as well as a couple of short transitions), occupies
the total of 62 bars. The last (approximate) quarter of the movement encompasses 66
bars, divided equally between Theme 3 (with its brief surrounding transitions) and

Theme 2 with the following Coda.

There does not seem to be any rigorous organising principle underpinning the
phrase structure of individual themes. All of the themes are based on repetition and
variation of short, asymmetrical motivic units. Theme 1, for example, consists of
three groups, comprising 6, 5, and 3 bars, respectively (see Example 4.14). The
absence of an underlying harmonic progression (resulting from the melody’s fixation
on the pitch B and its static tetrachordal accompaniment) makes the theme appear as
a succession of fragments derived from a common motivic basis. Interestingly, the
order of these fragments is altered in the second iteration of the theme: the first and
third part (consisting of 6 and 3 bars, respectively) of the theme in its original (3/4)
shape become subsumed in the first six-bar group of the theme in its new (4/4) guise
(see Example 4.15). A new three-bar closing group is created (by truncated repetition

of the first fragment) in order to preserve the theme’s original layout (6 + 5 + 3 bars).

Given their fragmentary and repetitive nature, the themes do not form phrases
of any particular shape and length. In other words, the length of thematic units is
more or less arbitrary; it seems to be guided (yet not strictly determined) by a sense
of proportion. The sixteen-bar Introduction (the only part of the movement which
can be divided squarely into eight-, four-, and two-bar units) constitutes an
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elementary building block of the form (roughly 1/16 of the overall bar count) and
arguably functions as a template for the approximate length of thematic units (up till
the final quarter of the movement, where themes are expanded to help create the
sense of drive towards the end).

Diatonicism, Folk Modality, Neoclassicism

As far as pitch structures are concerned, Study for Strings is characterised by
pervasive diatonicism and the use of folk modality (Dorian in Theme 1, Lydian in
Theme 3). B is apparently the tonal centre of the composition, since the initial
presentation of Theme 1 is in B Dorian and the final presentation of Theme 3 in the
recapitulation is in B Lydian. The themes are not underpinned by harmonic
progressions confirming a particular key; instead, the modal centre is affirmed by the
tetrachordal ostinato pattern, confined to the fourth interval B — F sharp.

The kind of thematic material found in Study for Strings is very different
from that encountered in ‘Landscape’. The folk-like, diatonic modality of the former
contrasts with the use of pentatonicism, the blues scale, and richly chromatic
material in the latter. The difference is also manifest in the different types of
contrapuntal textures employed in each movement. In ‘Landscape’, Haas
embellished the thematic units by chromatic counter-melodies in the other voices,
thus giving rise to dense poly-rhythmic and poly-melodic textures, which facilitated
the continuity between the successive iterations of short fragments. In other words,
the relatively indistinct thematic units were integrated into a continuous melodic
flow of chromatically interweaving contrapuntal voices. In the Study, on the other
hand, the themes constitute full-grown (albeit irregular) musical phrases and their
contrapuntal elaboration in the fugal passages gives rise to more conventional,

essentially diatonic contrapuntal textures.

Although there is a conceptual similarity in the overall shape of both
movements, the means of its execution is very different in each case. The
comparison made here indicates a shift of Haas’s compositional idiom in the
‘Neoclassical’ direction — towards the values of rational construction, clarity of
design, and flawless craftsmanship. The ‘Constructivist’ element of the composition
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(the title itself suggests a kind of technical exercise) resides in metro-rhythmic
manipulation of motivic and thematic material. The piece’s rhythmic vigour and
prevailing dance-like character are also highly characteristic. It is also significant
that the motivic and thematic material in the movement bears resemblance to Haas’s
opera Charlatan (discussed in Chapter 5), specifically to the music accompanying
the fairground performances of the title character — a seventeenth-century itinerant
quack doctor. Haas’s Neoclassicism, as manifested in the Study, thus alludes
thematically to historical folk/popular/fairground music (rather than the Viennese
classical style), while using contrapuntal techniques that hark back to the Baroque

tradition.
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Case Study No. 3:
String Quartet No. 3, Op. 15 (1937-38), mov. 1 (untitled)

In my final case study, I will discuss the first movement of Haas’s String Quartet No.
3 (from now on, for the sake of convenience, | will refer to the untitled movement
according to its initial tempo marking as Allegro moderato). As is apparent from the
schema shown in Figure 4.12, the formal layout of the Allegro moderato is different
from those encountered in the previously discussed pieces, both of which followed
the ‘escalation—repose—finale’ pattern. This piece is cast in a symmetrical ‘arch’
structure, consisting of 7 formal sections, each comprising c. 20 bars. There are two
distinct thematic areas, alternating with sections of developmental character.
Following the central developmental episode, both themes are recapitulated in

reverse order.

As in the previous analyses, | argue that changes in ostinato rhythmic pattern,
tempo, and texture mark significant formal events. In this case, my interpretation of
the form also takes into account the movement’s ‘tonal’ trajectory. Despite the
complexity of the pitch structure, which will be discussed later, tonal centres are
relatively clearly defined at key points of the movement. The first theme gravitates
towards the tonic of E flat, but its attempted cadence is frustrated in the theme’s
initial presentation. The second theme is rather conventionally in the dominant key
(B flat), albeit it is in a minor mode and with a plagal character. Correspondingly, the
lambic ostinato pattern, which underpins almost the entire movement, appears on

two rhythmic levels, analogous to tonic and dominant tonal levels.
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Figure 4.12: Form of Allegro moderato with reference to rhythm, tempo, and tonality.

Exposition Development Recapitulation
Theme 1 Development 1 Theme 2 Development 2 Theme 2 Development 3 Theme 1
1 19 23 35 43 58 68 82 94 113 143 148

i

M e

Allegro moderato

Poco meno mosso Tempo | Poco piu tranquillo, Tempo I
(J =76) (J\,: 120) (J\: 152) ma a tempo
Theme in: Eb Bb D Eb
Pedal:  Bb F EbBb Eb...D Eb(arrival)

(v iv 1)



The return of Theme 2 is accompanied by the return of the iambic ostinato to
its initial, tonic rhythmic level (it has occupied the dominant level since the abortive
cadence of the first theme) and by the appearance of the tonic E flat in the pedal. The
return of Theme 2 thus appears as the beginning of a recapitulation, albeit
‘deceptive’, since the pedal subsequently moves to the leading-tone level and the
ostinato later resumes the dominant level. This semblance of recapitulation is one of
the reasons why the ‘exposition—development—recapitulation’ pattern of sonata form
is superimposed over the symmetrical ‘arch form’ schema in the diagram. The other
reason is that, as | will argue, there is a tendency in the recapitulation toward
increased continuity and the accumulation of teleological drive, which contrasts with

the relatively more discontinuous presentation of material in the exposition.
Figure 4.13: Motivic material of the movement.

lambic ostinato (bb. 1-2)

‘Scissors’ motive (b. 3)
(inversional symmetry)

This part of the image has been removed

‘Sinusoid’ motive (bb. 5-6) ]

(interval cycle) by the author for copyright reasons.
‘Linear’ motive (b. 16)

(diatonicism)

Cadential figure (bb. 20-1)

‘Lyrical’ theme (bb. 47-9)

(diatonic, plagal)

Figure 4.13 summarises the motivic content of the movement. It is readily
apparent that the motives of thematic units are similarly fragmentary and closely
interconnected as those found in ‘Landscape’. The three main motives, which I have
labelled ‘scissors’, ‘sinusoid’, and ‘linear’ according to their contours (indicated by
‘+’ and ‘-’ signs in the schema), are morphological variants of the seven-note cell,
first introduced by the opening scissors motive. As in ‘Landscape’, the means of
developing such fragmentary material are mostly limited to repetition, transposition,

and the variation of textural and metro-rhythmic context. Longer musical phrases are
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only created by linking successive iterations of various units or, more commonly,
repeated iterations of a single unit. The resulting successions (rarely conjoining more
than three units) are ‘rounded off” in this movement by the cadential figure, which is

derived from the last four notes of the linear motive.

The ‘Lyrical’ theme (Theme 2) is in many respects analogous to the theme of
the middle section of ‘Landscape’: both are motivically more or less independent
from the rest of the movement, they form relatively long musical phrases with a clear
affinity to a tonal or modal centre, and they contrast with the preceding material by
slow tempo, simplified, homophonic texture, and low dynamic level. Finally, both
themes are underpinned by an iambic ostinato pattern, previously associated with the

‘warm song of the human heart’.

Pitch Structure: Diatonicism v. Symmetry

The Allegro moderato is characterised by a constant tension between diatonic and
symmetrical pitch structures. The duality between diatonicism and pitch symmetry is
of particular interest to my enquiry, since it is correlated with other oppositional
pairs such as progression and stasis, linearity and circularity, as well as temporality
and spatiality. These problems have far-reaching consequences for the movement’s
formal design, which itself (on the large scale) reflects the preoccupation with

symmetrical construction.

My following analytical graphs are based on a kind of modified Schenkerian
notation. I use ‘empty’ and ‘filled’ note heads, note stems of various lengths, slurs
and beams to indicate the hierarchical relationships between pitches that constitute
diatonic structures. I use ‘angular’ slurs to connect pitches belonging to an interval
cycle, that is, symmetrical partitioning of the octave pitch space into equal steps: two
tritones (IC6), three ‘major thirds’ (IC4), four ‘minor thirds’ (IC3), or six ‘whole
tones’ (IC2), not to mention further possible divisions that are not relevant here. The
key pitches of an interval cycle may be ‘embellished’ by ‘neighbour-tones’

(indicated by slurs) and passing tones.

The prominence of pitch symmetry is announced at the very beginning of the

movement (see Example 4.21) by the appearance of the scissors motive, the shape of
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which is a typical product of inversional pitch symmetry. The motive first appears
centred on D, sliding chromatically in opposing directions towards the tritone C flat
— F. Note that this tritone is adjacent to the pedal B flat from above. Then the
sinusoid motive appears, which is also based on the principle of symmetry, despite
the difference in shape. This motive — as presented by violin 2 — chromatically fills
the same tritone space (that between C flat and F) as the scissors motive. The
sinusoid motive also appears in the cello, doubled by first violin. Here it is
transposed in such a way that it outlines the tritone E flat — B double flat. This tritone
neighbours the B flat pedal from below, thus ‘balancing out’ the tritone C flat — F.

This assertion of balance concludes the first small-scale formal unit.

The passage is subsequently repeated, transposed by a perfect fourth, so that
the pedal moves to E flat. However, towards the end of the passage, the cello breaks
the sinusoid pattern and follows a descending major triad, in which the pedal E flat is

the upper fifth. This is the first unambiguously diatonic shape in the movement.

Example 4.22 (which immediately follows the previous extract) demonstrates
the ambiguity and interaction between diatonic and symmetrical pitch structures in
the first theme. The theme consists of three iterations of the linear motive, based on a
diatonic 5" to 1~ descent in the minor mode, embellished by neighbour notes. The
theme is concluded by a cadential figure, based on a triadic descent to the tonic (E
flat). However, an element of ambiguity is induced by the chromatic ‘shadows’ (in

the lower voices), which accompany each of these diatonic shapes.

The top and bottom staves of both levels (foreground and middleground) of
the analytical reductions show the diatonic skeleton of the passage. Although the 1V
—V — | progression in the bass is rather vaguely implied and ultimately frustrated, as
the bass fails to descend to E flat, the melodic line convincingly articulates E flat as
the tonic. However, on the whole, there is a large degree of ambiguity resulting from
the interference of symmetrical formations (accounted for in the inner staves on the
diagram). Firstly, beginning with the second bar of the example, the rhythmic
punctuation of the linear motive highlights a whole-tone series descending from A
flat to D and — after a transfer of register — back to A flat (see the third line of the
foreground reduction). Thus, the D can be seen either as the leading tone in E flat (in
the diatonic system), or as a focal point of the symmetrical axis A flat — D.
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The tension between diatonicism and symmetry is also apparent in the
alternation in the first violin part between D natural and D flat (7" in E flat), as well
as F natural and F flat (2" in E flat). | suggest that the seemingly random oscillation
between these variants is due to their symmetrical arrangement around the
symmetrical axis D — A flat (see the second line of the foreground reduction). This,
in turn, throws into question the seemingly diatonic character of the closing figure,
which is symmetrical in terms of pitch content around the axis of A flat. From this
perspective, the outer pitches D flat and E flat appear to be subordinated to a whole-

tone scale formed around the axis A flat — D.

Meanwhile, there is another tritone axis (C flat — F) outlined by the viola (see
the second lowest staff of the foreground reduction). The pattern is only broken in
the third bar of the example, where viola runs in parallel with the first violin and thus
conforms to the other axis (A flat — D) and its corresponding whole-tone scale. The
violin displays affinity to both axes (hence its division to two staves in the schema),
depending on whether it is understood as a continuation of the chromatic descent in
viola (the fifth stave) or an independent stratum of pitches centred around D (the

fourth stave).

The higher (middleground) level shows that each of the symmetrically
conceived strata, sandwiched within the diatonic frame, is centred on a particular
pitch. These pitches are those of two interlocking tritone axes, which combine to
produce an interval cycle of minor thirds (IC3). Thus, despite the rich voice-leading
activity in the polymelodic texture, and the goal-oriented descending tendency of the
diatonic stratum, there is an element of stasis induced by this symmetrical complex
underpinning the passage.
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Example 4.21: Pitch symmetry in the opening bars. Score and analytical reduction. Pavel Haas, String Quartet No. 3, Op. 15, 1937-38 (Berlin: Bote & Bock; Prague: Tempo

Praha, 1991), first movement, bb. 1-15. All subsequent extracts from this work refer to this edition.
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Example 4.22: Diatonicism v. symmetry in Theme 1. Score and analytical reduction (foreground and middleground). String Quartet No. 3, first movement, bb. 16-22.
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Example 4.22 (continued).
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Example 4.23: Problems of continuity in Development 1. Score and analytical reduction (foreground and middleground). String Quartet No. 3, first movement, bb. 32-43.
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Example 4.23 (continued).
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Example 4.23 shows the latter part of Development 1, leading to the onset of
the second theme. | want to demonstrate here that pitch symmetry does not strictly
rule out voice-leading continuity. The passage begins with the familiar scissors
motive, which gives rise to a sequential ascent in the first violin to E flat, paralleled
from below by the second violin and viola (see the top stave of the foreground
reduction). This is followed by a descent from E flat to A flat (5" to 1 in A flat

minor).

Again, however, there is an alternative reading in terms of symmetrical
structures (see the three staves below). The initial three bars in first violin can be
seen as an IC 3 ascent from E to F flat (an octave above), followed by a whole-tone
descent back to E. The second violin and viola follow a similar arch-shaped
trajectory, centred on C and A flat, respectively. The three parts thus prolong an

interval cycle of major thirds: E — C — A flat.

The next three bars bring a new ostinato, based on the scissors motive, as
well as a new iteration of the sinusoid motive. Importantly, the pitches outlined by
the two combine to produce a complete interval cycle of minor thirds: C — D sharp —
F sharp — A. The following two bars are essentially a transposition of the same

material within the interval cycle.

The symmetrical pattern is broken with the assertion of the diatonic cadential
figure in the outer voices, descending from A to D (5" to 1" in D minor).
Meanwhile, however, F asserts itself as a modal centre in the inner voices. The
assertion of F as the bass pedal marks the beginning of a plagal v — iv — i cadential
progression in the bass, which establishes B flat as a tonal centre and thus leads to
the onset of the secondary theme (itself marked by plagal character).

Moving to the middle ground (shown in the upper part of Example 4.23), this
section begins with the prolongation of an 1C4, followed by a prolongation of an
IC3. It is significant that there is an apparent voice-leading continuity between the
two. The diatonic stratum is quite sparse in this case. There is a prolongation of A
flat towards the beginning, followed by a prolongation of D towards the end. On a
higher level, A flat and D could be seen as subordinated to F, which initiates the
plagal cadence leading to the second theme. It is characteristic of an omnipresent

ambiguity that the key pitches in the diatonic stratum are symmetrically arranged.
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Problems of Continuity, Differentiation, and Unification

A detailed discussion of the movement’s pitch structure on the scale of the whole
movement is beyond the scope of this study. Suffice it to say that a continuity of
voice leading (in which the standard principle of diatonic linear progression is
constantly interfered with by symmetrical structures) can be traced throughout the
movement. The following discussion focuses on the ‘surface’ discontinuities
resulting from the juxtaposition of different kinds of thematic material, tempo,
texture, and metro-rhythmic configuration. It will become apparent that some
sections of the movement are more continuous than others. | argue that the varying

degree of continuity is a significant factor in the movement’s formal design.

The montage-like juxtaposition of sharply contrasting formal sections is most
apparent in the exposition. Particularly illustrative is the discontinuity of tempo,
metro-rhythmics, texture and pitch material, which separates Theme 2 from the
surrounding sections (see Example 4.24). There is a degree of formal ambivalence
added by the fact that the theme is framed by the reappearance of material referring
to the beginning of the movement: the iambic ostinato, the scissors motive, the
opening tempo and texture. The use of these ‘signposts’ to punctuate the form
creates the expectation of a recapitulation, which proves to be deceptive time and
time again. The movement appears to ‘rewind’ to its beginning a number of times,
only to then go in a different, unexpected direction. This enhances the semblance of

discontinuous and non-linear developmental trajectory in the movement.

