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Abstract: Drama with music Die Gliickliche Hand [The Lucky Hand] by Arnold Schonberg
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The interpretation of the musical and dramatic work of Arnold Schénberg from
the perspective of multimedia design, focused on his work Die Gliickliche Hand
[The Lucky Hand], aims at the explanation of Schonberg’s concept of specifically
combining elements of different arts, at the interpretation of Schonberg’s actual
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artistic realization of this concept, and, consequently, the type of the breakthrough
in the traditional opera genre which was thus effectuated.

The nature of Schonberg’s above mentioned concept is synesthetic and, as
such, mostly based on Gesamtkunstwerk as Wagner’s conceptual construction. It
is, certainly, broad enough to include many forms of the coexistence of different
arts, as well as the form which Schonberg sets up in conceiving his expressionist
music theatre. Also, the concept of Gesamtkunstwerk is flexible enough to be ap-
plied, basically, to all combinations and transformations within the possible ideas
of the realization of all kinds of combinations and interpenetrations of various
artistic fields. However, because of this broadness, the concept of the unique ar-
tistic work surpasses the actual artistic situations, rather than pointing to them as
specific methodological concretizations which are necessary in creating, but also
in interpreting a generically composite work of art.! These very concretizations
make it necessary to ‘transport’ the concept of Gesamtkunstwerk in this work from
the field of the late romantic conceptual and general procedural ‘affiliation” to the
field of modernistic, expressionistically centred and actualized aspirations toward
the unitary dramatic functioning of elements from different arts.

In all key aspects of Schonberg’s creative work - theoretic-aesthetic thought,
theory of work and stylistics - the question of correlating between different arts
which is, like with Wagner, related to the music scene as the generically most
varified field of music, is not proposed or solved as a concept of the synthesis of
different arts such as poetry, music and drama (performing arts), but in the sense
of the cause-and-effect correlation of the media of these arts - word, tone, colour,
light, movement... Schonberg’s separation of media from art in the context of this
problem is very important, because it reveals the author’s awareness about what
a new artistic genre which he was contemplating, and which strives for artistic
coverage, and thus, necessarily, for a specific and separate identity, must have
- like any other particular art - its own, specific expressive means. Considering
that this genre is based on the idea of the unity of art, its means come from those
arts which make up this unity, and are necessary for the realization of this con-
cept. In other words: each branch of art has its specific media; the kind of art that
aims to unite all these branches also unites their media in a specific composite,
as its own medium.

1 It should be mentioned that even Wagner himself seemed to have had a problem with the
use of the concept Gesamtkunstwerk which, as Carl Dahlhaus thinks, with Wagner represents a
“pompous synonym” for theatre, in fact, for the attempt of re-forming the status of the theatrical
event — which, primarily as a performance act, was treated in the artistic hierarchy as a second-
ary form of artistic creation - into a unique work of art. The conception of the music drama and
Bayreuth theatre are Wagner's fullest form of its realization. (Cf. Carl Dahlhaus, Die Musik des 19.
Jahrhunderts, Laaber, Laaber-Verlag, 1980)
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References to this direction of thought are mostly sporadic in Schonberg's
writing,? but are still succinctly united in Schonberg’s text about the opera Die
Gliickliche Hand, known as the “Breslau Lecture”.®> Here, on the example of this
opera, Schonberg explained and argued his concept of a new form in the field
of the musical-drama genre, which he believes is, in fact, “the only one in which
a musician might express himself in the theatre.”* Schonberg brilliantly explains
this form as “making music with the media of the stage”,” convinced that this
process would be possible if the theatrical media were treated as tones. That is,
“if, without denying their material meaning, but independently of this meaning,
one managed to combine them, like tones, by measuring them as to time, height,
breadth, intensity and many other dimensions; if one knew how to bring them
into relationship with each other according to deeper laws than the laws of the
material - according to the laws of a world rationally constructed by its creator.”®

Schonberg, namely, thinks that in this new theatrical constellation music
is “‘made” with each of the stage media respectively, meaning that each of them
has the task, by its own means, to display this procedural logic, materialize this
symbolic and expression, typical of the music flow itself. Schonberg also says that
““making music with the media of the stage’ (...) is done by each word, each ges-
ture, each beam of light, each costume and each setting: none of these is meant
to symbolize anything but that which is usually symbolized by tones. All of it
is intended to mean no less than sounding tones mean.”” Or, as he points out in
his article “New Music: My Music”: “I make it my task to arrive at a vocal line
that bears within it the text, the stage, the characters, the décor, the music, and
everything else that is expressive, while still unfolding purely in accordance with
musical laws and musical demands.”®

