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|T has often heen observed that the esthetic movements of the
. present era come swiftly to maturity. The critic today fings
himself in an uncomfortable situation and may well doubt wheth-
er It 15 necessary fo comprehend all the stagnes of the new de-
velopment,  Certainly there never has been Mmore wrjtten about
music, and consequehtly in ng age has the word of the avera?e
critic been of less weight. Ovérvaluation of isolated esthefic
experiences IS a common occurrence. = . _
. The last decade has seen a number of artistic reputations estab-
lished too soon that are now In danger of perishing with equal
dispatch. When all esthetic matters Were viewed from the stand-
point of the revolutionary it was natural that the avowed musical
radical should be esteerhed beyond his worth. One knew that
little further could be achieved with the technical and Instru-
mental %Tsour es of the perio Aust come to a close. But for the
unprecedented no techm?ue éiyet been found: consequently
the experimental and halt-baked were more hlghly prized than
ever before. |f aman showed a trace or asug?es lori of Rower one
compromised with his immaturity; indeed Tt became the custom
to consider these immaturitjes organlc needs of his nature.

Nowhere, perhaps, has there Been such chaos as In German
which has an'inherent lgve of the controversial and where dilet-
tantism has played a dangerous if often fruitful role. Even
Wagner takes his place as'the end and fulfillment of the most
extreme dilettantism. The new realization of how important it is
to keep music free of non-musical elements is be%lnmng to de-
velop a sharper and more Premse technical knowledge.

These paragraphs,should explain the vicissitudes of the past
decade that have affected the reputation of an unquestionably
first-rate talent like Ernst Krenek’s. A few years ago the choice
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between Krenek and Hindemith would have been a difficult ope.
Born 1 Vienna In 1900, Krenek allied himself so oPenIy with
revolutionar Prrncr les and attracted so mych attention by his
earIrest WOrks that for Germany he became the truest expression
of tesrrarrrto our age. His case was remarkable enough. An
Austrra trarned in tiie_school of Franz Schreker he tenaciously
|o_ﬁ)pose everything Whrch Austrra IS reputed to nrize in musrc
rg wrrtrng \ias emphatically | rnear vorce ru el oppose Voice
and sounds frod upon each other’s oes oup S0 untradli-
tignal would seem to be the product of long effort, but the sp eed
with which one wark followed another ing cated that even t en
Krenek created with. a certain spontaneity. The flair for the
unusual evinced bY this young man, barely |n his twenties, linked
Itself with an explosive ener%y and the combination brou%ht S
distinctive works. Since youth'is universally inflammable and un-
willing to ponder its enthusiasms, it was not difficult for Krenek to
estaplish himself as_leader of the modern spirit in Germany. His
music revealed a simple determination t epater les bourgeols.

Hindemith on the other hand appeared to e a musician op
Elosed 0 everythrn? speculative, deriving Iogrca Oy from Brahms.

e also grew revolutionary wings but thoug allied with jazz
and took unto himselt Schonberg he avoided extremes.

For several recent years however the scales have Inclined to-
ward Hindemith, It is now evrdent that Kreneksstartlrng debut,
his unflrnchrng Irnearrty, were only fymptoms of a flaw rn the
groun work. been moré of a musician he would un-

oubte| a/ have been Iess ranexrbIe Hindemith on the gther hand
expane his musical meth o to embrace the urelﬁ linear, and
frna?]/ through the unusual experrment of Cardiflac, he even
enriched the 0 era—oTpera which so often effects 1t solutions
trough compromise. Though one may scarcely say that Hinde-
mith has achreved an enduring influence upon opera by following
rt:relﬁsrrgt%(rirt there is no doubt that his line of development has beeh