The recapitulation, on the other hand, is characterised by an increased sense
of continuity. This is apparent in Example 4.25, which shows the transition from the
second theme to the last developmental section. In this case, there is no ‘scissor cut’
marking the seam, there is no change of tempo, and all of the motives are presented
on the common rhythmic level of crotchets. Rather unusually, the linear and sinusoid
motive are cast in a common textural and metro-rhythmic guise. As a result, the three
motives are linked into a single, continuous melodic line. As is apparent from the
last part of Example 4.25, melodic activity is further enhanced by stretto-like

superimposition of the sinusoid motive.
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These tendencies grow in strength towards the end of the final developmental
section, immediately preceding the recapitulation of the first theme (see Example
4.26). Again, a relatively long continuous melodic line is created out of three
consecutive elided iterations of the sinusoid motive. Note also the accumulation of
motivic material, achieved by the superimposition of sinusoid and scissors motives.
The beginning of the recapitulation is punctuated by the arrival on the ‘tonic’ pedal,
the return of the iambic ostinato, the scissors motive, and the cadential figure, which
facilitates the arrival on the tonic E flat in the upper voice. Unlike in the exposition,
this punctuation does not produce a sense of discontinuity because it is ‘cushioned’
by the continuity of voice-leading and texture, as well as by the anticipation of the

scissors motive and the iambic ostinato.

An important aspect of this ‘synthesising’ tendency in the recapitulation is
voice-leading integration of previously distinct and discontinuous material. The
upper part of Example 4.26 shows the contrapuntal skeleton underpinning the
retransition: the outer voices (the first violin and cello) approach the tonic E flat by a
minor-third step from above and below, respectively. By this time, the pitch
symmetry of this progression comes as no surprise. Meanwhile, in the inner voices
(not shown in the example), there are two more contrapuntal strata: symmetrical
(based on the scissors motive) and diatonic (mostly consisting of triadic parallels).
Both are contrapuntally related to the top voice (mostly by means of parallel motion)

and thus participate in the rich, continuous contrapuntal flow.

Such saturation of texture facilitates a build-up of momentum, which drives
the movement to the recapitulation of Theme 1 and eventually to its end. Example
4.27 shows the last bars of Theme 1 and the final cadence. The recapitulation of
Theme 1 is underpinned by the tonic pedal E flat (as opposed to the dominant pedal
B flat found in the exposition). Again, the theme is concluded by the cadential
figure, which is repeated sequentially over the next few bars, prolonging the tonic E
flat (as is indicated by the diagonal beam in the example). The example also shows
that the sequential iterations of the cadential figure are interspersed with blocks of
parallel triads, the roots of which outline a descending B flat major (dominant) triad.
In other words, the final cadence takes the form of an interlocking superimposition
of the tonic (affirmed by the pedal E flat) and the dominant (the B flat triad). It is
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also noteworthy that the harmonic dissonance resulting from this superimposition is
accompanied by a metric dissonance, induced by the hemiola rhythm, which
distinguishes the triadic blocks from the surrounding material. Finally, in the last two
bars, the iambic ostinato descends to its original, tonic level and eventually comes to

a complete stop.

211



¢Te

Example 4.24: Discontinuities in the exposition. String Quartet No. 3, first movement, bb. 35-7, 43, 47, 58-9.

This image has been removed by the
author for copyright reasons.

Example 4.25: Increased continuity in the recapitulation. String Quartet No. 3, first movement, bb. 102—4, 113-6, 127-9.

This image has been removed by the
author for copyright reasons.
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Example 4.26: The final part of Development 3 (a retransition to the recapitulation of Theme 1). Score and middle-ground reduction of the counterpoint of outer voices.

String Quartet No. 3, first movement, bb. 136—46.
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Example 4.27: The final cadence. String Quartet No. 3, first movement, bb. 150-7.

This image has been removed by the
author for copyright reasons.



Conclusion

I hope to have demonstrated that, in Haas’s music, properties of metro-rhythmics, or
scasovani, to use Janacek’s term, perform many of the formal functions traditionally
secured by tonal organisation. Each particular metro-rhythmic and textural
configuration provides context for the appearance of thematic material in a similar
way that a key does in tonal music. It can differentiate successive iterations of a
single theme as well as unify appearances of distinct themes, previously associated
with different configurations. Furthermore, specific configurations have a strong
referential function, which means that their changes and reappearances help
articulate formal structure. Although the use of textures with varying levels of
rhythmic activity to distinguish formal sections and to emphasize formal functions is
not strictly unique to Haas and Janacek, these strategies gain increased significance
in the music of these composers due to the negative effects of fragmentation and

repetition on phrase structure and tonality.

Although pitch structures received less attention in my analyses, they
continue to play a considerable role in the formal organisation of Haas’s music. As
has been pointed out, a more or less clear tonal plan is discernible in all of the pieces;
the effect of recapitulation and cadence relies partly on the restoration and
confirmation of a tonal/modal centre established in the first section. Nonetheless, |
argue that the form-constitutive role of tonality is weakened by Haas’s frequent use
of fragmentary thematic material (the sequential treatment of which prevents the
establishment of extended tonal areas), as well as by his use of symmetrical pitch
structures, which interfere with tonal syntax. Thus, while | am keen to avoid
reductive claims as to the superiority of metro-rhythmic procedures over other
factors participating in formal organisation, | do argue that features of rhythm, metre,

and texture take on particular importance in these circumstances.

| wish to summarise the relevance of Edward T. Cone’s notions of
‘stratification’, ‘interlock’, and ‘synthesis’. To begin with, a distinction must be
made between generic references to stratified textures and the use of Janacekian
rhythmic strata (both of which are characteristic features of Haas’s compositional

technique) and Cone’s understanding of ‘stratification’, which is based on the criteria
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of fragmentariness and discontinuity between successive ‘musical areas’. Haas’s
Study for Strings is a pertinent example. Here Janacekian rhythmic strata may indeed
function as a means of stratification in Cone’s sense; the form can to some extent be
regarded in terms of the initiation, suspension, and resumption of activity in different
strata. However, there are some significant reservations. Firstly, the Study for Strings
is perhaps the least discontinuous of the pieces studied here, especially since
transitions between layers are facilitated by rhythmic ‘modulations’ based on the
augmentation and diminution of motives, as well as hemiola rhythms. Secondly, the
strata are occupied in this particular composition by relatively fully formed themes
(the level of fragmentation and repetition is quite low, compared to the material of
Stravinsky’s blocks). Finally, the movement across rhythmic strata is gradual and
cumulative; layers are ‘conquered’ one by one and the ultimate aim seems to be the
simultaneous ‘resonation’ of all layers. Study for Strings, like ‘Landscape’, follows a
relatively conventional A B A’ template, conceived as a linear (or, more precisely,
gradual) accumulation of momentum, interrupted in the middle section. This model
is conceptually very different from Cone’s non-linear, and perhaps even non-
narrative, interlocking design, encapsulating some of the most emblematic features

of Stravinsky’s modernism.

Relatively clear examples of stratification can be found in the contrasting,
‘lyrical’ themes of Haas’s string quartets, each of which constitutes a wholly
separate stratum, differentiated from the rest of the movement in terms of rhythm,
metre, texture, tempo, modality, and type of thematic material. What distinguishes
them from ‘mere’ contrasting themes in the conventional sense is that they are
discontinuous (at least on their original presentation) with the surrounding material,
from which they are separated by montage-like ‘cuts’ at both ends. The closest
Haas’s works get to the interplay between strata described by Cone is in the ‘arch’
form of the Allegro moderato, where the contrasting theme returns (on a lower
rhythmic level) in the second half of the movement.

Most of the pieces studied here display morphological similarity with
conventional ternary designs, which would traditionally be based on the
establishment and subsequent resolution of tonal contrast. However, as has been

pointed out, tonality is no longer the dominant source of contrast in Haas’s music;
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tonal resolution is thus only one aspect of a broader process, which | prefer to
describe (following Cone) through the notion of synthesis. | have demonstrated
above that, in the recapitulation sections of ‘Landscape’ and Allegro moderato,
previously heterogeneous elements are brought into ‘close relation with one another’
by finding a common denominator primarily in terms of rhythm, meter, tempo,
and/or texture, as well as by horizontal conjunction, vertical superimposition, and
contrapuntal integration of motivic fragments. These processes produce an increased
sense of continuity, as well as escalation of motivic, rhythmic, melodic, contrapuntal,

and textural activity (these elements are, in fact, inseparable).

To some extent, the compositional strategies described here seem to
supplement the dynamics of tension and release analogous to that found in traditional
tonal music. In the latter two case studies, the onset of the final section (an abridged
recapitulation consisting of the return of one of the themes) is preceded by an
accumulation of ‘tension’ by means of metro-rhythmic, textural, and/or contrapuntal
complication. In Theme 3 of the Study for Strings, this is achieved by the
superimposition of numerous ostinato patters, which increases the ‘metro-rhythmic
depth’ of the section. In the final section of Development 3 of Allegro moderato
(immediately preceding the recapitulation of Theme 1), momentum is accumulated
by horizontal linking and vertical superimposition of melodic material, integrated
into a dense, chromatic, contrapuntal texture. In both cases, however, the
recapitulation of the theme is marked by notable simplification in all of these
parameters, which produces a sense of ‘release’. All this helps to create a kind of
forward-propelling force, which is essential for the creation of formal closure
traditionally facilitated by the teleological drive of tonality.

Whether there is a hierarchical relationship between metro-rhythmic layers
on the large scale, analogous to tonal hierarchy, is a separate question. In the first
case study (‘Landscape’), the use of metro-rhythmic layers serves to gradually
increase or decrease dynamic activity in the movement, but the layers do not seem to
relate in a hierarchical fashion to any kind of tonic level. In the third case study
(Allegro moderato), the movement ‘up’ and ‘down’ the rhythmic layers seems to be
analogous to the tonal movement in the dominant and subdominant direction,

respectively. It could be suggested that the tonal and rhythmic hierarchy work
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against each other in this movement: the second theme appears on dominant and
leading-tone tonal levels, but, at the same time, it tends towards the ‘subdominant’
rhythmic level, since it is based on the same iambic pattern as the pervasive ostinato,
‘transposed’ to a lower rhythmic layer. This, of course, is a natural result of the
second theme’s traditional role as the slow and lyrical counterpart of the first theme.
For the same reason, the recapitulation cannot occupy the tonic rhythmic level unless
the dynamic schema of the movement is reversed (‘slow—fast—slow’), which is not

the case in any of the pieces studied here.

The sense of hierarchical rhythmic organisation is the strongest in the Study
for Strings, where all of the rhythmic layers can be related to a common ‘scasovaci
base’. This makes theoretically possible a parallel between metro-rhythmic and tonal
space (based on a succession of fifths rooted in the tonal base). The purpose of
sonata-form development is to take motivic material through a variety of remote key
areas, to traverse multiple levels of the tonal space before settling on its base in the
recapitulation. By analogy, | argue that the developmental sections in the Study for
Strings (the fugues and Theme 3), serve to ‘energise’, by means of metro-rhythmic
transformation of thematic material, numerous levels of the hierarchical metro-
rhythmic architecture. Finally, the eventual descent to the basic rhythmic level of
semibreves is analogous to the descent to the tonic. Thus, in this piece, more so than
in the others, metro-rhythmic processes are capable of relatively independently

articulating formal closure.

218



Hermeneutic Afterword

I wish to conclude this chapter with a brief consideration of the hermeneutic
significance of some of the analytical observations made here. ‘Landscape’ has been
sufficiently covered in my discussion of the quartet From the Monkey Mountains
(Chapter 2). However, there are some intriguing parallels between Allegro Moderato
from Haas’s String Quartet No. 3 (1937-38) and his opera Charlatan (1934-37), the
completion of which immediately preceded the composition of the quartet. In fact,
some of the motivic material from the opera was used in the quartet. Particularly
significant is the case of the ‘Lyrical’ theme of Allegro moderato, which was not
used in the final version of Charlatan, but which appeared in a draft of Haas’s

libretto — specifically on the first page of the so-called ‘Windmill Scene’:

Figure 4.14: Pavel Haas, Sarlatan: Navrhy libreta (Charlatan: Sketches of the libretto), Department
of Music History of the Moravian Museum, sign. B 832. Notebook entitled ‘Doktor Bledovous’
(‘Bledovous’ crossed out and replaced with ‘Pustrpalk’) and marked ‘II. verse’ (‘2nd version’), act 2,

scene 1, first page (no page number).

This image has been removed by
the author for copyright reasons.

In Chapter 5, I will discuss the symbolism of this nocturnal, horror-like
episode through Freud’s notion of the uncanny, which will also be relevant to my
analysis of the Four Songs on Chinese Poetry in Chapter 6. Interestingly, some

elements of the imagery associated with the uncanny (mirror reflections, shadows,
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circles) are apparent in the Allegro moderato. The idea of ‘mirroring’ manifests itself
in the preoccupation with symmetry throughout the movement (from the scissors
motive to the large-scale ‘arch’ form). The inseparable association of diatonic
motives with their chromatic ‘shadows’ is another manifestation of the same idea, as
is the ‘splitting’ of syntax into two opposing, yet inseparable layers (diatonic and
symmetrical). The above noted semblance of multiple returns or rather fleeting
‘echoes’ of preceding musical material, which appear throughout the movement,
resonates with what Freud called ‘involuntary repetition’ (the ‘déja vu’ effect),
which is one of the most typical of ‘uncanny’ phenomena. All these considerations

contribute to the anxious atmosphere which characterises the movement.

Questions of meaning are particularly pressing in the case of Haas’s Study
for Strings, composed in the concentration camp of Terezin for an orchestra of
inmates.! The above noted rhythmic drive and dance-like character invests the work
with life-affirming character. On the other hand, the sudden cessation of rhythmic
activity in the central section becomes all the more conspicuous. The resulting
incongruity demands interpretation. It is pertinent to invoke here Michael
Beckerman’s view on the significance of ‘middle’ sections of musical works,

referring specifically to works by Gideon Klein composed in Terezin:

I have become a great believer in middles. [...] [W]hat is placed in the middle is often what
the thing is really about. It is the secret that [...] is too valuable, too delicate, too dangerous,
or too dependent to touch the real world. So in middles we find [...] confessions, erotic
tensions, funeral marches, the unaccountable, the delicate and the inscrutable; expression

writ large.?

There are a number of instances in Haas’s earlier music of subjective,
contemplative, lyrical episodes being inserted between more exuberant, dynamic, or
even humorous sections. Examples of this strategy (discussed in Chapters 2 and 3)
include ‘The Moon and I’ in the quartet ‘From the Monkey Mountains’, the love
song in ‘The Wild Night’, and ‘Pastorale’ in Suite for Piano. As I will demonstrate in

my discussion of Charlatan and the Four Songs on Chinese Poetry, Haas’s music

! Peduzzi, Pavel Haas, p. 111.

2 Michael Beckerman, ‘Klein the Janackian’, in Musicologica Brunensia, 44/1-2 (2009), 25-33 (pp.
28-9).

220



often works with the juxtaposition of mutually correlated binary oppositions, such as
day and night, motion and stillness, life and death, and so on. | suggest that the
contrasting ‘slow’ sections in Study of Strings, ‘Landscape’, and Allegro moderato
all have in common the nocturnal atmosphere of stillness (not least since the middle
section of ‘Landscape’ returns in the movement entitled ‘The Moon and I’ and the
‘Lyrical’ theme is associated with the nocturnal Windmill Scene). It is also
noteworthy that all of these sections are marked by an iambic rhythm; there may be a
kind of topical association between the two.

| argue that, in the case of Study for Strings, the middle section appears as
‘lifeless’ in contrast with the ‘lively’ dance-like character of the preceding sections
(especially Theme 2). As has been explained above, the activity of all the ‘higher’
rhythmic layers is temporarily extinguished in the middle section, leaving only the
iambic pattern, which marks the beat of semibreves. The movement thus descends to
its ‘metro-rhythmic base’ — its ‘heart’. This reduction of the movement’s ‘rhythmic
life’ to its ‘bare essence’ is highly suggestive of existential issues of life and death.
There is also a sense of agency, even physical labour, in the way the movement
‘struggles’ to resume its previous rhythmic activity one layer at a time. This is
particularly apparent from the return of the fugal subject: the four accentuated
minims (notated as quavers) of the theme’s ‘head’, marked ‘molto espressivo’ and

moving in dissonant chromatic parallels, appear as four heavy, painful steps:

Example 4.29: Re-establishment of rhythmic activity in the return of the fugal subject (quavers equal
minims). Haas, Study for Strings, bb. 157-9.

This image has been removed by
the author for copyright reasons.

Once the momentum is re-established, there is a sense of transcendence. Theme 3,
floating weightlessly over a vibrant ostinato texture, resembles the cantus firmus of
polyphonic chorale settings. Finally, the return of the dance-like, Lydian-coloured
Theme 2 provides the movement with a life-affirming conclusion. Whether this is to

be regarded (in the spirit of the ‘heroic’ hermeneutic conception of sonata form) in
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terms of the ‘victory’ of light over darkness is open to question. Relevant to this
issue is my discussion of the mutual relationship of polar opposites in Haas’s Four

Songs from Terezin in the concluding section of Chapter 6.
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CHAPTER 5:

Haas’s Charlatan:
A Tragi-Comedy about Old Comedians,

Modern Individualists, and Uncanny Doubles

Composed between May 1934 and June 1937, Charlatan is Haas’s only opera.’ In
March 1939, less than a year after the premiere of the work (Brno, 2 April 1938),
Czechoslovakia was occupied by German troops and the so-called Protectorate of
Bohemia and Moravia was established, in which Haas’s music could no longer be
performed due to the composer’s Jewish origins. Haas was imprisoned in
Terezin/Theresienstadt in December 1941 and eventually killed in Auschwitz in
October 19442

These historical circumstances have influenced the interpretation of the work.
In a recent article entitled ‘Haas’s Charlatan and the Play of Premonitions,” Michael
Beckerman takes as his starting point the opera’s ambivalent, ‘tragi-comical’ genre,
arguing that a proper reading of Charlatan ‘refuses to take the work at face value’
and seeks its true meaning under the comic ‘facade’.? In order to ‘peel away some of
the layers of [this] facade’, Beckerman continues, one must look to the practices of
Terezin composers who ‘used a range of codes, from expressive topoi such as
funeral dirges to quotations from such works as Suk’s Asrael symphony, the Verdi

Requiem [etc.]’ in order to create ‘reverse Potemkin villages’, that is, seemingly

! Lubomir Peduzzi, Pavel Haas: Zivot a dilo skladatele (Brno: Muzejni a vlastivédna spole¢nost,
1993), p. 132.