2 Cf. Arnold Schéenberg, “On the Projected Film” [1913], in: Jelena Hahl-Koch (ed.), Arnold
Schoenberg — Wassily Kandinsky, Letters, Pictures and Documents, transl. by John C. Crawford, Lon-
don-Boston, Faber and Faber, 1984, 99-101; idem, “The Future of the Opera” (1927), in: Leonard
Stein (ed.), Style and Idea. Selected Writings of Arnold Schoenberg, transl. by Leo Black, London-Bos-
ton, Faber and Faber, 1984, 336-337; idem, “New Music: My Music” (c. 1930), in: ibid. 99-106;
idem, “Opera: Aphorisms” (c. 1930), in: ibid. 337-339; idem, “Instructions for the Staging of Die
Gliickliche Hand” (1930), in: J. Hahl-Koch (ed.), Arnold Schoenberg — Wassily Kandinsky..., op. cit.
98-99; idem, “ Art and the Moving Pictures” (1940), in: L. Stein (ed.), Style and Idea..., op. cit. 153-157.

3 Arnold Schoenberg, “Breslau Lecture on Die Gliickliche Hand” (1928), in: J. Hahl-Koch (ed.),
Arnold Schoenberg — Wassily Kandinsky..., op. cit. 102-107.

4 Ibid. 105.

5 Ibid.

6 Ibid.

7 Ibid. 107.

8  A.Schoenberg, “New Music: My Music” (c. 1930), in: L. Stein (ed.), Style and Idea..., op. cit. 106.
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In these words of Schonberg it is easy to discern an essential similarity with
the attitude of Wassily Kandinsky on the same topic.” The similarity of their
opinions and creative strategies testifies, above all, to the fact that both artists be-
longed to the same spiritual climate, characterized by expressionistically aiming
at the unity of artistic expression. For example, this aspiration was also integrated
into the core concept of the almanac Der blaue Reiter,'® publication of the artistic
group under the same name, to which Kandinsky and Schonberg both belonged."
Kandinsky outlined this publication and, together with Franz Marc, edited it as
a collection of contributions written by the artists themselves. The content of this
collection, in fact, materialized Kandinsky’s intention, which had been maturing
in his mind for some time, to unite in one place different types of art and thus
point to the necessity of broadening the limits of the artistic expression and pull-
ing down all obstacles, not only between separate artistic branches, but also be-
tween professional and folk art, as well as between all of them together, and the
art produced by children.”

Thus in his own contribution to Almanac, “On Stage Composition” - which
is actually an introduction to his synesthetic work Die Gelbe Klang [The Yellow

9  According to the findings of Jelena Hahl-Koch, this is not because of the influence of Kand-
insky’s essay On the Spiritual in Art on Schonberg. Namely, the author questions this claim, found
in professional literature, on the basis of the chronology of events, which can be reconstructed
from Schonberg’s correspondence, primarily with Kandinsky. Thus, she points out that in June
1911, Schonberg already had the printed text of his drama Die Gliickliche Hand, “and before this
[Schoenberg] had not even seen portions of the manuscript of Kandinsky’s On the Spiritual in
Art”. (Cf. Jelena Hahl-Koch, “The Stage Works”, in: J. Hahl-Koch (ed.), Arnold Schoenberg — Wass-
ily Kandinsky..., op. cit. 160) However, Kandinsky’s text was printed in December 1911, and pub-
lished in January 1912. ( Uber das Geistige in der Kunst, Miinchen, R. Piper & Co., 1912). The other,
expanded edition of this book was printed in spring of the same year, and the third in autumn.

10 The first number of this almanac was published in May 1912 (Der blaue Reiter, Munich, Piper).

11 Besides them, the members of the group Der blaue Reiter were, for example, Franz Marc,
August Macke, Alexej von Jawlensky, Gabriele Miinter, Paul Klee and others. Their first exhibi-
tion (Erste Ausstellung der Redaktion Der Blaue Reiter) was opened on December 18% 1911, that is,
several months before the publication of the Almanac. (Cf. Wolf-Dieter Dube, The Expressionists,
London, Thames and Hudson, 1972; Christine Hopfengart, Der Blaue Reiter, Cologne, DuMont, 2000)