Krenek’s path has been a tortuous one. Once the advocate of
the most radical tendencies in music, at a sudden moment of
creative activity he turned toward Jife_and relinquished all that
was uncompromising and systematic. There were good reasons
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for this chan%re His first works were chamber music; theﬁ/ con-
tained man nterestrn detalls buttheywere the expressiort of an
ascetrcrsm ase onarepresse experrence It isno exaggeratron
0 say that these wors Whose Tuo yphony was so much admrred
have’ lost their value today. They were desr ned onIy or re
mieres. Srmrlarlythesymp onreswhrc tgroun S0 hard ugonte
Fr of the average listener will s?arce] terrwaR/ %rn toa
place of vantage in the concert hall. They had a certain ep emera
existence In music festivals and on programs of modern works he-
cause the name_Krenek assured a sensation. It was obvious alsp
that Krenek paid homa?e to_the spirit of the grotesque, which is
generaIIy but the veil of an individual’s true slorrrt

Up to'this point there was every reason to be evehrm an artist
whosewrll and rnteIIect had so much the upper hand th at some-
th rnﬁrgenerous and free, somethrng broad| g human in feeli rn%was
not to give. He needed the stage in order to emerge fro

his own mask, to make his génuine self known,

Itwas some time hefore Krenek learned to know the stage. For
this, contact with life as well as the theatre was necessar%
had composed thirteen works all of which seemed hoth to bow to
tradition and at the same time to express something new.  From
chilahood he had written polypho rcalhf] and thiis attarned a
certain routine. This first perrod reveaIs im occupre d with h
entire province of chamber music. By his own admission t |s
field was not destined to nurture hig rndrvrdua st%/e He wavere
between hanality and novelty, and. bewildered his hearers only
through the dog?ed persrstence with which he juxtaposed the
disparate elements of his music. When, for rnstance In his oirus
13'a Toccata and Chaconne on an original chorale, he juggled
the.sacred and bIas hemous many trusting souls among the re-
actronarreswere eelp ‘wounded. But when he ended his Second

Symphony with ear-piercing drssonances which_oppressed the

nses like terrific hammer strokes, a general suspicion arose that
here Was one bent on %/ Upon conguiest In the world of music.

The next period of Krenek’s activity Is nofable chiefly In that
both stage and concert works were produced. . The young com-
poser had aroused such unprecedented discussion that his music
Was virtually snatched from under his nose and given perform-
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ance re ardIess of his own preference. But meantime Krenek had
marrre the day %hter of Gustav Mahler and had come to know
life on more Intl ate terms. The former stern leader of the anti-
romantics hecame a hit more_romantic, Hecompleted Schubert’s
unfrnrshed Piano Sonata in C major, In this way perhaps encour-
ag rn%t e American commrttee which Iater 0 fered a prrze for
a0 cusron to the  Unfinished S ymg ony, He alsp rou%ht
into suitable_condition for performance "the so-called” Tenth
Symphony of Mahler,

The young artrst whose obstinate adherence to his principles
was thus far evident only i concert Works W%S now ready
{0 transfer his uncgmg ising irlaroce ures tq the domain of
opera. He, confesse t only to'the view held by many that be-
tween music and action no rnner connection rs éssential, but he
even went so far as 10 sef these elements purposely: apart, contrary
to the usual tendency of the past to establish an’idéal co-ording-
tion between them. ‘As always he endeavored to follow set prrn
crples But the stage itself \was to teach him new thrn%

Zwingburg, a scenic cantata, PUS 14, written n 1922 and pe tﬁ)
formed n erIrn In 1925, srmu ated a revolutionary atmosphere
}/ eprctrng suf enng multitudes In revolt aﬁarnstatyrant it

temptedt enlist not only Stravrnsk}é and Scfionbe dg under the
same banner, but likewisé to go back to establrshe tradrtrons
even the Wagnerian. [t was notavery persona spirit that had
fashioned the choruses sun by the uprdly mohs in thrs work; the
deep Impression it made was due to its appearing at a time when
rc]cggrrtrgunrstrc Ideas still awakened sympathetic echoes in many