? Lubomir Peduzzi, ‘Terezinské legendy a skute¢nosti’ (‘Terezin: Legends and Facts’), in O hudbé
V terezinském ghettu: Soubor kritickych stati (Brno: Barrister & Principal, 1999), 38—48 (p. 45). See
also Peduzzi, Pavel Haas, p. 109.

¥ Michael Beckerman, ‘Haas’s Charlatan and the Play of Premonitions’, The Opera Quarterly, 29/1
(2013), 31-40 (p. 36).
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innocuous pieces of music with ‘subversive cores’ perceptible to the ‘insiders”.?
Finally, Beckerman suggests that ‘it was not only Haas’s Terezin works that were

written in such a manner, but [...] his opera as well’.®

Beckerman’s other point concerns works of art (such as Kafka’s The Penal
Colony and Berg’s Wozzeck), which seem to function as ‘premonitions’ of
impending historical calamities.® Regarded from this perspective, Haas’s Charlatan

appears to foreshadow the monstrosities of Nazism:

In The Charlatan a crowd robotically chants “Long Live Pustrpalk!” [the ‘charlatan’] as if
aping a Nazi spectacle; a miller is burned alive in his mill while crowds sing outside;
Pustrpalk kills a Catholic priest, probably unintentionally; [a] vanished village [...] presages
the Nazi liquidation of Lidice in 1942 [as retribution for the assassination of the Reich-
Protector Reinhard Heydrich]. The framing of these events raises potent questions about
Haas’s state of mind during the opera’s composition, and the figure of the Charlatan looms

large as the most enigmatic aspect of the work.’

Beckerman’s approach is not without problems. While it is plausible to
suggest that Haas reflected the ominous rise of Nazism (well underway at the time of
the opera’s composition) and perhaps even made ‘a kind of projection based on
contemporary reality’,® the retrospective mapping between fictional and historical
events (intriguing as it may be) is hard to justify, as is the view of Charlatan through
the lens of Terezin.® The danger here is that the context might completely overwhelm

the text, so to speak, and impose upon it a particular kind of interpretation.

On the other hand, Beckerman had very good reasons to draw attention to the
theme of disturbing ‘premonitions’ and to the opera’s ‘enigmatic’ nature. In my
analysis of Charlatan, | will discuss the ambiguities of the work with reference to

the notions of the uncanny and the fantastic, tracing the origins of these phenomena

* Ibid., pp. 34-5.
® Ibid., p. 36.

® Ibid.

" 1bid.

% Ibid.

% Beckerman’s search for ‘secret codes’ in music from Terezin is based on the premise of the
composers’ self-censorship. Although he suggests that Charlatan should be regarded in a similar way,
‘considering the local circumstances at the time of [the opera’s] composition’, Beckerman provides no
discussion of these circumstances to support his claim. See ibid.
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to the opera’s literary source. In a way, Beckerman’s essay is a case of transference
of some characteristic literary themes and devices from the text itself to the meta-

textual level of its critical reflection.

I will also expand on Beckerman’s suggestions concerning the ambiguity of

Pustrpalk’s character and its affinity to various literary models:

[TThe character [of Pustrpalk] as conceived by Haas purposely incorporates some of the
greatest ‘actors’ to walk the world stage. In the opening scene he appears as Don Giovanni,
seducing the beautiful Amarantha, wife of a ‘professor’ [...]. He later becomes a kind of
Napoleon, a dictator in confrontations with his troupe, and seems to channel Faust in his
confrontation with the priest. [...] At the beginning of the opera’s final scene, his men refer
to him conspicuously as ‘Don Quixote’ [...]. [... Pustrpalk’s] many aspects combine to

. 10
create a classic archetype.’

In an attempt to clarify what this ‘classic archetype’ might be, I will analyse the
opera and its literary model with respect to lan Watt’s notion of ‘myths of modern
individualism’, exemplified by Don Juan, Faust, Don Quixote, and Robinson
Crusoe.™ | will argue that many aspects of the story — especially the moral issues it
raises — are best explained with reference to these literary types. | will also discuss
the relevance of the archetypes and theatrical practices of the commedia dell arte,

which constitute the polar counter-part to the tragic aspect of the story.

Thus, my reading regards the opera from a multitude of perspectives, taking
into consideration its engagement with various literary themes and genres, its
musical language (insofar as it is relevant to the arguments | pursue), the ethical
questions it raises, and the socio-political implications it carries (particularly with
respect to the context of the 1930s). This approach will yield a nuanced view of this
multi-faceted and conflicted work. Charlatan is fascinating in itself, but it is also
important for the understanding of Haas’s whole oeuvre, in which it occupies a
pivotal position. | will point out elements of continuity with the composer’s earlier
works (residing in the recurrence of themes such as the fairground and the grotesque)

and raise a number of issues (mostly associated with the notion of the uncanny),

% 1bid., pp. 32, 37.

1 Jan Watt, Myths of Modern Individualism: Faust, Don Quixote, Don Juan, Robinson Crusoe
(Cambridge: Cambridge University Press, 1997).
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which will be crucial for my analysis of Haas’s Four Songs on Chinese Poetry (see
Chapter 6).

Winckler’s Doctor Eisenbart: Genre and Themes

Figure 5.1: The title page of Winckler’s book.

Des verwegenen Chirurgus weltberithmbé

WBunder-Doktor
Fohann Andreas Eifenbavt

Zafnbrechers, Bimkelfdngers, ORuliften, GleinfchneiSers
TugenSen und Lafter auf Reifen und Fahemdrekten,
mancherley bewifrtefee Aviztnepen in RNot und Tod,
fambt vielen

Orakeln, Divakeln, Gpektakeln,
infonGerReit auch philofophifche,
politifcfie, movalifche, mythifcie Tractata
und [efiv bedeutfame Mitteilungen zafllofer
ecfchvocklicher und luftiger LBegebenfeiters

getveulich mitgeteilt und vovgeftellt
vom vechitfcHaffenen, vite aprobiecten Collegen

JOSEF WINCKLER,

weiland Zahnarzt 3u Kovs am Rbefn,
Anfectiger Gochft kunfEvoller Gebiffe, ganis wie
aus Natur, aus Kauntfefuk, Gol§, Aluminium,
Dr.med.dent. der Universifit KOLN,
PolyGiftor und grofzer Dichter
fefzhaft und waﬁlberecﬁhg{' rechtmifig geboren,
giifig getauff vom nachmaligen

Bifchof DrBrinkmann
zu Rfeme in Veftfalen.

i
erlegt bei Ser beu{—[‘cl’)m Buch~Gemeinfchaft

2Berlin MDOCCC)OO(III

The principal literary source of Haas’s opera is the novel Doctor Eisenbart (first
version published in 1929) by the German writer Josef Winckler (1881-1966),
which describes the adventures of the famous itinerant physician of the Baroque era
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Johann Andreas Eisenbart (1663-1727).*2 Interestingly, Haas never officially
acknowledged this was the case. During his work on the libretto, he gradually
removed all references to German geographical locations and even changed the
name of the main character to Pustrpalk.'® In Peduzzi’s view, this was an intentional
disguise necessitated by the so-called Nuremberg Laws (introduced in Germany in
1935), which, as he explains, ‘ruled out the collaboration of a German writer with a

- 14
Jewish composer’.

Winckler’s book is quite ambivalent in terms of genre. It consists largely of
anecdotal stories, often based on the strophes of the once familiar German song Ich
bin der Doktor Eisenbart.'® This song belongs to the genre of satirical songs sung in
the fairground for popular amusement, possibly illustrated by humorous pictures

such as those included in Winckler’s book (see Figure 5.2).

12 Josef Winckler’s book was published in several editions of various lengths: Des verwegenen
Chirurgus weltberiihmbt Johann Andreas Doctor Eisenbart [...] (Stuttgart: Deutsche Verlags-Anstalt,
1929, 589 pages); Des verwegenen Chirurgus weltberiihmbt Wunder-Doktor Johann Andreas
Eisenbart /...] (Berlin: Deutsche Buchgemeinschaft, 1933, 401 pages); Des verwegenen Chirurgus
weltberiihmbt Johann Andreas Doctor Eisenbart [...] (Stuttgart: Deutsche Verlags-Anstalt, 1953, 471
pages). Haas worked with the abridged 1933 Berlin edition; all references to Winckler’s book made
here relate to this edition and all translations from this source are mine. According to Peduzzi, Haas
also owned a dramatic adaptation of Eisenbart’s story drawing on Winckler’s book, entitled Doctor
Eysenbarth, and written by Ernst Fiirst. See Lubomir Peduzzi, Haasiiv Sarlatan: Studie o opere:
Piivodni nezkrdacend verze (Brno, 1994), pp. 6—7. However, Haas’s opera bears very little resemblance
to this text. Fiirst’s drama was published as follows: Ernst Fiirst, Doctor Eysenbarth (Stuttgart —
Berlin: Chronos Verlag, 1932). I am indebted to Prof Pavel Drabek for helping me to obtain a copy of
this source.

3 In the second version of the libretto, Haas replaced ‘Eisenbart’ (‘Iron-beard’) with ‘Bledovous’
(‘Pale-beard’). The final name ‘Pustrpalk’ was introduced in the third version. Pavel Haas, Navrhy
libreta (Sketches of the libretto), Department of Music History of the Moravian Museum, sign. B 832.
The first version of the libretto is contained in a notebook marked (in red pencil) ‘Opera: 1. verse’
(‘Opera: 1% version’). The second version is in another notebook entitled ‘Doktor Bledovous
[“Bledovous” crossed out and replaced with “Pustrpalk”]: Dle romanu Josefa Wincklera volné
zdramatisoval a slova napsal Pavel Haas’ (‘Doctor Pale-Beard /Pustrpalk: According to the novel by
Josef Winckler freely dramatised and written by Pavel Haas’). This notebook is marked (in red pencil)
‘IL. verse’ (‘2™ version’). The third version is written on the reverse sides of concert programmes of
the Club of Moravian Composers (A4 sheets glued together). There is no title page; the first page
(containing a list of characters) is marked (in red pencil) ‘IIl. [verse]’ (‘3" [version]). The fourth
version, virtually identical with the third, is type-written on sheets of paper of unconventional format
(similar to A4 but taller), bound together.

' Peduzzi, Pavel Haas, p. 69. All translations from Peduzzi’s book are my own.

' |bid., p. 124 (endnote no. 39): ‘The text of this song, but not its melody, is derived from the popular
eighteenth-century song Ich bin der doctor Eisenbart, widely known across the whole of Germany
and the surrounding countries (including Switzerland and France).’
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Figure 5.2: Illustration to Chapter 23: ‘How Eisenbart cured the Gluttony Count’ (by drilling him a

second anus). Winckler, Eisenbart, p. 302.

Kapitel XXIIT
Wie Cifenbart den frefjicdhtigen Fhrfren
heilt. €3 geht im Galopp voran

Correspondingly, Einsenbart appears partly as a folk buffoon from a popular jest-
book. He states early in the book that his ‘only true medicine is humour’ and, indeed,
most of his ‘cures’ are little more than pranks played on his patients coming almost

exclusively from the higher social ranks: nobility, clergy, and rich townsmen.*®

However, contrary to his Harlequinian stage persona, Eisenbart also has the
facet of an intellectual driven by desire for scientific and philosophical knowledge
and a self-assured surgeon with proven skills, which he is accordingly proud of.
There are a number of ‘reflective’ passages in the book in which Eisenbart
contemplates the philosophical underpinning of medicine and science. Here
Eisenbart appears as a tragic figure with a strong affinity to Faust, which will be
discussed later on. Eisenbart is also portrayed as a transitional figure between the
‘old” age of superstition (he is keen on horoscopes and obsessed with collecting

pickled human eyes) and the rational, scientific rigour of the Enlightenment.

Winckler’s novel reflects the questionable reputation surrounding itinerant
quacks and the ambivalence that their association with fairground entertainment

tended to shed on their medical skills. As M. A. Katritzky explains:

Quacks such as Johann Andreas Eisenbart [...] drew heavily on publicity and spectacle to
create and bolster their celebrity persona. But ultimately their success rested on their medical

track records [...] in routine procedures regarded by the medical establishment as

16 Winckler, Eisenbart, p. 25.
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undignified, such as tooth care or venereal disease management, or potentially dangerous

[procedures], such as cataract, hernia and bladder-stone surgery.’

Correspondingly, Winckler’s Eisenbart, having no officially recognized education, is
looked down upon by university-trained doctors. He reciprocates the disdain but, at
the same time, he aspires to gain recognition for his medical skills. Moreover,
Eisenbart’s ‘dishonourable’ itinerant fairground practice using a troupe of comedians
as a means of commercial promotion elicits contempt from the ‘respectable’
townsmen and the church, not to mention restrictions from political authorities.
Eisenbart is thus portrayed as an anti-establishment figure, proudly defying social

and political constraints.

The overarching narrative of Winckler’s otherwise episodic book is based on
Eisenbart’s love affair with a young lady called Amarantha, who leaves her husband
(a respectable professor) to travel with Eisenbart, although he is himself married to a
woman called Rosina. Midway through the book, Amarantha disappears without a
trace. Eisenbart is left in the dark as to the reasons for her disappearance, tormented
by speculations that Amarantha may have left him for another man — perhaps one
with less questionable social and professional status.'® It is not until one of the last
chapters that Eisenbart manages to find Amarantha in the home of her husband. By
that time, however, Eisenbart is an old, dying man, unable to pursue the affair any
further.

The other narrative line spinning throughout the book is Eisenbart’s ongoing
struggle against the intrigues of the monk Jochimus, who is a friend of Amarantha’s
husband. Jochimus embodies the narrow-minded morality of bourgeois society by
which Eisenbart is castigated and to which he stands in opposition. In his vicious
pursuit of Eisenbart, Jochimus resorts to bribery and all kinds of machinations in
order to bring the ‘charlatan’ to ‘justice’.® Even the disappearance of Amarantha
turns out to be Jochimus’s doing: during their final encounter, Amarantha reveals to

Eisenbart that she was abducted by Jochimus and forcefully returned to her husband.

M. A. Katritzky, Women, Medicine and Theatre, 1500-1750: Literary Mountebanks and
Performing Quacks (Aldershot: Ashgate, 2007), p. 121.

'8 Winckler, Eisenbart, p. 195.
9 Ibid., pp. 34-5, 77-9, 107-8.
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Ironically, Jochimus comes to seek Eisenbart’s help towards the end of the
book when he becomes mortally ill. More ironically still, he dies during an
operation, casting a shadow of doubt over Eisenbart’s medical skills and moral
integrity. This is despite the fact that Eisenbart apparently genuinely tried to save the
monk’s life; he did not even know that Jochimus was responsible for the abduction
of Amarantha at the time of the operation. In his last days, Eisenbart is haunted by
feelings of guilt and bitter disappointment. The questions concerning the nature of
Eisenbart’s guilt and the reasons for his declining fate are complex and will be

discussed throughout the following analysis.

Eisenbart/Pustrpalk and the Myths of Modern

Individualism

In terms of character type, Eisenbart is closely affiliated to Don Juan, Faust, Don
Quixote — three of Ian Watt’s ‘modern individualists’. The figure of Faust is most
directly relevant, because its numerous literary representations relate (more or less
loosely) to the historical figure of Georgius Faustus, a wandering magician,
necromancer, and astrologer, who was widely known in Germany in the first four
decades of the sixteenth century.’’ Faust’s itinerant existence and disputable
reputation presents an obvious parallel with Eisenbart. In fact, the split in Eisenbart’s
character between a folk buffoon and a tragic hero is prefigured by the 1587
Faustbuch, which, like Winckler’s book, was for the most part an episodic
compilation of miscellaneous stories about magic tricks and farcical feats attributed

to Faust.?

In Goethe’s Faust the element of farcical folk humour is suppressed in favour
of the portrayal of Faust as a gloomy intellectual, a tragic embodiment of humanity’s
struggle for knowledge and power. The Faustian problem is articulated in an episode
from Winckler’s novel which Haas did not include in his opera but which is well

worth mentioning: Eisenbart’s encounter (framed as a nightmarish dream) with

20 \Watt, Myths of Modern Individualism, pp. 3-4.
2! Ibid., pp. 24-5.
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Ahasverus, the Wandering Jew, condemned to plodding the Earth eternally.?? Having
met the lamenting Ahasverus beside the road, Eisenbart decides to relieve him from
his pain and punishment in a radical way — by cutting his legs off. Ahasverus
rejoices: ‘You have thwarted God’s curse; you have wrested me from God’s
Veng_;eance!’23 Eisenbart was triumphant and full of pride: °[Eisenbart had
Ahasverus] on public display [...] as the greatest triumph of his brilliant art, which
has circumvented heaven and hell and snatched the offering from the furious
cosmos!’®* The trick seems to have worked for several days, but one night
Eisenbart’s caravan starts to move, pulled by Ahasverus walking on his stubs into a
horrendous nocturnal landscape.?> When Eisenbart wakes up, the lesson he takes
from this nightmare is that he must ‘quickly turn away from monstrous cures before
it is too late’.?® He feels that he had become too intoxicated with his self-assurance
and fame; that he has to temper his tendency to transgress the principles of nature,

fate or ethics, or else he will face eternal damnation.