12 Thus, for example, besides the contributions by Kandinsky himself (essays “On the Ques-
tion of Form”, “On Stage Composition”, and the composition Der Gelbe Klang [The Yellow
Sound]) and Schonberg (the article “The Relationship to the Text” and the facsimile of the song
,Herzgewéchse” [“Foliage of the Heart”]), the Almanac contained articles by Marc, Macke, Dav-
id Burliuk, Roger Allard, Thomas von Hartmann; also, the facsimile of the songs by Alban Berg
and Anton von Webern, reproductions of the pictures by Kandinsky, Pablo Picasso, Robert De-
launay, Paul Cézanne, Vincent Van Gogh, Henri Matisse, painters from the group Die Briicke [The
Bridge], and the examples of the folk art of peoples from Africa, the Far East and Egypt, medieval
German wood engravings and sculptures, Bavarian glass paintings and children’s drawings. (Cf.
W.-D. Dube, The Expressionists, op. cit; “der Blaue Reiter.” The Columbia Encyclopedia, Sixth Edition.
2008. Encyclopedia.com. May 31 2010 <http://www.encyclopedia.com>)
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Sound] - Kandinsky deals primarily with the question of the intersecting of the
functions of expressive means from different arts, within the unique dramaturgy
of the play. He points out that the means used in the play are treated as equally
important, independent in their own peculiarities, but in accordance with the in-
ner aim of the play. So, they are treated “as external means, but for their inner
value.”™ Among the means which are subjected to common logic usage are the
tone, movement and colour, that is, as Kandinsky himself specified: “1) musical
sound and its movement; 2) bodily spiritual sound and its movement, expressed
by people and objects; 3) colour-tones and their movements (a special resource
of the stage).”"

In this regard, Kandinsky is even more specific in his essay On the Spiritual
in Art, where he exposes the theses that the work of art influences the soul of the
consumer by exciting his immediate feelings, that is, “soul stirring” which, at the
same time, means that the soul “speaks” through artistic material. The material,
obviously, according to Kandinsky, comes across as a specific transmitter of the
soul stirring of the artist, that is, the author of the work, to the soul stirring of the
consumer. In other words, the artistic means as such has “the psychic power (...),
through which it induces soul stirring”,” where each art has its own means.

Therefore, inducing soul stirring is common to all the arts, which is the key
presumption of their specific, synesthetic combination. According to Kandinsky,
on the basis of this combination, in time, a “monumental art” would be made,
i.e. art which would unite the specific means and effects of music, painting and
movement, on the ground of the work which would form the genre of stage com-
position, “which would be the first work of monumental art.”*®

In this linking and combining of musical, painting and artistic dancing
movement,"” in the unity of their new context, the means of each art will be rec-
ognizable as such, i.e. it will have its independent media life. Because, accord-
ing to Kandinsky, “just like two main elements of painting (the drawing and the
painting form) exist independently, speak through their own distinctive means,
just like the painting composition comes from combining those elements and
their collective characteristics and possibilities, so the composition on the stage
becomes possible through the collaboration (confrontation) of the three above
mentioned movements.”*®

13 Wassily Kandinsky, “On Stage Composition”, in: J. Hahl-Koch (ed.), Arnold Schoenberg -
Wassily Kandinsky..., op. cit. 116.

14 Ibid.

15 Wassily Kandinsky, On the Spiritual in Art, as translated from German into Serbian by Bojan
Jovié, Beograd, Esotheria, 1996, 71.

16 Ibid. 126.

17 Cf. ibid. 128.

18 Ibid.
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Kandinsky’s interpretation is, therefore, in complete agreement with Schon-
berg’s explanation of the concept of “making music with the media of the stage”,
the realization of which Schénberg, basically, artistically outlined and, to a certain
degree, realized, in his opera Die Gliickliche Hand."”

In this respect, it is typical that each media component of the opera and its
stage production was authored by Schonberg: not only the music, but the text,
movement, colour, costumes... And not just by Schonberg’s choice of the type or
the look of these particular elements, but also through his detailed plan, included
in the score, about their respective use, depending on the entire musical-dramatic
concept of the work.

There, the text and the music are based on operatic experience, mainly Wag-
nerian, even with occasional allusions to some actual symbolic situations from
Wagner’s musical dramas.?” But with Schonberg, the Wagnerian operatic relation-
ship between the text and the music - the relation which implicates the identifica-
tion of the music and drama architecture precisely at the initiative of the text - is
completed and developed by relying not only on the content of the text, but also on
its specific generic, formal and stylistic elements, as well as on its media “potentials’.