Music for concert programs continued to find, its way into
the catalog of Krenek's works. We find him writing songs and
choruses d cappella. He 1s observed at Donaueschingen ‘in_the
company of Hindemith. A Piano Concerto and a Viglin Con-
certo aré the composer’s last significant contributions to the litera-
fure of the concert hall, and show that the obdurate Krenek had
become a little more conciliatory, Meantime_his patron Paul
Bekker, was arrlpornted director of the Royal Theatre at Cassel,
and engaged Krenek to work there as chorus master. In this way
the young composer grew familiar with the theatre, which he had
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known only at a distance. His three-act comic opera, Der _Sprun[([;
||b§rd_en chatten, was produced_at the Frankfurt Opera in 1924
and this work revealed the essential Krenek, his fundamental lack
of sg/mpathy wjth the carnival aspect of life which had exerted so
gredt acharm in restless post-war days. For the first time Krenek
suRplled his own text. The poetic and musical conceptions were
none too harmonious, but had certain elements in common. Even
If parts of the score were inferior, the SPIHI of the grotesque_ n
music, so pronounced In the contemporary foxtrot, found an im-
pressive and moving expression here. _
Krenek’s_romantic Ieamng(f_ have already been mentt?ned.
The opera Orpheus und Eurydike, written in1923 and produced
in 1926 at the Cassel Operd shows him striving toward a new
lyricism. Here for the Tirst time he not only consciously tran-
scended the ﬁrmmple of Imear,ltY, but espoused the principle of
freedom In the choice of material. And Krenek, formerly cham-
glon of a music absolutely uncompromised by subject matter
nd literary considerations; invested his score with his own fate.
He set hiniself agamst Busoni’s principle that the erotic has no
mace Inart, ﬁ_ar{; ularly in the music of the theatre, and followed
e lead of his librettist, Oskar Kokoschka, in making Orpheus
and Eurydice amodern wedded pair who reveal a Strindbergian
love which Is at the same time hate. He might easily have taken
the music-drama, especially that of Richard Strduss, for his
model but he avoided this course. Instead he gave each scene its
Individual aspect by exploiting the various resources of the newer
music, not pursuing simply o isolated principle.
. Although this work made itself felt m the.contemporary scene,
Its career'was cut short by a performance in Leipzig of Jonny
Spielt Auf. The stir caused by this opera-revue was s0 Ig?reat that
Itloomed as the rallying point'for the younger generation. Hinde-
mith’s Cardillac, which had been adopted Ty many German
BQe%rﬁ% was forced to give way before the Contagious vogue
| dub%ed this work an opera-revue. In Pomt of fact it is a first
attempt to blend all the diverse sgeues of theatrical_art, and that,
surely, 1s.In the spirit of the times. The opera is animated by the
noise of life itself. Stravinsky had paved the way for this; his'jazz
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stxle was the f|rst which music of any pretensions could utilize

d L Histoire au Soldat opened upaPth which manr others
followed. In France, where life and art are more closely inter-
mmqled than in Germany, jazz has enjoyed a real vogue as an
artistic medium,

Jazz still has its Place today, but its agmflcance 8s an artistic
venicle 1s ng Ion%; overestimated. Krenek used it as the chief
conductor of his tentions in the theatre, Exploiting hotel, rail-
road, automobile, cinema, and radio.on the stage he ywas only fol-
lowing the trend of the times, but in so man&uvering the, love-
interest that a negro was the focus of attentlon he dave jazz a
scope for wider houndaries. He had not, however, fully for-
sworn romantic conceptl s, Jonny contains a chorus scene with
agamer as settin |nw |ch are 1 be heara paIpabIe reminis-
cenceso a sort of h % class Pucciny. It was almost as though

Krenek wanted to remind hlmself of unromantic reality by the
violence with which he handled romantic love.