On another level, the encounter with Ahasverus may reflect on Eisenbart’s
itinerant lifestyle.?” In fact, this is a feature which the latter shares with the ‘mythical
modern individualists’, who, according to Watt, typically live solitary and itinerant
lives outside social structures and moral constrictions.?® Eisenbart also possesses the
‘monomania’ of modern individualists who ‘are not particularly interested in other
people; they are completely engaged in their own individual enterprise; they are
defined by whatever they have somehow decided to do or be’.?’ Towards the
beginning of Winckler’s book, Eisenbart proclaims himself an heir of the medieval
vagrants and a prophet of a ‘new era [...] of freedom in the world’.*® Both the novel

and the opera contain a direct reference to Eisenbart/Pustrpalk as the ‘Don Quixote

22 Winckler, Eisenbart, pp. 324-30 (Chapter 25: ‘Gott Schiitze Andreas!”).
2 |bid., p. 327.

* Ibid.

% Ibid., p. 329.

% Ibid.

7 Ibid., p. 128: ‘[Speaking to himself] Frankly, Eisenbart [...] your restless blood chases you
viciously like Father Ahasverus.’

% Watt, Myths of Modern Individualism, pp. 123-4.
2 Ibid., p. 233.

%0 See also Winckler, Eisenbart, p. 31.
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of medicine’.** Throughout my discussion of the opera, I will highlight passages that
point at the individualist, monomaniacal, and transgressive features of the main
character. Finally, 1 will discuss how the parallel with the character types of modern

individualists helps to explain the reasons behind Eisenbart/Pustrpalk’s downfall.

Charlatan and the Legacy of Fairground Theatre

Shifting focus temporarily to the farcical aspect of the story, | wish to draw attention
to the legacy of ‘illegitimate’ fairground theatre, which is strongly embedded in the
narrative. Haas, who participated in a strand of early-twentieth-century avant-garde
preoccupied with topoi and practices of commedia dell’arte and other forms of
‘unofficial theatre’ (including circus, carnival, pantomime, and the like), was
undoubtedly perceptive to the presence of these elements in Winckler’s novel. It is
also no coincidence that the composer ‘rechristened’ Eisenbart as Pustrpalk — one of
the characters in the anonymous fourteenth-century Czech play known as Mastickar

(literally a ‘quack ointment seller’).

Mastickar is part of a broader literary tradition — the so-called merchant
scene, which developed as a secular appendix to medieval Easter liturgical plays.
The merchant scene relates to the description of Visitatio sepulchri in the Gospel of
Mark: ‘when the Sabbath [after the crucifixion] was past, Mary Magdalene, and
Mary the mother of James, and Salome, had bought sweet spices, that they might
come and anoint [the body of Jesus]’.*® According to Katritzky, the merchant scene,
which 1is characterised by ‘humour based squarely on profanities, scatology and
sexual misconduct’,* exploits the rhetoric and comic routines of ‘the harangues and

theatrical shows offered by marketplace quacks’, which represent ‘the earliest, most

long-standing and most successful form of commercial promotion’.* Katritzky thus

%1 1bid., p. 356; see also Pavel Haas, Sarlatdn, autograph score (Department of Music History of the
Moravian Museum, sign. A 22.687 c), pp. 507-8.

%2 See Martin Green and John Swan, The Triumph of Pierrot: Commedia dell’Arte and the Modern
Imagination (Pennsylvania: The Pennsylvania State University Press, 1993, revised edition), pp. 1-2.

% Quoted in Katritzky, Women, Medicine and Theatre, p. 37.
3 Katritzky, Women, Medicine and Theatre, p. 33.
% Ibid., p. 35.
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argues that, in the Middle Ages, quackery and popular theatre went hand in hand,
coexisting in mutually beneficial symbiosis. Eisenbart’s troupe, which comprised
over a hundred comedians, musicians, and other assistants at the peak of its activity,
was one of the most spectacular and also one of the last examples of this practice.*®

The cast of Mastickar includes the quack called Severin, his wife, and his
servants Rubin and Pustrpalk. The essence of the play is satirical ridicule of the
master by the servants and comic squabbling between the husband and his wife.
Importantly, Katritzky argues that the merchant scene prefigures the most significant

comic archetypes underpinning popular theatre:

The quack’s assistant Rubin is often identified as a forerunner of the stage fools of the
itinerant professionals, such as the English troupes’ Pickelhering or Jean Potage, or the
Harlequin or Zanni of the Italian commedia dell’arte [...]. In fact, many centuries before the
commedia dell’arte developed its characteristic improvised stock comic stage business, or
lazzi, the merchant scene featured stock roles with predictable verbal, visual and physical
comic routines, and the clear potential for improvisation. Taken as a whole, its three main
roles, the quack couple and their servant, herald the central commedia dell’arte trio of

. 37
master, servant and inamorata [...].

Indeed, in Winckler’s novel, Eisenbart’s troupe includes the characters of
Pickelhering and Jean Potage, whose specific identities are nonetheless obscured in
Haas’s libretto by translations of their names: Zavina¢ (literally ‘Rollmop’) and
Kyska (literally ‘Sour Soup’). The other characters in the troupe include Bakalaf
(‘Bachelor’, originally Bakkalaureus, a theology student and Eisenbart’s closest
companion), Pavucina (literally ‘Cobweb’, originally Spinnfresser), and

Provazochodec (literally ‘Ropewalker’, originally Seilténzer).

However, the archetypes identified by Katritzky also manifest themselves on
the ‘higher’ level of Winckler’s (and Haas’s) narrative. Most of the characters
remain ‘within’ their archetypal comic roles even when encountered ‘off stage’, that
is, when they are not involved in their (‘stage-within-stage’) fairground production.
Winckler reduced Eisenbart’s wife from a ‘real’ historical character (Anna Rosina

Albrecht, described by Katritzky as a ‘woman with a successful itinerant healthcare

% Ibid., pp. 168-9.
¥ Ibid., p. 36.
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record’, who effectively functioned as Eisenbart’s ‘business partner’) into the comic
archetype of a bossy wife.® The reference to Socrates’s wife Xanthippe (‘Xantippa’)
is made in Mastickdr, as well as in Winckler’s book and Haas’s opera.*® Amarantha
is the Columbine of this story, whose arrival establishes another farcical archetype: a

love triangle.

The character of Amarantha’s husband (the Professor) is marginal in
Winckler’s novel and does not appear at all in Haas’s opera, apart from references
made by Amarantha and Jochimus. The Professor functions as the tip of the other
love triangle (Eisenbart/Pustrpalk — Amarantha — Professor) and as the oppositional
counterpart of Eisenbart/Pustrpalk: an academically sanctioned scientist and virtuous
member of the social establishment. Haas goes further than Winckler in stereotypical
reduction of this character as he replaces Winckler’s relatively neutral name
‘Professor Lautenschldger’ with ‘Profesor Puntickai’, aptly translated by Pavel

Drabek as ‘Professor Meticuloso’.*°

The commedia’s preoccupation with disguises, masks, and other forms of
play with identity is also apparent in Charlatan. When Amarantha joins the troupe,
she discards the identity of a professor’s wife and assumes the role of a ‘concubine’;
in fact, ‘Amarantha’ is a pseudonym chosen solely for this adventure.*’ The
metaphor of switching masks is particularly pertinent in the case Eisenbart/Pustrpalk,
who alternates between a number of archetypes in rapid succession: within his
troupe, he is the master, frequently satirised by his servants; in his marriage with
Rosina, he plays the role of a hen-pecked husband; and his affair with Amarantha
makes him look like a foolish old man, blinded by desire for a young bride. He
approaches the archetypes of Dottore and/or Pantalone in his self-important

% bid., p. 167.

% pavel Haas, Sarlatin, autograph score (Department of Music History of the Moravian Museum,
sign. A 22.687 a), p. 97. See also Winckler, Eisenbart, p. 19.

0 Winckler, Eisenbart, p. 28. See also Haas, Sarlatdn, autograph score (DMH MM, sign. A 22.687 a),
p. 62. | am grateful to Prof Pavel Drabek, who kindly shared with me his excellent unpublished
English translation of Haas’s libretto to Charlatan. All translations of Haas’s libretto (its final
version) are Drabek’s, unless stated otherwise.

* This is made clear in Winckler’s novel, where Amarantha explains that she was inspired by the
stories told about the Swedish queen Christina, who reportedly undertook adventurous journeys in
disguise. Her actual name — Amalia — is mentioned in a letter Jochimus writes to the Professor. See
Winckler, Eisenbart, pp. 79, 177.
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demeanor and the pride he takes in his knowledge and wealth. When
Eisenbart/Pustrpalk persuades Amarantha to join his troupe, he effectively steals her
from her husband, thus becoming a kind of Harlequin. This facet of his character is
further enhanced by his role as an arch-comedian and, in the broadest sense, an anti-
establishment figure keen on ridiculing the respectable, wealthy, and powerful.
However, in relation to Amarantha, Eisenbart/Pustrpalk increasingly appears less as
Harlequin and more as Pierrot — a melancholic dreamer hopelessly in love with
Columbine, who is typically lured away by Harlequin.

The Fairground Scene (Act 1, Scene 1)

The first act remains unambiguously within the comic genre, suggesting little about
the tragic turns to come. The opening scene brings the audience to the middle of a
fairground production of Pustrpalk’s troupe.*? Haas’s brief orchestral overture sets
the scene effectively, evoking the opening scene of Stravinsky’s Petrushka
(performed in Brno in 1923). A dance-like ostinato is the basis for a superimposition
of distinct metric and motivic layers — mostly repetitive fragments of simple diatonic

melodies.

Example 5.1: Pentatonic ostinato and anticipation of the Peregrination Song (see Example 5.12).
Haas, Sarlatan, piano reduction (Department of Music History of the Moravian Museum, sign. A
22.688), p. 1.

This image has been removed by
the author for copyright reasons.

*2 This scene is based on the first chapter of Winckler’s book, entitled ‘The Cures Begin’ (‘Die Kuren
beginnen’). See ibid., pp. 9-35.
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Example 5.2: The ‘fairground’ theme. Haas, Sarlatdn, piano reduction (DMH MM, sign. A 22.688),
p. 2.

This image has been removed by
the author for copyright reasons.

The overture does not constitute a self-contained ‘number’. With no
interruption to the ostinato pulse, it seamlessly ‘flows into’ Kyska’s summoning of
the audience for the performance, which is about to start: ‘Come, come! People! This
world will trap you with its charms!’*® Kyska’s entry is immediately preceded by a
(non-diegetic) trumpet call, which draws attention to Kyska’s utterance and ‘mutes’
the multitude of overlapping orchestral voices illustrating the soundscape of the

fairground (see Example 5.3).

Kyska (tenor) subsequently starts a dialogue with Pavucina (bass), with
whom he exchanges humorous and characteristically satirical stories about
Pustrpalk’s healing practices. When they are finished, one of the comedians heralds
the appearance of Pustrpalk himself, which is accompanied by (diegetic) fanfares
(see Example 5.4). Pustrpalk (baritone) introduces himself in solemn voice and slow
pace, copying the dotted rhythm of the fanfares: ‘Ladies and gentlemen! I’'m the
famous Pustrpalk!” However, his gravitas is subverted by the satirical undertone of
his immediately following fast-paced parlando announcement that he will be ‘pulling
teeth for free, for an entire week’ to ‘celebrate the nameday of [the] most honourable

Lord Mayor’ 4

The scene, which follows closely (often word for word) Winckler’s
description of Eisenbart’s fairground production, contains some of the most
characteristic routines of historical quacks’ performances, as summarised below by

Katritzky:

* Haas, Sarlatdn, autograph score (DMH MM, sign. A 22.687 a), pp. 5-6.

* Ibid., p. 19.
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Central to the theatrical activities of many quacks was a class of performative routines
ultimately intended [...] as powerful demonstrations, by natural or supernatural means, of the
quack’s personal authority over death. It encompasses onstage medical procedures, reports of
wondrous happenings or other news items, or the staging of dangerous or magical routines
ranging from sleight of hand or playing with live snakes to decapitations or even human
“flight”.*®

In the first part of his performance, Pustrpalk treats, besides more benign cases, a
snake-bitten boy. The following ‘number’ (announced by another round of fanfares)
involves the Snake-Charmer’s dance with a live snake and the demonstration of a
miraculous universal antidote — the so-called Theriak. The Snake-Charmer’s
performance is accompanied by music with oriental flavour (see Example 5.5). This
is evoked by a gamelan-like ostinato of harp, triangle, and tambourine, locked in a
metric conflict (3/8 against 6/16), a minor-mode transformation (G Aeolian) of the
fairground theme (Pustrpalk’s vocal part, beginning and ending on D, suggests
reconsideration of the same scale as D Phrygian), and the choice of instrumentation

(‘wriggling’ flutes and piccolos, ‘reedy’ bassoons, ‘dark’ bass clarinets and horns).

* M. A. Katritzky, Women, Medicine and Theatre, p. 87.
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Example 5.3: The end of the ‘overture’. Note the stage direction ‘Curtain quickly up!” (‘Opona
rychle nahoru!”). Haas, Sarlatdn, autograph score (DMH MM, sign. A 22.687 a), p. 5.

This image has been removed by
the author for copyright reasons.
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Example 5.4: Fanfares accompanying Pustrpalk’s appearance. Haas, Sarlatdn, piano reduction (DMH
MM, sign. A 22.688), p. 8.

This image has been removed by
the author for copyright reasons.
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Example 5.5: Exoticism of the Snake-Charmer’s performance. Haas, Sarlatdn, autograph score
(DMH MM, sign. A 22.687 a), p. 35.

This image has been removed by
the author for copyright reasons.

Having inspired awe in the audience, Pustrpalk sets out to demonstrate the
power of Theriak, a universal antidote. He calls for a volunteer willing to swallow a
pill of the poison arsenic. The silence of the awe-struck crowd is interrupted by the
arrival of a military deserter (in all probability a member of Pustrpalk’s company in

disguise), who wishes to die rather than be captured by his pursuers. Pustrpalk feeds
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him the poison and revives him with Theriak, gathering enthusiastic applause from

the audience.

The return of the opening ostinato and the motivic material of the beginning
indicates that one part of the scene has come to an end. Zavina¢ announces the
arrival of a carriage carrying a beautiful lady. The appearance of Amarantha on stage
is accompanied by a lyrical theme marked by sensuous chromaticism, wide melodic
leaps, and slow, graceful motion (see Example 5.6). Suggestive of cinematic
romance, the theme seems to suspend time in a way that corresponds with the
transfixing beauty of Amarantha. Indeed, Pustrpalk’s response to Amarantha’s self-
introduction is ‘enveloped’ by her theme (continuing in the orchestra), which

suggests that he is ‘under her spell’ (see Example 5.7).

Example 5.6: Amarantha’s theme. Haas, Sarlatdn, autograph score (DMH MM, sign. A 22.687 a), p.
61.

This image has been removed by
the author for copyright reasons.
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Example 5.7: Dialogue between Amarantha and Pustrpalk: Haas, Sarlatin, autograph score (DMH
MM, sign. A 22.687 a), p. 62: Amarantha: ‘Oh! Monsieur Pustrpalk? I’m a learned scholar’s wife!

Professor Meticuloso!” Pustrpalk: ‘Votre serviteur, Doctor Pustrpalk.’

This image has been removed by
the author for copyright reasons.

The music takes on comic tone as Pustrpalk starts the preparations for his
prankish cure (see Example 5.8). Amarantha, who has been unable to move ‘since a
bad fright, at a troubled childbirth’, springs to her feet (to the crowd’s great
amusement) when she is made to sit in a large basket filled with nettles.*® While
Pustrpalk helps Amarantha take her first steps (see the comic march in Example 5.9),

he persuades her to join his company as a ‘concubine’.

Example 5.8: Burlesque transformation of Amarantha’s theme (top voice). Haas, Sarlatin, piano
reduction (DMH MM, sign. A 22.688), p. 33.

This image has been removed by
the author for copyright reasons.

* Haas, Sarlatdn, autograph score (DMH MM, sign. A 22.687 a), p. 65.
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Example 5.9: Comic march: ‘So you see, Madame, you are cured! Left, right, left, right, ...

b}

Translation mine. Haas, Sarlatdn, piano reduction (DMH MM, sign. A 22.688), p. 37.

This image has been removed by
the author for copyright reasons.

With the exception of several strophic songs (mostly diegetic), the opera is

based on prosaic text. The dialogue between Pustrpalk and Amarantha, which is

underpinned by the symmetrical, song-like ‘fairground’ theme but does not strictly

constitute a strophic song (see Example 5.10), is the only other instance when Haas’s

libretto switches from prose to verse (as does the corresponding passage in

Winckler’s novel).*’

Pustrpalk:
Zustaiite u mé,
neni to zert!
Amarantha:
To bych si dala,
aby vas Cert!
Cim u vas budu,
chudinka ja?
Pustrpalk:

Co konkubina,
Panenko ma,
urozena

a vzneSena?