Thus, for example, the text of Die Gliickliche Hand represents a typical expres-
sionistic Ich-drama.? In it, as in each drama of this genre,? the author’s autobio-
graphic moments are easily discernible. They are projected in the complex, sen-
sitive emotional register and the psychic problems of the main character, as the
only protagonist with musical speech in the whole action of the drama. The mo-
no-dramatically ‘formatted” action of Die Gliickliche Hand is concentrated on the

19 This work was written between 1910 and 1913, and premiered in Vienna, on October 14th 1924,
in the Volksoper.

20 Like, for example, the symbolic “transfer’ from Tristan and Isolde, obvious in the scene of
drinking the potion (Die Gliickliche Hand, scene 2), or from Siegfried, in the scene when the Man
enters the workshop and when the tiara is made (Die Gliickliche Hand, scene 3), as well as, in this
regard, the invoking of the symbolic meaning of Beckmesser’s serenade from the Meistersinger.
It should also be mentioned that - as seen from the expressionistic point of view, especially
expressionistic musical practice - there is a very obvious closeness between the social and
expressive symbolic and the positions of the main characters of Schonberg’s Die Gliickliche Hand -
the triangle of The Man, The Woman and The Gentleman and the triangle of Petrushka, Ballerina
and the Moor, characters from Stravinsky’s ballet Petrushka (1910-1911; premiered on June 13
1911 in Paris /Théatre du Chatelet/).

21 John Crawford even claims that this text is the first example of Ich-drama, considering that
the play Der Bettler [The Beggar] by Reinhard J. Sorge, which is otherwise considered to be the first
drama of this kind, did not appear until 1911, when Schénberg had already finished the first draft
of his libretto for Die Gliickliche Hand. (Cf. John Crawford, “Die Gliickliche Hand: Schoenberg’s
Gesamtkunstwerk”, The Musical Quarterly, Vol. LX, No. 4, October 1974, 583)

22 More on German expressionistic literature in: Neil H. Donahue (ed.), A Companion to the Lit-
erature of German Expressionism — Studies in German Literature, Linguistics, and Culture, Rochester,
NY, Camden House, 2005.
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hero’s inner drama, whose tension and range often cause the ‘spoken language” to
be transferred into body language, that is, a certain textual conciseness, which is
almost reductive, becomes ‘compensated” by exaggerated gesticulation and pan-
tomime. In other words, even Schonberg’s libretto implies certain synesthetic
functionalizations.”

These, however, in Schonberg’s instructions for the realization of Die Gliick-
liche Hand, apply also to the other means which have a visual effect and which,
as it was previously pointed out, besides movements include also the costumes,
staging and décor, and within that, particularly, the kind of materials, colours and
light. It is actually an attempt to include the elements of the musical scene which
were, according to the traditional understanding of the hierarchy of its means,
considered secondary (eventually, even by Wagner), into the text and music, as
synesthetically equal to them. Therefore Siegfried Mauser considers Die Gliickliche
Hand the paradigm of the attempt at the Wagnerian and expressionistic-synes-
thetic integration of different media, as a form of the unique work of art.*

Schonberg’s description of the actual materials, which belong to these dif-
ferent media respectively - the description of the stage design and costume de-
sign, i.e. the colours, their nuances, kinds and the intensity of light, the types of
movements and the direction of movements of the protagonists - as well as the
order of these materials within their separate media sphere and dramaturgy, are
precisely noted in the score of Die Gliickliche Hand. Therefore those notes, on one
hand, can be understood as specific score ‘parts’ of these different media. But,
on the other hand, since their dramatic articulation, which is suggested in those
notes, expressively-symbolically corresponds to each respective phase of the ac-
tion, those notes seem to be the inherent part of the dramatic text.

Besides that, Schonberg’s original sketches ‘mediate’” between them and
the expected, actual look of the stage, so that he did not just have the minutely
planned and precisely noted visual component of the realization of Die Gliickliche
Hand in its score, but he also previously materialized this component in painting

23 It should be noted that the score of Schénberg’s monodrama Erwartung [Expectation], written
in 1909, includes detailed indications of the musical-dramatic aimed at the combination of differ-
ent media. This is also a typical Ich-drama (the author is Marie Pappenheim), in which the spoken
language, musically directed at Sprechgesang, gains intensity towards the expressionistic scream,
and in which, above all, kinetic and colouristic means are musically, consistently functionalized.
In this work by Schonberg, in all its important points, lays the foundation of his synesthetic con-
ception, which he will develop and interpret in Die Gliickliche Hand and because of it.