Jonny missed scarcely a single provincial stage, and the more
far-reaching Its_reputa on thé more begrudgmg of praise were
Its contemporaries.. A sharp division &nsuéd etween the fol-
Iowers of Hindemjth and Krenek who are, after all_the two
Iglca representatwes of the younger (?eneratlon in Germany

urt Weill manages to remain on good terms with both sides)

renek has been called a deserter. |th |ts use of questionable

media, Jonny 1s felt to beaconcef(smn t0 the mob. .Nq one ¢ould
maintain that it is a true art-work in style or spirit; it sacrifices
more to the 1dols_of the time than agreat artist can justify, nor
does the manner in wh h diverse new and old musical eléments
are mi Tged speak highly for Krenek’s mastery. The individual
parts of the work ar rther crudely put together One feels
some surprise that a composer whose P yg onic. technique has
beensoh hly vaIued should besoamaeu h. It s also astonish-
Ing tat rene Jarevmus disp aylngathorou?h sense of acous-
t|c val ues shoul In this r sPect gave so.much 10 be desired.

But if Krenek did not hit ypon the right style for his opera-
revue he at least has combined attractlve elements of music |n a
way which pleases the public. There are man%bare spots and In-
adéquacies In the score; the carelessness with which the voice
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parts are handled is but a single instance. Yet ong is forced to
admire_ the cleverness, the sense of the theatre with which the
opera IS EUt together. In the final analysis Jonnz I5 of course
up-to-clate, and no more than up-to-date; its perstiasiveness has
already diminished. At the same fime we must remember that
since Rosenkavalier no opera in the newer manner has had so
W|desPread a SUUCCESS, . _

As Tor Krenek himself, he is immersed in the theatre. When
Paul Bekker chanﬂed his dlrectorsth at Cassel for that of Wies-
baden, Krenek foflowed him to the latter city, but not for long,
because he wished to keeg his environment as free as possible for
creative activity. Early during his stay at Wiesbaden three one-
act operas were performed. These works, written shortly after
Jonny, reveal their kinship with it, for the compaser heré again
speaks in the cadence of our time, and the music is a portrait of
Its tendencies. The first of this trilogy, Der Diktator, has interest-
Ing details but its handling of d|alogf< Isunconvincing. The third,
Dér Meisterboxer, displays Kreng sTnusuaI gift for the gro-
tesque, and i almost an operetta in style. The midgle one, Das
Gehelme Komgrelch, I$ again a returm to romanticism; not a
worn-ouf, faded romanticism propped up by sentimentality, but
a new Kind of romanticism, more concentrted and convincing.

A surver of Krenek’s general deveIoRment shows that the man
whose radicalism seemed the su?port and strengt_h of the modern
trend in Germany Is now openly seeking attefition through en-
tirely opposite meanf]. While Hindemith’has won the confidence
of nfusicians throu? extraordinary consistency, Krenek has be-
come a composer for the multitude, which Has taken him for
its very own. Any unprejudiced. judgment must concede that
his sense of the theatre Is extraordinary’ one of its manifestations
Is the skill with which he composes his’own librettos, as do all the
younger men except Kurt Weill. But the essential musical
Prlnmpl_e within Krenek, once so promising, IS receding ever
urther nto the background. The scenically effective has become
his chief preqccupation; his music Is too second-hand, too derived
t0 be suggestive of further development for art. Such at least js
the case foday. Only the future will_show whether Krenek will
be an Influence on the music of our time.



Your right to access and to use the RIPM Retrospective Index, RIPM Online Archive and RIPM e-
Library is subject to your acceptance of RIPM’s Terms and Conditions of Use. Available at
www.ripm.org/termsandconditions, these state, in part, that (i) you agree not to download a complete
issue of ajournal, multiple copies of any article(s) or a substantial portion of any journal; and (ii) you
understand that the use of content in the RIPM Retrospective Index, RIPM Online Archive and RIPM e-
Library for commercial purposes is strictly forbidden.


http://www.ripm.org/termsandconditions