" Winckler, Eisenbart, pp. 18-9.

Pustrpalk:

Stay with me, lady,
I’m not in jest!
Amarantha:

Oh what an offer!
One of the best!
What should | play here?
Oh my poor self!
Pustrpalk:

La concubina,

My dearest child,
Of high esteem,

Noble and mild!*

*® Haas, Sarlatdn, autograph score (DMH MM, sign. A 22.687 a), pp. 95-7.
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Example 5.10: Dialogue in verse. Haas, Sarlatdn, piano reduction (DMH MM, sign. A 22.688), p.
39.

This image has been removed by
the author for copyright reasons.

Having convinced Amarantha to stay, Pustrpalk turns to the audience, who
applaud him enthusiastically. The crowd’s cheering is suddenly disrupted by the
protest of the monk Jochimus (baritone), who arrived just before Amarantha and
who has been observing the production silently until this moment. According to
Haas’s stage directions, his presence is supposed to be conspicuous visually,
although it is not reflected musically until he starts singing.* Jochimus calls
Pustrpalk a fraudster and threatens to report him to the authorities (see Example
5.11). After momentary bewilderment, Pustrpalk ‘composes himself and smiles
contemptuously’. As Jochimus walks away, the crowd ‘turns after [him] with a

threatening hiss’.>® Correspondingly, the music continues from where it stopped.

* Ibid., p. 57.

% Ibid., p. 107. Translation mine.
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What follows is an orchestral interlude, which leads seamlessly to the second act,

anticipating its thematic material.

Example 5.11: Crowd: ‘Praise him!” Jochimus: ‘Silence! You scheming fraud! I’'ll denounce you

right now!” Haas, Sarlatdn, piano reduction (DMH MM, sign. A 22.688), p. 43.

This image has been removed by
the author for copyright reasons.

Peregrination Song (Act 1, Scene 2)

The second scene illustrates the wandering lifestyle of the troupe. On the stage, the
scenery depicting various towns and landscapes moves behind the static caravans.
An off-stage male choir sings in unison a non-diegetic, strophic Peregrination Song,

accompanied by orchestral variations.
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Example 5.12: Peregrination Song. Haas, Sarlatdn, piano reduction (DMH MM, sign. A 22.688), pp.

46-7. Transcription mine.

This image has been removed by
the author for copyright reasons.

The lyrics of the song have no direct precedent in Winckler’s novel; they were in all
probability written by the composer himself. The song paints a romanticising and
strikingly life-affirming image of the itinerant life of Pustrpalk’s troupe. Its
characteristic features are the emphasis on cyclic temporality (travelling ‘from dusk
to dawn’, ‘from winter to summer’, for ‘days, weeks, months, years’), which is
enhanced by the strophic form of the song, and the theme of the death-defying,

redemptive power of laughter (an echo of Haas’s earlier, Poetism-inspired works).

[...] [...]

Dny, tydny, celé mésice, For days on end, for weeks — whole months,
ba roky dlouhé jdou. nay, for years they travel on.

Zazraény doktor Pustrpalk The magical Doctor Pustrpalk

s divou svou spfezinou. with his wild companions.

[...] [...]

Po cely den jen vtipkuje And all day long he’s full of jests,

i se svou druzinou. and so are all his mates.

Takovi lidé, véite nam, Such people, as you may be sure,

ti nikdy nezhynou. will never die away.
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At je doba dobra nebo zl4, In good times, and in bad times too,

na rtech mé&j stale smich. have a smile upon your face.

Do plaée vzdycky ¢asu dost There still is time ahead for tears,

V hodinach poslednich. in our final days.

Kdo vééné mraci se jak Cert, Who is always sulking and all frowns,
ten at’ jde do haje. let them vanish from our eyes;

Kdo zpiva, jasa, zna i zert, while they who sing, rejoice and jest
ten prijde do raje! will come to Paradise!™

The Crinoline Episode (Act 1, Scene 3)

The third scene opens on the square of another city.>> The company is apparently
about to leave, waiting for the return of the ladies (Amarantha has gone to the tailor’s
shop and Rosina to the market). Amarantha comes in a comically wide crinoline,
which makes it impossible for her to get inside the caravan. Pustrpalk and Bakalaf
try to help her get in with comic clumsiness. Suddenly, Jochimus appears again and
explains that he is a friend of the respectable Professor, to whom Amarantha is
married. He objects to her association with what he regards as dishonourable
company and is outraged at Pustrpalk’s indifference to his moralising rebuke. He

retreats with a threat on his lips.

When Rosina comes back, she finds Pustrpalk kneeling before Amarantha, as
he is trying to squeeze the crinoline to make it pass through the caravan’s narrow
door. A comic fight breaks out between the two women. As a crowd of laughing
onlookers starts gathering, Pustrpalk cuts the crinoline with his scalpel, pushes
Amarantha inside the caravan and shouts out a command for departure. As the
company leaves hurriedly, Jochimus reappears and ‘climbs on the roof of one of the
caravans’; sitting with ‘his legs hang[ing] down’, he ‘makes a threatening gesture

with his fists’ and shouts ‘Vengeance! Vengeance!” while the assembled ‘audience,

*! Ibid., pp. 117-26.

%2 This scene is based on the fourth chapter of Winckler’s book, entitled ‘The Crinoline’ (‘Die
Krinoline’). Winckler, Eisenbart, pp. 70-9.
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laughing, waves goodbye to them all.”>® This concluding scene, although it does not

take place on an actual stage, effectively becomes a farcical performance.

The Windmill Scene (Act 2, Scene 1)

The Windmill Scene is a turning point in Charlatan; it makes clear that the opera
will not be as unambiguously comic as the first act suggested. Its nocturnal setting
contrasts with the preceding daytime scenes, but it also has deeper symbolic meaning
as part of a string of correlated binary oppositions: light/darkness, comedy/tragedy,
reality/fantasy, overt/covert, ego/alter-ego, and so on. Haas’s stage directions

provide the first hints of the scene’s haunted, mysterious atmosphere:

Flat, bleak landscape. Towards the left [...] there is an abandoned windmill with a large gate.
Spring night. Clouds pull across the sky. [...] Towards the mill, there is a bare tree. [...]

Pustrpalk sits on the steps of a caravan, deep in thought. Amarantha leans against the tree.>*

Figure 5.3: Haas’s drawing of the scene. Haas, Sarlatdn, autograph score (DMH MM, sign. A 22.687

b), unnumbered first page.

This image has been removed by
the author for copyright reasons.

%3 Haas, Sarlatdn, autograph score (DMH MM, sign. A 22.687 a), pp. 181-2. Translation mine.
> Pavel Haas, Sarlatdn, autograph score (DMH MM, sign. A 22.687 b), pp. 183-5. Translation mine.
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The dark, melancholic character of the scene is conveyed musically by a
slow-moving chromatic ostinato, confined to a claustrophobic tritone ambit (see
Example 5.13). The ostinato seems to reflect Pustrpalk’s ‘thoughtful’ state of mind
in its slow, repetitive, cyclic motion. Pustrpalk’s speech emerges seamlessly from his
silent rumination (see Example 5.14):

There, there, used to be a village... And the Swedes set it on fire, ravaged it all, turning it to

ruin. Misery seized all the land, all the country. Just the mill, that’s all that’s left now. Now

only the old miller’s fighting his coming death. Delirious, and raving. His young beautiful

niece attending to his illness. Other than that the mill is a desolate place. Except for armies of

bats and mice. The old miller is on fire. An inner fire is scorching him. The poor man’s

raving in madness...*

Pustrpalk’s mood suddenly changes with the appearance of the moon: ‘The
moon emerges from behind the clouds, flooding the whole landscape with silver
glare. Pustrpalk becomes absorbed in his thoughts. Suddenly he gets up. He walks
around for a while, thinking. Then he stops by Amarantha and takes her firmly by
her hand.”® As if hypnotised by the moonlight, Pustrpalk confesses to Amarantha
his uncontrollable passion for her: ‘I can’t control myself any longer! You’ve set my
feelings all on fire! You are a castaway star! You’re like a radiating fire, divine, or

even infernal! Hear me now! Hear me now!”>’

Pustrpalk’s excitement is musically
conveyed by the marking ‘Appassionato’ and by a ‘trembling’ ostinato figure,

supported by timpani beats in the full score (see Example 5.15).

% Ibid., pp. 186-92.
% Ibid., pp. 194-7. Translation mine.
*" Ibid., pp. 196-9.
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Example 5.13: Chromatic ostinato. Haas, Sarlatan, autograph score (DMH MM, sign. A 22.687 b), p.
184.

This image has been removed by
the author for copyright reasons.

Example 5.14: Pustrpalk’s entry. Haas, Sarlatdn, autograph score (DMH MM, sign. A 22.687 b), p.
186.

This image has been removed by
the author for copyright reasons.
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Example 5.15: Pustrpalk’s excitement. Haas, Sarlatdn, piano reduction (DMH MM, sign. A 22.688),
p. 79.

This image has been removed by
the author for copyright reasons.

From the midst of this rapture emerges a tender declaration of love: ‘My
dragon sweet, God’s Paradise! You’re a blooming fiery flash of lightning,
Amarantha dear!”®® The tone of the music correspondingly changes (see Example
5.16): marked ‘poco piu largamente’ and ‘dolce’, the passage is characterised by
sensuous chromaticism, ambivalence between major and minor modes (perhaps
reflecting the bitter-sweet torment of love) and ascending gestures in the
accompaniment (suggestive of the elevation of the spirit to the heights of ‘paradise”).
There are notable similarities with Amarantha’s theme from the first act, namely the
marking ‘largamente’ with slow minim beat, and the broad, chromatically

embellished melodic line with a penchant for repeated notes.

%8 Ibid., pp. 199-201.
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Example 5.16: Pustrpalk’s declaration of love (the ‘sweet dragon’ theme). Haas, Sarlatin, piano
reduction (DMH MM, sign. A 22.688), p. 80.

This image has been removed by
the author for copyright reasons.

Amarantha is surprised, questions the durability of his feelings for her, and
urges Pustrpalk to control his feelings. This, however, only exacerbates his
excitement: ‘No! No! I’'ll be even worse still! Like a demon bad! All evil I’ll have
brought about shall be all your own fault! I'm like a man possessed!”*® With these
ominous words, the ‘appassionato’ marking returns, along with the fast tempo and
the ‘trembling’ pattern, with an extra beat (a blast of timpani and brass) added for

emphasis at the end of each bar (see Example 5.17).

% Ibid., pp. 210-212. See also Winckler, Eisenbart, p. 119.
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Example 5.17: Amarantha’s response escalates Pustrpalk’s excitement. Haas, Sarlatin, piano
reduction (DMH MM, sign. A 22.688), p. 85.

This image has been removed by
the author for copyright reasons.

When Pustrpalk embraces Amarantha passionately, she breaks from him and
bids him good night. On her way, she ‘gracefully drops a handkerchief’, which
Pustrpalk picks up and presses to his lips as a token of her inclination.®® A comic
element is added when Rosina appears on the roof of one of the caravans, equipped
with a telescope. As the two lovers leave, Rosina waves the telescope in a
threatening gesture.®* As Pustrpalk-Pierrot climbs inside his caravan, the moon, too,

‘disappears partly behind the clouds’, leaving the scene ‘dark and empty’.62

An unexpected chain of events starts when two of the comedians appear on
stage and conspire to steal Pustrpalk’s money. In accord with the stereotypical
master—servant comic routine, Pustrpalk overhears their scheming and takes them by
surprise with a pistol. However, Pustrpalk’s witty scolding of his cunning servants
gradually transforms, somewhat surprisingly, into a monologue, in which Pustrpalk

extolls the beauty of the troupe’s companionship and the nobility of their quest: ‘And

% Haas, Sarlatin, autograph score (DMH MM, sign. A 22.687 b), pp. 211-5.
% Ibid., pp. 213-5.
%2 Ibid., pp. 216-7. Translation mine.
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yet we form a troupe and a brothers’ guild, just like a pack of wolves. [...] We are a
touring faculty, and follow with assiduity our common goal, our only precious goal,

participating in one fate!’®®

To the astonishment of the perpetrators, Pustrpalk decides to make a
magnanimous gesture of camaraderie — to divide all his money between his
companions. This decision is the turning point of the whole scene. The comedians
start a wild revelry, during which an alcohol-fuelled fight breaks out. The mad old
miller, irritated by the uproar, throws a lantern into the crowd of fighting men and
kills Zavina¢. In retribution, the comedians set the windmill on fire. Pustrpalk flees

the scene with Amarantha, accompanied only by Bakalar, his closest servant.

This tragic turn of events gives rise to one of the most powerful instances of
the grotesque in Haas’s oeuvre. This, however, is not an instance of the life-
affirming, Bakhtinian ‘carnivalesque-grotesque’ character, found in Haas’s earlier
works. Rather, the grotesque functions here as an Expressionist device, designed to
convey a sense of emotional disturbance, a mixture of merriment and horror: the
comedians sing cheerfully while the miller burns to death (see Example 5.18). What
the audience hears is the comedians’ music, a simple, major-mode, march-like song,
accompanied by percussion instruments. Since the song is meant to be diegetic (there
are musicians on the stage among the comedians), it does not reflect the horror
experienced by Pustrpalk and Amarantha. The disturbing incongruity and emotional

ambiguity effectively communicates the scene’s violent madness to the audience.

% Ibid., pp. 246-54.
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Example 5.18: The comedians’ song: ‘Long live our glorious lord! Long live all those with him on
board! [...] [(In the window of the mill appears the head of the miller, who screams desperately.
Everyone waves at him.)] Long live our reverend lady Rosina! Hurrah! Hurrah! Hurrah! [(Everyone
leaves the scene joyfully.)]’® Haas, Sarlatan, piano reduction (DMH MM, sign. A 22.688), p. 131.

This image has been removed by
the author for copyright reasons.

The Windmill Scene raises a number of questions: Does Pustrpalk’s
‘obsession’ with Amarantha have anything to do with the tragic turn of events? If so,
in what way? Why does Pustrpalk decide to share all his money with the comedians,
who just tried to rob him? Is his own reasoning plausible? Why does the old miller
get so upset that he Kills one of the comedians? Is his reported madness a satisfactory
explanation? What is the nature of his madness anyway? And why should there be
any mention of his ‘young’ and ‘beautiful’ niece, who plays no role in the scene

whatsoever? Is the image of the burnt village merely an illustration of the destruction

® Ibid., pp. 317-21. Translation by Drabek; additions mine.
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following the Thirty Years” War? Is the whole spectacle of horror to be taken at face

value, or does it have some kind of symbolic significance?

The Windmill Scene in the Context of Winckler’s Book

Answers to these questions must be sought by returning the scene to the context of
Winckler’s book and comparing the original with Haas’s adaptation. 1 will
demonstrate here that Winckler’s novel (and this episode in particular) operates with
phenomena encapsulated in the notions of the fantastic and the uncanny, which also
play an essential role, as I will argue later, in Haas’s version of the Windmill Scene
and his opera as a whole. The fantastic has been described by Lucie Armitt as a
‘borderline phenomenon’, ‘a site of hesitancy, uncertainty and disquieting
ambivalence’ which results from questioning the boundary between the ‘real’ and
the ‘imaginary’.®> The related notion of the uncanny has been characterised by

Nicholas Royle in the following terms:

The uncanny [...] is concerned with the strange, weird and mysterious, with a flickering
sense (but not conviction) of something supernatural. The uncanny involves feelings of
uncertainty, in particular regarding the reality of who one is and what is being experienced.
Suddenly, one’s sense of oneself [...] seems strangely questionable. It is a peculiar

commingling of the familiar and unfamiliar.®

The Windmill Scene is based mostly on the chapter of Winckler’s book
entitled ‘The Events in the Old Mill and What a Disturbance of Spirits Was
Unleashed Here’.®” References to omens, premonitions, and ghosts occur throughout
Winckler’s book, but they are particularly prominent in the ‘“Windmill’ chapter. The
burning of the windmill appears to be a fulfilment of an earlier omen. The previous
chapter, entitled ‘The Apocalyptic Journey: Eisenbart’s First Despair’, starts with the

description of Eisenbart’s unease resulting from an unsettling dream:®®

% Lucie Armitt, Theorising the Fantastic (London: Arnold, 1996), pp. 31-2.
% Nicholas Royle, The Uncanny (New York: Routledge, 2003), p. 1.

%7 Winckler, Eisenbart, pp. 109-43.

% Ibid., pp. 94-108.
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Eisenbart [...] could not find any sleep and gazed up into the starry sky, because he had
dreamt the previous night that his whole caravan burnt. He opened the Dreambook of
Apomasaris [...] and read in Chapter 159: ‘[...] when one dreams about a house burning

down, the owner of the house or its occupier will be ruined by war or illness.®

Indeed, Eisenbart’s business is badly affected by the misery inflicted upon German
cities (described in some detail in this chapter) by the Thirty Years’ War of 1618-48.
At the beginning of the ‘Windmill’ chapter, the dream comes back to Eisenbart, as

he travels through the land, hoping to find refuge at some peaceful corner:

As he crouched, his chin propped up by his fists, at the front of the rattling wagon, going
further and further, he was unable to suppress an oppressive nightmare and saw in a dream
all of the caravans fearfully burning and the whole troupe being burnt alive. [... He] huddled
like a shivering ghost: ‘That means Death! Death! Death!”"

Shortly afterwards, the troupe arrives at the windmill. The first draft of the Windmill
Scene in Haas’s libretto begins at this point, closely following Winckler’s book.
Originally, the history of the place is not narrated by Pustrpalk himself, but by
Kyska/Jean Potage: ‘Does my sight fail me? Is it a dream? Was it here? There used
to be a village. The Swedes burnt it down. | lay wounded in this mill.”"* The
questioning of the border between reality and illusion in these words contributes to
the scene’s otherworldly character, which is enhanced by Bakalai’s/Bakkalaureus’s
warning that ‘ghosts and spectres inhabit abandoned mills’.”> The delirium of the
dying miller completes the horror-like picture: ‘The sick miller [...] in a delirium of
epilepsy believed he heard ghosts and pressed himself motionlessly against the

wall.’”®

All of these details are compressed into Pustrpalk’s opening speech in the
final version of Haas’s libretto. Pustrpalk’s declaration of love to Amarantha, the
dialogue of the two plotters, and Pustrpalk’s ensuing monologue follow closely

Winckler’s original and remained essentially unchanged throughout Haas’s work on

% Ibid., p. 94.
 Ibid., p. 110.

™ Haas, Navrhy libreta (DMH MM, sign. B 832), notebook marked ‘Opera: 1. verse’, act 2, p. 1
(pages in each act are numbered separately). Translation mine. See also Winckler, Eisenbart, p. 111.

"2 Ibid., p. 3. Translation mine. See also Winckler, Eisenbart, p. 113.

™ Winckler, Eisenbart, p. 116.
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the libretto. One of the noteworthy alterations made in later versions of the libretto,
however, is the virtual elimination of the character of the miller’s niece. Originally, it

was she who overheard the dialogue of the plotters and came to warn Eisenbart.”

Winckler’s version offers more insight into Eisenbart’s private thoughts.
Having been told about the plot, Eisenbart lies awake, awaiting the robbers, and gets
absorbed in self-reflection, thinking that ‘he has not been a good master [and] a
caring father [but] only a selfish, greedy man [... who] healed fewer than he
capitalised on’.” This might illuminate his motivation to share his wealth with the

members of his troupe.

Winckler’s account of the following revelry differs from Haas’s adaptation in
that Pickelhédring/Zavina¢ is killed in the fight that breaks out among the drunk
comedians — not by the mad miller.”® Nonetheless, the miller’s throwing of a lantern
among the comedians, which only happens moments later, becomes an incentive for
the comedians to set the mill alight.”” Amarantha and Eisenbart do not flee in
Winckler’s version; they, too, get carried away by the upsurge of collective

madness.”® The two only decide to run away from the troupe two chapters later.”

Winckler’s description of the fire contains a sublime image of the burning

mill, which Haas included in the first draft but later dropped:

[As the windmill was gradually consumed by fire,] the wings started turning to the left [...]

and the horrendously beautiful, fantastic spectacle unfolded with ever-increasing speed: the

& Haas, Navrhy libreta, (DMH MM, sign. B 832), notebook marked ‘Opera: 1. verse’, act 2, p. 13.
See also Winckler, Eisenbart, p. 126.

> Winckler, Eisenbart, p. 127.

"® 1bid., pp. 133—4: ‘the musicians conspired against the comedians [...] and after a short dispute,
during which many drew their daggers and swords, a horrible scream rang out among two or three
duels! [...] Pickelhering was lying in the grass with a stream of black blood coming out from a wound
in his forehead.’

" Ibid., p. 134: ‘Racketing, shouting, and banging was heard from the mill; the epileptic [miller]
sprang out of his bed in frenzy, grabbed a glowing lantern and threw it among the fighting men, so
that blazing flickers sprang up. The men did not know where it came from, but it became a blind
signal for them to set fire all around [...].

"8 Ibid.: ‘Amarantha seemed to be seized by madness as she was running around the mill, declaiming
Moli¢re [...]. Eisenbart [...] suddenly started shouting into the night the strophe “Morpheus in

EEIR)

mentem trahit impellentem ventum jenem”.

" Ibid., pp. 15278 (Chapter 9: “Die Badkur [...]").
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mill waved around itself and reached up to the sky with fiery arms and the giant, burning

cross rotated through the darkness.®

This image captures the fantastically horrifying and grotesque atmosphere of the
scene. It also brings to mind Green and Swan’s observation that the combination of
spinning motion and fairground imagery (merry-go-rounds, barrel organs)
constitutes an Expressionist topos, signifying ‘chaos’, ‘a whirlpool into which the

self is in danger of plunging’.®*

The rest of Winckler’s chapter is occupied by Eisenbart’s contemplation over
Pickelhering’s dead body, concerned with the unknown secrets of life and death, the

dead man’s ‘evil look’, and the ‘curse’ which lies upon the unfortunate place:

[Eisenbart] suddenly thought about Pickelhering’s ‘evil look’, constantly discussed among
the fellow travellers — and, blimey, may there be something to it? When the moon exerts
influence upon the body, when the spirit ascends all the way to the eyes, why should not the
powers of evil spirits flow along? Perhaps through the feet by means of the earth’s

. . . 82
magnetism, since the land is cursed...?

Eisenbart’s thoughts suggest that the ‘cursed’ place (retaining the evil spirit of war)
inspires violence and madness in all that set foot upon it — hence the miller’s
madness, the comedians’ fight, and the destruction of the windmill. The whole scene
thus functions as a memento of the horrors of war, which Winckler graphically

described in the preceding chapter.

% |bid., p. 135. See also Haas, Navrhy libreta (DMH MM, sign. B 832), notebook marked ‘Opera: 1.
verse’, act 2, p. 22: ‘The wings of the windmill start turning, slowly at first, then faster and faster —
even frenziedly!” Translation mine.

8 Green and Swan, The Triumph of Pierrot, p. 142. Reference is made specifically to early
Expressionist cinema and particularly to The Cabinet of Dr. Caligari, where images of marry-go-
rounds and barrel organs abound, accompanying the performance at one of the fairground booths of
Dr Caligari (puppet-master figure, controlling his assistant Cesare, who is in a trance). The authors
also note that commedia-inspired art in general betrays a fascination with the circle (circular motion,
round shape of Pierrot’s face, associated with the full moon, ‘circular’ narratives, etc.).

8 Winckler, Eisenbart, p. 142.
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Haas’s Version of the Windmill Scene: an Alternative Reading

Haas’s version retains the vague sense of the involvement of some kind of dark
power, corrupting the sanity of the characters, but this menace is associated less
directly with the war. Haas’s libretto does not make it entirely clear whether the war
is ongoing or whether it is a matter of the past and there are no direct references to

the war in any other scene of the opera’s final version.®®

Instead, the possibility arises that the mysterious force may be rooted in
Pustrpalk’s love affair with Amarantha. This theme is foregrounded at key moments
of Haas’s dramatic adaptation of the scene, which begins with Pustrpalk’s
rendezvous with Amarantha and ends with the two lovers fleeing together from the
scene of horror, abandoning the rest of the troupe. The love affair is also one of the
main reasons behind the plot against Pustrpalk. The two robbers (Zavina¢ and
Pavucina) reveal in their dialogue that they want to steal Pustrpalk’s money because
they suspect (not incorrectly) that he will soon run away with Amarantha to live a
comfortable, sedentary life and leave the troupe to their own devices.** Finally,
Pustrpalk’s words “All evil I’ll have brought about shall be all your own fault! I'm
like a man possessed! I swear! Amarantha dear!” seem to function as an omen of the

impending tragedy (as Eisenbart’s nightmares about fire did in Winckler’s original).

Many aspects of the Windmill Scene lend themselves to interpretation
through the concept of the uncanny. One of the characteristic uncanny phenomena is
what Freud calls ‘involuntary repetition’.®® He gives the example of being lost in the

forest and coming again and again to ‘one and the same spot, recognisable by some

8 The most direct clue is Amarantha’s vague reference to ‘hard and frightening times’ in her response
to Pustrpalk’s love declaration: ‘I think you’re rushing now, you’re just seeking a sanctuary, dearest
Master! These are hard times and frightening times!” See Haas, Sarlatan, autograph score (DMH
MM, sign. A 22.687 b), pp. 209-10.

8 Ibid., pp. 224-6: ‘Zavinag: “And he [Pustrpalk] won’t be able to carry on [travelling] much longer.
He wants his calm! He is going to run away with Missis Professor and send his own wife packing.
What shall we do then?”” Translation mine. See also Winckler, Eisenbart, p. 122. Elsewhere,
Winckler associates Eisenbart’s decision to run away with Amarantha with his hope for a sedentary
life. See Winckler, Eisenbart, p. 178: ‘Then he [Eisenbart] swore to run away with her [...] and live
the comfortable life of a gentleman as a “patented” court doctor; everything would be different in
such honourable and noble existence!’

% Sigmund Freud, ‘The Uncanny (1919)’, in Fantastic Literature: A Critical Reader, ed. David
Sandner (Westport: Praeger, 2004), 74-101 (p. 88).
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particular landmark’.®® Pustrpalk’s arrival at a place (distinguished by the windmill)
which is evidently familiar to him on his travels across the German lands may be an
example of such ‘involuntary repetition’. Another case in question is the recurring
motive of fire in Winckler’s book: Eisenbart’s repeated dream functions as an omen,
which comes true with the destruction of the windmill. I would even argue that the
Windmill Scene, which is suspended between reality and illusion, is in itself a kind
of nightmarish premonition, foreshadowing further tragedies that come later in the
opera.

Another typical feature of the uncanny mentioned by Freud is the presence of
‘doubles’, including ‘reflections in mirrors’, ‘shadows’, ‘guardian spirits’, and so on.
Freud points out that these images can have various meanings: duplication of the self
may signify fear of death; mirror reflection may be related to ‘the function of
observing and criticizing the self and exercising a censorship within the mind’; the
double may also represent “unfulfilled but possible futures [...], all those strivings of

. . 7
the ego which adverse external circumstances have crushed’.®

The best candidates for Freudian doubles in the Windmill Scene are the
characters of the mad old miller and his young, beautiful niece. Neither of these
obscure figures speaks or even appears on stage in the final version of Haas’s
libretto, with the significant exception of the miller’s intervention in the comedians’
fight and his intermittent appearances in the window of the mill. It is also intriguing
that Haas did not remove the reference to the miller’s niece, even though he crossed
out all of her lines in the second draft of the libretto. It is a striking ‘coincidence’ that
the first reference to the ‘mad old miller’ and his ‘young beautiful niece’ is made by
Pustrpalk (immersed in his ‘thoughtful” or perhaps ‘self-reflective’ mood) during his
rendezvous with Amarantha. I suggest that the miller functions as Pustrpalk’s
double, a critical, self-censoring projection of the self as a ‘delirious and raving’,
moribund old man, ‘scorched by an inner fire’, that is, by a pathological desire for
Amarantha, whose alias is the ‘young beautiful niece’. Moments later, Pustrpalk uses

similar terms to express his passion for Amarantha: ‘I can’t control myself any

% Ibid., p. 87.
& Ibid., p. 86.
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longer! You’ve set my feelings all on fire! You are a castaway star! You’re like a

radiating fire, divine, or even infernal!’

There is a subtle hint of this ‘doubling’ in Haas’s musical setting. Most of
Pustrpalk’s monologue about the destroyed village is based on the four-note ostinato
and lament-like descending chromatic lines (see Example 5.19). However, the
mention of the miller and his niece is immediately preceded by the appearance of
new musical material (bb. 2-3 in Example 5.20). This material anticipates the theme
that would later underpin Pustrpalk’s above described declaration of love: ‘My

dragon sweet, God’s Paradise!” (See Example 5.16).

Example 5.19: Lament-like chromatic descent (‘Misery seized all the land, all the country. Just the
mill, that’s all there’s left now.”) Haas, Sarlatdn, piano reduction (DMH MM, sign. A 22.688), p. 75.

This image has been removed by
the author for copyright reasons.
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Example 5.20: Anticipation of the ‘sweet dragon’ theme. Haas, Sarlatin, piano reduction (DMH
MM, sign. A 22.688), p. 76.

This image has been removed by
the author for copyright reasons.

As noted above, Pustrpalk’s sudden outburst of passion for Amarantha
coincides with the appearance of the moon (and the reappearance of the ‘sweet
dragon’ theme). The moon may have various meanings. In Winckler’s novel, it is
associated with a mysterious power, which draws ‘evil spirits’ out of the ‘cursed
land’ into one’s head. In the context of this amorous episode, the moonlight makes
Pustrpalk appear as a moonstruck Pierrot. However, the moon may function as a
symbol of reflection (or self-reflection) and the reverse side of all things (moonshine
is the ‘inauthentic’ reflection of sunshine). In this case, I suggest, all of these
meanings overlap. Pustrpalk/Pierrot struggles with the uncontrollable and ultimately
destructive force of his passion for Amarantha/Columbine, which is initially
projected outwards in the figure of the delirious miller and subsequently reflected

back (by the moon) onto himself.

If this is the case, however, then the whole scene (including details of
landscape, characters, and events) potentially becomes a symbolic reflection of

Pustrpalk’s disturbed subjectivity. Indeed, the landscape lends itself to a Freudian
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symbolic interpretation. The silhouette of the windmill, which dominates the ‘flat,
bleak’ landscape with a ‘bare tree’, can be understood as a representation of a
phallus with pubic hair. The fact that the miller and his young niece are confined to
the phallic object affirms their allegorical nature. The image of the burnt village
encapsulates the peculiar subversion of familiarity, which is essential to the uncanny.
As Armitt observes: ‘In order for us to feel something to be uncanny, it must derive
from a situation, object or incident that ought to feel (and usually has felt) familiar
and reassuring, but which has undergone some form of slight shift that results in [...]
a form of dis-ease.’® In the case of the Windmill Scene, such ‘dis-ease’ results from
the reversal of a familiar place (the village) associated with home, happiness, and

safety, into a strange site of destruction, death, and madness.

Armitt explains that, according to Freud, the ultimate source of the uncanny
is ‘our repressed awareness of the pleasures of the mother’s body’: ‘[T]he body of
the mother is that lost site of play from which we are exiled. Permanently expelled
from this “land of our birth” we remain forever refugees, wishing to return to the lost
utopia.”® From this perspective, the burnt village symbolises Pustrpalk’s sense of
uprootedness, which underpins his itinerant lifestyle, his never-ending travels in
search of an undefined goal. Pustrpalk’s obsession with Amarantha may be related to

the desire to regain the ‘lost utopia’ through union with a woman.

Armitt further comments on the inherent ambivalence of ‘this space of the
stranger/mother/other’ which ‘is not simply fearful; it is also a profound source of
repressed pleasurable excitement/arousal; indeed, it is a space to which we are
compulsively and repeatedly drawn, even as we assert our own separateness from
it.”® This ambivalence, too, can be traced in Pustrpalk’s behaviour. He is caught up
between two conflicting tendencies: to continue his free (albeit uprooted) itinerant

life within the troupe or to break away with Amarantha, associated with the vision of

8 Armitt, Theorising the Fantastic, p. 49, emphasis in the original. According to Freud, this
propensity to reversal results from the etymological ambivalence of the term ‘heimlich’ (‘I. Belonging
to the house, not strange, familiar, tame, intimate, comfortable, homely, etc. 1l. Concealed, kept from
sight, so that others do not get to know about it, withheld from others, cf. geheim [secret]’) and its
peculiar relationship with its opposite “‘unheimlich’, which negates the first meaning of ‘heimlich’ but
overlaps with the second. See Freud, ‘The Uncanny (1919)’, pp. 77-80.

8 Armitt, Theorising the Fantastic, p. 59.
* Ibid.
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a settled life. In other words, the love affair with Amarantha is in conflict with
Pustrpalk’s individualistic, monomaniacal quest for an undefined ideal (‘We are a
touring faculty, and follow with assiduity our common goal, our only precious goal,

participating in one fate!’).

Pustrpalk’s surprising gesture of camaraderie towards his troupe is
accompanied by a shadow of anxiety (ostensibly motivated by fear of his wife): ‘Let
us make a pact now, a brotherhood treaty [...]. [But] my wife must not ever get to
find out that I’ve divided all! [(The moon shines.)]’®! | suggest that this may be
another case of uncanny doubling (as the appearance of the moon seems to confirm)
and that Pustrpalk’s fear of Rosina (the ‘Xanthippe’) is a projection of his anxiety
resulting from his inner conflict between his allegiance to the ‘brotherhood’ on the

one hand and Amarantha on the other.

Significantly, Pustrpalk’s first attempt to calm the comedians down (‘Silence!
Silence! Don’t wake up my wife!’), is accompanied by the return of the opening
ostinato, associated with Pustrpalk’s rendezvous with Amarantha and his narration
about the burnt village and the mad miller (see Example 5.21).% Besides, there are
prominent instances of musical ‘mirroring’, which may refer to Pustrpalk’s
conflicted subjectivity and/or to the doubling of Rozina and Amarantha. The opening
ostinato (see Example 5.13) consists of a four-note chromatic ascent, mirrored by a
corresponding chromatic descent (disguised by the re-ordering of pitches); on its
return (see Example 5.21), the pattern is extended, giving rise to longer (six-note and

eight-note) progressions.

%! Haas, Sarlatdn, autograph score (DMH MM, sign. A 22.687 b), pp. 259-62. Translation by Drabek;
additions mine.

% Ibid., p. 267.
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Example 5.21: Return of the opening four-note motive. Haas, Sarlatdn, piano reduction (DMH MM,
sign. A 22.688), pp. 106-7: (‘Silence! Silence! Don’t wake up my wife! And mind you, not a word

now! My wife must not know about it!”)

This image has been removed by
the author for copyright reasons.

The mirror inversion is even more apparent in Example 5.22 (see particularly
the last three bars), which shows Pustrpalk’s second attempt to temper the escalating
revelry. Pustrpalk’s ever-increasing anxiety is disproportional to the ostensible
husband-wife conflict. He cries ‘Silence!” (his exclamation is accompanied by three
loud blows of the timpani) and ‘startled by his own voice, he glances fearfully back

towards the carriage in which Rosina sleeps.”®

The last word of his utterance (‘Just
be quiet, quiet, unless my wife should take us by surprise!’) are echoed by soft but

menacing beats on the timpani.**

% Ibid., p. 281. Translation mine.
* Ibid., pp. 281-2.
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Example 5.22: Return of the chromatic ostinato. Haas, Sarlatdn, piano reduction (DMH MM, sign. A
22.688), p. 113.

This image has been removed by
the author for copyright reasons.

As noted above, in Haas’s final version, Zavinag is killed directly by the mad
miller, not by another comedian. This detail is of great significance for the reading
proposed here, since it can be regarded as an instance of another class of uncanny
phenomena, which Freud refers to as ‘omnipotence of thought’ or ‘wish
fulfilment’.” The miller’s violent reaction against the comedians’ rioting appears to
be a continuation of Pustrpalk’s previous efforts to calm them down. Moreover,
when the miller is regarded as Pustrpalk’s double, representing his unrestrained
desire, his disapproval of the celebration of ‘brotherhood’ appears as the
manifestation of Pustrpalk’s will to dissociate himself from the troupe and devote
himself completely to Amarantha. Conversely, the comedians’ destruction of the
windmill symbolises the conflict of their interest with Pustrpalk’s libido (or perhaps
an inner conflict between the two facets of Pustrpalk’s self). Facing the threat of

symbolic castration, Pustrpalk flees with Amarantha.

% See Armitt, Theorising the Fantastic, p. 50.
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The tragic turn of the scene seems to prefigure a series of further adverse
events, which will ultimately lead to Pustrpalk’s ruin. The reversal of euphoric into
dysphoric mood will become a fixed pattern: Pustrpalk’s success in the king’s city
will be spoilt by the disappearance of Amarantha. His seemingly successful
operation on Jochimus will result in the monk’s death and Pustrpalk’s defamation.
Finally, the merriment of Pustrpalk’s song in the concluding scene will be
immediately juxtaposed with his death. Whether all of these events result from the
same cause, that is, from Pustrpalk’s pathologically destructive passion for
Amarantha, or whether there are other forces at play, too, will be the subject of

further discussion.

Carnival Scene (Act 2, Scene 2)

In the second scene of the second act (the Carnival scene) Pustrpalk, Amarantha, and
Bakalaf arrive in the King’s city in the midst of carnival festivities.®® Similarly as in
the opening scene, there is a short instrumental prelude. The theme is based on the
characteristic rhythmic patterns of the Baroque dance bourrée (see Example 5.23).%
Much of the scene is based on this theme, which is embellished in a Neoclassical

manner by mildly dissonant counter-melodies.

% This scene is based on Chapter 10 of Winckler’s book, entitled ‘In the Metropolis of the Baroque
Era’ (‘In der Metropole des Barock’). Winckler, Eisenbart, pp. 179-97.

9 Bourrée is mentioned, along with minuet, gavotte, and rigaudon, on the margin of the second draft
of Haas’s libretto. Haas, Navrhy libreta (DMH MM, sign. B 832), notebook entitled ‘Doktor
Bledovous/Pustrpalk’ and marked °II. verse’, act 2, scene 2, unnumbered first page.
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Example 5.23: Bourrée. Haas, Sarlatan, piano reduction (DMH MM, sign. A 22.688), p. 133.

This image has been removed by
the author for copyright reasons.

Having abandoned his troupe, Pustrpalk joins forces with Doktor Sereda. Sereda
warns Pustrpalk to beware of the eccentric King who, as he claims, likes to spy on
his subjects, takes sadistic delight in torture, indulges in throwing exuberant dance
parties, is consumed by ambition to conquer the whole world, and — to finish off the
list of alpha-male qualities — has an insatiable appetite for women. With respect to

the latter, Sereda gives Pustrpalk the following advice:

Be careful, do not ever take your eyes from your lady. In the moment you turn... she’s gone!
The King’s a lover of women. [...] Often up to eight baronesses, they say, all night he’s
hosting! And his court ladies ... [(he looks around)] and his court ladies, all, about his

marvellous feats, about his force keep whispering.®®

The last sentence is accidentally overheard by Amarantha, who is apparently very
excited by the idea:

Amarantha: Is that true? What you said now... I don’t believe a word!
Sereda: All true!

(Amarantha closes her eyes)

Amarantha: (full of admiration) Ah ... ... ...

(Pustrpalk stares at Amarantha incredulously.)®

% Haas, Sarlatan, autograph score (DMH MM, sign. A 22.687 b), pp. 351-3, 364-6. Translation by
Drabek; additions mine.

% Ibid., pp. 366-8. Translation mine.
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Amarantha’s words are underpinned by ‘sensuous’ chromaticism and her
conspicuous sigh is amplified by sweeping glissandi with erotic connotations (see
Example 5.24).

Example 5.24: Amarantha’s excitement. Haas, Sarlatdn, autograph score (DMH MM, sign. A 22.687
b), p. 368.

This image has been removed by
the author for copyright reasons.

Perhaps inspired by Sereda’s advice, Pustrpalk decides to focus his trade on
the extract from his ‘Spiritus Universale’, which is particularly effective as a
stimulant of manly power. On the arrival of the carnival procession (which is made
up of courtiers in costumes and includes the king himself, disguised as a peasant)
Bakalat sings a humorous song to attract the crowds and advertise Pustrpalk’s

medicine (see Example 5.25):

Stary velbloud sezral tento 1€k, An old camel ate this elixir,

se slepici spafil se jak rek, Topped an old hen with utmost plaisir;
oba zmizeli pak jako sen, They both flamed up like a meteor,

slepic velbloudich tak vznikl kmen. Made a breed that never was before!
Zakrnéli, se slabosti pryc, If you’re weak, small, shrunk or in decay,
Pustrpalk vam k tajemstvi da kli¢, Master Pustrpalk will make your day!

1€k na vlastni kazi zkuste uz, Try this potion! Everyone now can!

slovo ma ted’ zazraény na§ muz. While | pass the word to our great man!'®

199 1hid., pp. 381-4.
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Example 5.25: Bakalai’s song. Haas, Sarlatan, piano reduction (DMH MM, sign. A 22.688), p. 159.

This image has been removed by
the author for copyright reasons.

Pustrpalk’s medicine is enthusiastically praised by the King himself:

King: Silence! Citizens! Long live he, the most glorious man of all our era! Long
live great Pustrpalk and his renowned Spiritus Universale!

Folk: [chanting, not singing]
Long live Pustrpalk! Long live he! [...]

King: I declare [...] Spiritus Universale [...] the world’s [greatest] wonder!

[(The King pins on Pustrpalk an especially big medal. The enthusiasm of

the crowd keeps escalating.)]***

Pustrpalk’s triumph is duly accompanied by fanfares (previously associated with the
King’s arrival) and dotted rhythms (endowed with heroic character, owing to their
topical association with chivalry). However, the overall character of the passage is
somewhat ominous. This is due to the combination of the crowd’s ‘robotic’ chanting
(to use Beckerman’s metaphor), the ever-increasing tempo of the passage, the minor
modality and chromatic counterpoint of the fanfares, and the dissonant clusters in the
ostinato (see Example 5.26).

1%L 1bid., pp. 407—15. Translation Drabek; additions and alterations mine.
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Example 5.26: Pustrpalk’s triumph. Haas, Sarlatdn, piano reduction (DMH MM, sign. A 22.688), p.
176.

This image has been removed by
the author for copyright reasons.

The sense of foreboding is fulfilled when Bakalar announces that Amarantha has
disappeared:

Bakalat: Amarantha [has] disappeared!
Left in a carriage! [...]

Right next to her, there | saw a mysterious friar!

Pustrpalk: [declaiming, not singing]

A friar? Jochimus! Abduction! Revenge!
King: The fireworks now begin!
Folk: Hurrah! Hurrah!*%?

192 1bid., pp. 415—-24. Translation by Drabek; additions and alterations mine.
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Example 5.27: Pustrpalk’s horror. Haas, Sarlatdn, piano reduction (DMH MM, sign. A 22.688), p.
180.

This image has been removed by
the author for copyright reasons.

Once again, an emphatic reversal occurs from a euphoric to a dysphoric
mood and the tragedy of Pustrpalk’s loss is juxtaposed with the collective merriment
of the carnival celebrations (the fireworks), accompanied by cheerful, dance-like

music (the bourrée theme).

Although Pustrpalk asserts that Amarantha was abducted by Jochimus, there
is still a certain degree of ambiguity. In Winckler’s novel, Amarantha’s
disappearance remains surrounded by mystery for a long time, leaving Eisenbart
tormented by uncertainty and speculation amidst the rumours that she ran away with
the ‘kapellmeister of an Italian commedia troupe’ or a handsome courtier.'® It is
noteworthy that Haas retained in his final version some clues (Sereda’s warning,
Amarantha’s telling sigh), suggesting that Amarantha is indeed susceptible to the

attraction of other men and the king in particular.

Another problem is that Haas’s description of Amarantha’s behaviour prior to

her disappearance seems to be at odds with the claim that she was ‘abducted’. While

193 Winckler, Eisenbart, pp. 194-5.
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Pustrpalk is fully engaged in his enterprise, Jochimus appears in the crowd, ‘catches
Amarantha’s attention’, they ‘give each other a sign’, and once Amarantha
‘understands’, she ‘climbs off the stage’ and ‘quietly leaves the scene’ (see Example
5.28).2%* This discrepancy might be explained as Haas’s (awkward) attempt to stage
Winckler’s version of Amarantha’s kidnapping, according to which she was
deceptively lured to a meeting, where she was seized by Jochimus and his
accomplices and brought back to her husband by force.'® On the other hand, the

ambiguity may be the desired effect.

Example 5.28: ‘Jochimus appears on stage. He is trying to get Amarantha’s attention (piccolo
motive)’. Haas, Sarlatdn, piano reduction (DMH MM, sign. A 22.688), p. 180.

This image has been removed by
the author for copyright reasons.

1% Haas, Sarlatdn, autograph score (DMH MM, sign. A 22.687 b), pp. 398—400. Translation mine.
195 Winckler, Eisenbart, p. 386.
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| suggest that Haas may have deliberately planted such seeds of uncertainty
in the audience’s minds to make them speculate about mysterious premonitions and
their uncanny fulfilments. Has Amarantha all along been in some sort of collusion
with Jochimus, unknown to Pustrpalk? Is Pustrpalk’s loss of Amarantha in some way
or another the result of his symbolic castration (the destruction of the windmill) in
the previous scene? Does her disappearance have something to do with her
excitement at the sexual capacity of the King? Who is he, anyway — this obscure
figure creeping around in disguise, surrounded by the mysterious aura of a lascivious
brute — perhaps another of Pustrpalk’s doubles? Is there any symbolic significance in
the fact that both figures are cast as baritones? Does the King reflect Pustrpalk’s own
lust, reckless ambitiousness, and vanity, which the King so conspicuously feeds with

his exaggerated praise of Pustrpalk’s medical art?

The need to ask such questions is more important than finding definitive
answers. If there were clear answers at hand, the effect of compulsive wondering
would be lost. In any case, at the end of the scene, Pustrpalk appears as a powerless
tragic clown, a Pierrot who has lost his Columbine (as he always does) due to her
attraction to a Harlequinian figure or due to the machinations of a mysterious
adversary. The context of a carnival festivity, complete with masks, fireworks (an
allusion to the ‘horrendously beautiful spectacle’ of the burning windmill?), and
other attributes of fairground imagery results in another instance of grotesque
commingling of euphoric and dysphoric emotions, portraying the confusion and

psychological turmoil experienced by the protagonist.

The Discarded Third Act

Haas originally conceived the opera as consisting of four acts. The first two drafts of
Haas’s libretto contain two scenes (the original third act) that were discarded in later
versions of the work.!® The first of the two was based on chapter eleven of
Winckler’s book: ‘The Childbirth in the Winter’s Cold, the Purchase of a House in

1% Haas, Navrhy libreta (DMH MM, sign. B 832), notebook marked ‘Opera: 1. verse’, act 3, pp. 1—
27; notebook entitled ‘Doktor Bledovous/Pustrpalk’ and marked °II. verse’, pp. 55-76.
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Magdeburg and Eisenbart’s Repeated Flight’.'®” Following Amarantha’s

disappearance, Eisenbart returns to his troupe and his wife Rosina. After Rosina
gives birth to Eisenbart’s son Adam Christoph, the two settle in Magdeburg.
Eisenbart finds himself living a sedentary life amidst the hypocrisy, false morale and
disguised greediness of bourgeois society, which he finds intolerable.*® In the end,
he runs away, determined to continue his search for Amarantha.'®® The other scene is
based on the twenty-third chapter of Winckler’s book: ‘How Eisenbart Cured the
Gluttony Count’.**® This is one of the numerous overtly farcical episodes in the
book; its inclusion would impede the development of the main narrative of the opera,
which is focused on Pustrpalk’s relationship with Amarantha on the one hand and his
struggle against Jochimus on the other. The removal of this act was undoubtedly to

the benefit of the opera’s coherence.

The Operation (Act 3, Scene 1)

The third act of the opera’s final version begins with another nocturnal scene:'*

‘The square of another city. [...] Pustrpalk’s tent stands in the middle [...]. Night is
falling. Pustrpalk sits in front of his tent broodily, holding his head in his hands’.**?
The second draft of Haas’s libretto indicates that the composer initially intended to
use a ‘motive of fate’ (played by trumpets and tam-tam so as to resemble ‘obstinate
blows into the universe’) alternating with a ‘ghostly distortion of the fairground

motive’ (see Figure 5.4)." In the end, however, Haas used the motivic material of

197 Winckler, Eisenbart, pp. 198-211.
198 See ibid., pp. 209-10.

199 pavel Haas, Navrhy libreta (DMH MM, sign. B 832), notebook marked ‘Opera: 1. verse’, act 3,
pp. 1-27. See also Winckler, Eisenbart, p. 211.

19 \winckler, Eisenbart, pp. 302-16.

"1 This scene is based on Chapter 26 of Winckler’s book: ‘Jochimus’s Pitiful Fate’ (‘Jochimus
jammervolles Schicksal”). Ibid. pp. 331-45.

"2 Haas, Sarlatdn, autograph score (DMH MM, sign. A 22.687 c), p. 426. Translation mine.

3 pavel Haas, Ndvrhy libreta (DMH MM, sign. B 832), notebook entitled ‘Doktor
Bledovous/Pustrpalk’ and marked °II. verse’, unnumbered page adjacent to p. 77. Translation mine.
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the Peregrination Song, perhaps to indicate that the scene, as noted in the score,

‘takes place a relatively long time after the previous one (see Example 5.29)’.114

Figure 5.4: Haas, Ndvrhy libreta (DMH MM, sign. B 832), notebook entitled ‘Doktor

Bledovous/Pustrpalk’ and marked ‘II. verse’, unnumbered page adjacent to p. 77.

This image has been removed by
the author for copyright reasons.

" Haas, Sarlatdn, autograph score (DMH MM, sign. A 22.687 c), unnumbered first page. Translation
mine.
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Example 5.29: Echo of the Peregrination Song. Haas, Sarlatdn, piano reduction (DMH MM, sign. A
22.688), p. 183.

This image has been removed by
the author for copyright reasons.

Suddenly, Jochimus is brought before Pustrpalk, seeking the latter’s help in his

mortal illness.

Jochimus: ‘I’m Jochimus. Doctor, forget all that has happened till now. I have done
you wrong. I have heard wonders about your operations! All those you’ve
kindly performed... I will expiate my guilt now and show my respect and
trust to you.’

Pustrpalk: (Recollecting) “You, sir? What sort of guilt, sir? (He waves his hand.) I

must examine you, and if necessary, I’ll perform an operation.”**®

It appears that no grudge remains between the two men; Pustrpalk even insists,
despite Jochimus’s protests, on attending to him free of charge. However, just before

entering the doctor’s tent, the monk makes an ominous remark:

(Jochimus steps towards the tent, ... but stops as if facing a decision. He crosses himself. His
servant leaves; so do the men who helped carry him.)

Jochimus: ‘Et in puncto ad infernum... In a moment to hell! Ha ha ha’ (he laughs devilishly).

15 |hid., pp. 434-8.
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(Jochimus enters [the tent] with determination and a sideward smile, followed by Pustrpalk.

Empty stage. The moon rises. The tent is illuminated from inside. The silhouettes of

Pustrpalk and Jochimus appear [on the tent wall].)**®

Jochimus’s sinister utterance is underpinned by a chromatic descent (as if
leading to the depths of hell) and a death knell played by triangle and timpani (see
Example 5.30). The music accompanying the operation is dark and mysterious, not
least due to the slow tempo, dense chromatic textures, sustained dissonant sonorities,
whole-tone modality, and echoes of the iambic death knell (see Examples 5.31 and
5.32). Later on, the music approaches the character of a ‘danse macabre’, conveyed
by waltz-like tempo and metre and ‘spooky’ instrumental effects, such as repetitive
high-pitched whole-tone figures in the woodwinds, the ‘skeletal’ sound of pizzicato
strings, and the ‘otherworldly’ timbre of harp and vibraphone (see Example 5.33).
Finally, at the end of the operation, the death knell returns in the guise of an ominous
sustained pedal (timpani and contrabassoon). The chromatic motive which appears in
the strings above this pedal (see bb. 6-10 in Example 5.34) reinforces the symbolism
of death: arguably, this is an allusion to the opening motive of the second movement
of Josef Suk’s Asrael symphony (see Example 5.35), named after the Angel of
Death; both motives consist of a rising succession of falling fourths/fifths,

underpinned by a stepwise chromatic ascent in parallels and a static, sustained tone.

1% |bid., pp. 447-50. Translation mine.
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Example 5.30: Jochimus’s sinister proclamation. Haas, Sarlatdn, autograph score (DMH MM, sign.
A 22.687 c), p. 448.

This image has been removed by
the author for copyright reasons.
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Example 5.31: The ‘operation” motive. Haas, Sarlatdn, piano reduction (DMH MM, sign. A 22.688),
p. 193.

This image has been removed by
the author for copyright reasons.

Example 5.32: Whole-tone modality and iambic rhythm. Haas, Sarlatin, piano reduction (DMH
MM, sign. A 22.688), p. 195.

This image has been removed by
the author for copyright reasons.

Example 5.33: ‘Danse macabre’ waltz. Haas, Sarlatdn, autograph score (DMH MM, sign. A 22.687
C), pp. 456-7.

This image has been removed by
the author for copyright reasons.
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Example 5.34: The Asrael allusion. Haas, Sarlatdn, piano reduction (DMH MM, sign. A 22.688), p.
198.

This image has been removed by
the author for copyright reasons.

Example 5.35: The opening motive of the second movement of Suk’s Asrael symphony. Josef Suk,
Asrael: Symfonie Pro Velky Orchestr, Op. 27 (Praha: Statni hudebni vydavatelstvi, 1965), p. 67.

This image has been removed by
the author for copyright reasons.
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Just as Pustrpalk congratulates himself on his ‘masterful operation’ (‘Lucky
is my hand; by the grace of God it saved a man’s life!”) KySka announces that
Jochimus is dead.™’

of Death’ (‘Unlucky hand! No! This hand did do its utmost best! But the Angel of

At this point, Pustrpalk actually makes reference to the ‘Angel

Death stood by ripping the poor man away from me’).**® The incident immediately
attracts public attention. One of the first to come to the scene is a local Apothecary
(Lékarnik), who immediately asserts that the monk was intentionally killed. The tent
is soon surrounded by soldiers and a crowd of onlookers gathers around. The people
are divided over Pustrpalk’s guilt. The last to come is the local physician
(Fyzikus/Physicus). In Winckler’s version, the Physicus, having examined the
corpse, testifies that Eisenbart’s operation was exemplary and the crowd disperses.**®
Haas’s final version paints a much grimmer picture.’? Like the Apothecary before
him, the Physicus asserts Pustrpalk’s guilt and when he notices that the ‘charlatan’

has fled, he incites anger in the crowd:

(A wild fight commences between the two camps of the gathered people.)
Physicus: [declamation]  Silence! The Charlatan has vanished! Coward!
Murderer! Catch him, quickly! Hang him on the

gallows!
Folk: [declamation]  Catch him! Hang him on the gallows!
Chorus behind the scene: [singing] Charlatan!
Folk: [declamation] ~ Hang him on the gallows!
Chorus behind the scene: [singing] Charlatan!
Folk: [declamation] ~ Hang him on the gallows!'#*

" 1bid., pp. 464-6.
18 1bid., pp. 475-6.
119 Winckler, Eisenbart, pp. 338-44.

120 Haas adhered to Winckler’s version until very late stages of his work on the opera. It was not until
he had finished all versions of his libretto, as well as 26 pages of complete orchestral score (dated 29"
December 1936) that he decided to change the ending of the scene. The 26 discarded pages are
deposited in the following file: Pavel Haas, Sarlatin: casti opery, skici (Charlatan: Parts of the
opera, sketches), deposited in the Department of Music History of the Moravian Museum, sign. A22
689.

12! Haas, Sarlatdn, autograph score (DMH MM, sign. A 22.687 c), pp. 501-2. Translation by Drabek;
additions mine.

284



Example 5.36: Pustrpalk’s denunciation. Haas, Sarlatdn, piano reduction (DMH MM, sign. A
22.688), p. 216.

This image has been removed by
the author for copyright reasons.

This alternative ending apparently mirrors the emphatic celebration of
Pustrpalk in the preceding scene, where, too, the crowd parroted (in unsung
declamation) the words of an authoritative figure. Not only did Haas strengthen the
formal coherence of the drama and highlight the declining trajectory of Pustrpalk’s
fate, he also produced another uncanny effect, that is, ‘involuntary repetition’
coupled with polar reversal from extreme acclamation to extreme condemnation
(neither of which seems justified by Pustrpalk’s actions). Particularly noteworthy are
the non-diegetic calls of ‘Charlatan!” heard from behind the scene (see Example
5.36). It is as if this voice of judgement were coming from some kind of
‘transcendent’ authority (Jochimus? Heaven? Hell?), or perhaps from Pustrpalk’s
conscience. The beats of timpani and tam-tam (see Example 5.37) may be the

‘obstinate blows’ of ‘fate’ mentioned in Haas’s libretto sketch.
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Example 5.37: Closing bars of Act 3, Scene 1. Haas, Sarlatdn, autograph score (DMH MM, sign. A
22.687 c), p. 503.

This image has been removed by
the author for copyright reasons.

The Tavern Scene (Act 3, Scene 2)

The opera’s concluding scene is set in a tavern. Bakalaf, KySka, and others talk

about Pustrpalk, whom they describe as a ‘fearful figure’, ‘decrepit, ruined with
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drinking’, wandering through the streets ‘like a silent demon’, and unable to
recognise any of his former companions.*?® The scene is painted musically by a
deliberately banal-sounding tune, distorted by asymmetrical 5/4 metre, syncopation,
ambivalent modality, and semitone clashes between the melody and the

accompanying ostinato (see Example 5.38).

Example 5.38: Tavern music. Haas, Sarlatdn, piano reduction (DMH MM, sign. A 22.688), p. 218.

This image has been removed by
the author for copyright reasons.

Pustrpalk treats three wandering students to wine, boasting in front of them
about his fame. The students’ carol is an intriguing example of Haas’s polymetric
writing (see Example 5.39). Itself in 5/4, it is accompanied by two ostinato figures

with implicit 6/8 and 12/8 metric patterns (despite the notated 3/4).

122 |pid., pp. 507-8.
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Example 5.39: The students’ carol (‘We be needy students three, begging you for sanctuary’). Haas,
Sarlatdn, piano reduction (DMH MM, sign. A 22.688), p. 228.

This image has been removed by
the author for copyright reasons.

The central element of the whole scene is Pustrpalk’s satirical song

summarising his career and former achievements. While singing, Pustrpalk is

gradually joined by the former members of his dispersed company, who happen to

witness the scene, until all of them are dancing and singing together.

Pustrpalk
Ja Pustrpalk, ja 1ékaf jsem,

vSe 1é¢im vlastnim zptisobem:

uzdravim slepce, chodi zas

a chromym vracim zraku jas!
Chorus

Trala-lala-lala. ..

Uzdravim slepce, chodi zas
a chromym vracim zraku jas!
[...]

Pustrpalk

Kdys junak jako duha pil,

tu jsem mu Celist vyrazil.

Od toho dne, to pravda je,

uz ani vodu nepije!

[...]

Pustrpalk

A hrabé¢ jeden Zzral jak htich,

ze bezmala mu puknul bfich.

Pustrpalk

Doctor Pustrpalk, you’d know my name,
My methods have secured my fame:

I cure the blind, they hop and sing;

The lame can soon see everything!
Chorus

Trala-lala-lalah...

I cure the blind, they hop and sing;

The lame can soon see everything!

[...]

Pustrpalk

One youngster drank like a native Dane;
I struck his jaw out with a cane!

Ever since then all drinking stopped;

He has not drunk a water drop!

[...]

Pustrpalk

One Count there was, an eater staunch,

Who almost overstuffed his paunch!
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I bez vahani hned jsem vstal, Quick as a flash | knew my role:
123

mu druhou diru navrtal. And drilled for him another hole!
Figure 5.5: Illustration to Chapter 27: ‘On the origin of the world famous Eisenbart-song, which is
even today still often sung in merry company, and the sense of most tragic despair which nonetheless

arose [in Eisenbart]’. Winckler, Eisenbart, p. 355.

Kapitel XXVII

Die Entftehung des weltberiihbmien, taus

fendfdltig nodh heut in (uftiger Korona ge:

fungenen Eifenbartliedes und wie dennodh

fein Sinn von urtragifdher Verzweiflung
ftieg

For the most part, this is Haas’s literal translation of the German song Ich bin
der Doktor Eisenbart, as included in Winckler’s novel. Winckler cleverly adds a
bitter, self-destructive flavour to the song’s overtly humorous, satirical character by
having it sung by Eisenbart himself. The song thus becomes °‘the outcry of
[Eisenbart’s] innermost dichotomy’ — that between a serious physician and a

prankster:

Here he pilloried the whole art of medicine in his person and relieved in a burst of sarcasm
the suffocating anxiety, [which had accumulated] as he gave innumerable superb examples of
his grotesque science and revealed his whole inner abstruseness year after year. [...] But in
this last and greatest self-expression, the meaning of his existence, which hereby became a

parable and a legend, seemed to get extinguished.***

Haas’s setting of the song (see Example 5.40) clearly alludes to Papageno’s aria Der
Vogelfinger bin ich ja from The Magic Flute. Pustrpalk thus appears in the guise of

Papageno: boastful and clownish. The difference is that Papageno is truly a comic

123 |hid., pp. 548-58. See also Winckler, Eisenbart, p. 359.
124 Winckler, Eisenbart, p. 364.

289



figure, whereas Pustrpalk merely poses as one, making an ironic commentary on his

tragic fate.

Example 5.40: Pustrpalk’s song. Haas, Sarlatdn, autograph score (MZM, sign. A 22.687 c), pp. 548—

9. Transcription mine.

This image has been removed by
the author for copyright reasons.

The last tones of the song are interrupted by the return of the ominous

chanting of ‘Charlatan’ (heard, again, from behind the scene). At that moment,

Pustrpalk starts hallucinating that Jochimus is coming to ‘choke’ him.

Pustrpalk:
Chorus (behind the scene):

Pustrpalk:

Chorus (behind the scene):

Pustrpalk:

Quiet!

Charlatan!

[(Speaks.)] There, look!

[(Points into the auditorium.)] Coming this way!
Charlatan!

It’s him! Jochimus!

[(Pulls out his sword and stands on guard as if expecting
a duel.)]
Ah, he wants to choke me!

[(Charges towards the auditorium as if against an
invisible enemy [...] and falls as if he took a hit.)]
Ah, ah! Ah, God, have mercy on me.
Ah! People, pray for my wretched soul!

(Dies.)

[(The people kneel and cross themselves.)]**

Haas’s version of Pustrpalk’s death is a dramatically effective compression of

Winckler’s original. The idea of Eisenbart being haunted by apparitions (including

not only Jochimus, but also the comedian killed in the Windmill Scene, as well as

mistreated former patients) is present in Winckler’s novel, but not directly associated

125 Haas, Sarlatin, autograph score (DMH MM, sign. A 22.687 c), pp. 575-81. Translation by

Drabek; additions mine.
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with Eisenbart’s death.'”® Eisenbart dies in the following chapter (apparently of a
weak heart) at the end of his lengthy disputation with his son concerning the ethical
issues  underpinning medicine.” In all versions of Haas’s libretto,
Eisenbart/Pustrpalk’s death is juxtaposed with the merriment of the song: the doctor
‘suddenly grabs at his heart’, says ‘Pray for my wretched soul!” and dies.!?®
However, it was not until the late stages of his work on the opera that Haas decided
to associate Pustrpalk’s death with the hallucination of Jochimus. The chants of
‘Charlatan!” and the hallucination of Jochimus appear for the first time in the
orchestral score. This modification was apparently made in conjunction with the

revision of the events following Jochimus’s death, where the ‘Charlatan’ chants were

introduced for the first time.

Jochimus: The Uncanny Punitive Force

Through his revisions, Haas highlighted the conflict between Pustrpalk and
Jochimus, strengthened the latter’s dramatic agency, and emphasised the moralising
aspect of the story. When Pustrpalk is denounced as ‘coward’, ‘murderer’, and
‘charlatan’, the audience (both on and off stage) is being convinced that Pustrpalk is
the villain and Jochimus is the martyr. The appearance of Jochimus in the midst of
Pustrpalk’s revelry seems to be an allusion to the arrival of the ‘stone guest’ to Don
Juan’s dinner (although there is no allusion to Mozart’s Don Giovanni, which might
be expected). By means of analogy, Pustrpalk is portrayed as a shameless trickster
and murderer, whereas Jochimus appears as the moral authority, the executioner of

justice.

126 Winckler, Eisenbart, pp. 367-8: “All former patients came to him like spectres in the following
nights. Merciful God! [...] They came with grinning faces and long teeth, wailing and racketing — hal
Pickelhering was leading them! Scoundrel! [...] And once a giant vampire came down from the
ceiling... “Jochimus?” gasped Eisenbart up into the darkness: “As a pastor, you should know how
weak a man is in trying to live up to his principles! You should know!””’

27 1bid., pp. 394-5.

128 Haas, Navrhy libreta (DMH MM, sign. B 832), notebook marked ‘Opera: 1. verse’, act 4, page 22;
notebook entitled ‘Doktor Bledovous/Pustrpalk’ and marked ‘II. verse’, p. 94; notebook marked ‘III.
[verse]’, act 3, scene 2, p. 9. Translation mine.

291



And yet the moral message of this conclusion is profoundly problematic. It is
not clear of what Pustrpalk is guilty. Winckler’s Eisenbart has a guilty conscience
because of the many patients he tricked and mistreated with his prankish curing
practices. However, very few such cases appear in Haas’s opera and Jochimus is
apparently not one of them. Haas’s version of the story draws more attention to the
suspicion that Pustrpalk may have intentionally killed Jochimus out of revenge for
the monk’s intervention in his love affair with Amarantha (note the parallel with Don
Juan’s killing of Don Pedro). However, Pustrpalk’s behaviour before and after the

fatal operation suggests no murderous intentions.*?®

Another parallel can be drawn with the ‘clock’ scene of Mussorgsky’s Boris
Godunov, in which Boris is haunted by the hallucination of Tsarevich Dmitriy,
whom he had killed in order to ascend to power. This scene, too, ends with the
pleading of the perpetrator for mercy on his soul. The two works also have in
common the declining trajectory of the main character and the frequent dissonance

between emphatic proclamation of glory and an uncanny sense of foreboding.

In any case, Jochimus appears as the embodiment of the mysterious punitive
force driving Pustrpalk to his tragic end. His ominous threats, which previously were
drowned out by the prevailing comic character of the first act, seem to come to
fulfilment throughout the rest of the opera. Not only is he actively responsible for
abducting Amarantha, but even his own death appears to be a premeditated act
designed to bring Pustrpalk to justice. His sinister remark ‘et in puncto ad infernum’,
‘diabolic laughter’, and ‘determined smile’ (demonic features that do not appear in
Winckler’s original) suggest that he is certain of the outcome of the operation.** He

does not appear as an innocent victim, but rather a malicious architect of Pustrpalk’s

129 Haas, Sarlatan, autograph score (DMH MM, sign. A 22.687 c), pp. 464-6: ‘His life was hanging
by a thread. He almost escaped from under my hands, but I held firmly! Lucky is my hand; by the
grace of God it saved a man’s life!”

30 |n Winckler’s version, Jochimus’s words (‘in a moment to hell’) do not appear as a threat to
Eisenbart, but rather as an expression of the monk’s anxiety in the face of a dangerous and potentially
fatal operation. Winckler, Eisenbart, p. 332: ““And how long does such an operation take?”” asked the
priest, who was suddenly overcome by anxiety. “I have carried out several within a half of a
Paternoster!” reassured him Eisenbart — “one should never spend too much time making
presumptions, so let us begin straightaway; come in, Father!” “Et in puncto ad infernum... In a
moment to hell!” laughed Jochimus as he bent [passing] under a thick curtain into the booth, which
reeked of ointments, vapours, and blood; he was forced to sit down by a sudden rush of sickness.’
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doom. Thus, Jochimus undergoes a gradual transformation from a ‘real’ character to

a mysterious supernatural force.

Pustrpalk, on the other hand, seems to be drawn inevitably to his tragic end.
He starts off as a successful impresario but his encounter with Amarantha has a
destabilizing effect; the two fatal blows come when Amarantha disappears and
Pustrpalk’s medical skills — his most secure domain — are called into question (both
through the agency of Jochimus). Thus, Pustrpalk seems to be gradually diminished
to a mere puppet, while Jochimus (or whatever he represents) increasingly appears as
the almighty puppet-master — one who takes away Pierrot’s Columbine, ruins his
reputation, and finally delivers his death.** In this sense, the end of Charlatan is a
reversal of Petrushka’s triumph over the Magician (sometimes referred to as
‘Charlatan’!), in Stravinsky’s well-known ballet: Jochimus, the true ‘Charlatan’,

makes his triumph over the dead body of his puppet.

One might even wonder if Jochimus may have engineered Pustrpalk’s
encounter with Amarantha in the first place. According to Haas’s stage directions,
Jochimus’s first appearance on stage occurs at the very same moment when whip
cracks are h