24 Cf. Siegfried Mauser, ,Vom expressionistischen Einakter zur grofsen Oper: Das Musiktheat-
er der Wiener Schule”, in: Siegfried Mauser (ed.), Musiktheater im 20. Jahrhundert, Laaber, Laaber-
Verlag, 2006, 143-171.
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he form of numerous sketches painted in oil on cardboard, as well as in watercol-
ours, ink and pencil on paper.”

The example of the visual elements and the details referring to them which
are included in score ‘parts’ can be found in Schonberg’s instruction about the
staging of the end of the first scene, which includes a specific exposition of the
main character.?

Here Schonberg gives a description of The Man’s physical state, the look of
his face and body, thus visualising his emotional and, generally, physical wound-
ed state. He also “doubled’ it by appropriate visual means - colour, costume and
the kind of material. The colour of The Man’s clothes is a ‘dirty yellow-brown’,
extending into black. In the context of Schonberg’s symbolic use of colour, the
yellow-brown points to the serious inhibition caused by the plane of senses, while
the black symbolizes the hopelessness of its resolution. The colour of this hope-
lessness which nears self-pity is suggested by the colour of blood, that is, the
bloody stains on The Man’s face and body, as a form of the symbolic externaliza-
tion of the unbearable intensity of his emotional tension. His tattered clothes and
shoes indicate his shattered soul, which is already full of deep scars, symbolized
by the scars on his face. The hair, reminiscent of a soldier’s, suggests the illusion
of a possible fight, while the rough material of The Man'’s clothes reminds us that
his problems will remain where they are, in their alienated, inhibited circle and
the crude environment of an indifferent, cruel and banalized world.

The text which The Man speaks there, quietly but warmly,? is just a resigned
‘yes’, spoken in one tone (G flat), whose latent meaning comprises everything that
is symbolized by the mentioned means. In the first crotchet, this ‘yes’ occurs in
the pause of the orchestral instruments, as if pointing out that it emerges from
The Man’s solitude, but in the second crotchet, connected to the previous one
in the same tone, he remains lying at the occurrence of the second-chord of the

25 Regarding this, it is typical that the period of Schonberg’s work on Die Gliickliche Hand was
also a period of his intensive painting activity. For example, by the end of 1910 he had his own
exhibition, and in 1911 he took part in the first group exhibition of Der blaue Reiter, with his paint-
ings Self-portrait from the back, and two pictures from the group of works called Visions, or - as he
also called them - Gazes / starrere Blicke.

26 Freed from the pressure of the fantastic catlike animal, with the look of the hyena with enor-
mous wings similar to the bat’s wings, the creature which sat on his back biting his neck with its
teeth, the main character of the opera, The Man, rises from the ground. “The Man stands there
upright. He wears a dirty yellow-brown jacket of very coarse, thick material. The left leg of his
black trousers comes down only to the knee; from there on it is in tatters. His shirt is half open,
showing his chest. On his stockingless feet are badly torn shoes; one is so torn that his naked foot
shows through, disclosing a large, open wound where it has been cut by a nail. His face and chest
are in part bloody, in part covered with scars. His hair is shorn close.” (From the English trans-
lation of Arnold Schoenberg, Die gliickliche Hand - Drama mit Musik, Partitur, Wien, Universal
Edition, Nr. 13 613, U. E. 5670, W VIII/67, 8), in ]. Hahl-Koch /ed./, Arnold Schoenberg - Wassily
Kandinsky..., op. cit. 92.

27 Ibid.
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Example no. 1 (the second half of the bar, before no. 30, ending in the second bar

in no. 30)
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flattened-fifth seventh chord A - C sharp - E flat - G, exposed in the softest dy-
namics, in the muted bass tuba, double basses and clarinets in B flat and in A. So,
the music, here, is extremely reduced, with analogous meaning and function, as
well as the text. Thus, necessarily, like the verbal material, the music is also co-
ordinated with the visual stage means which actually symbolically, in their own
specific ways, that is, each with their own ‘yes’, contribute to the same aim, the
same musical idea. Or, in other words, each of the stage media used - the word
and the tone and the movement and the fabric and the colour and the light - is
recognizable by their own characteristics, with which they perform as independ-
ent co-players of the vocal-instrumental part, in the realization of the common
musical goal. Or, as Schonberg would say, here ‘the music is made” with each
of the stage media.

We must not, however, forget the fact that the entire textual and musical
‘phrase’ of The Man's vocal part in this dramatic situation is - as seen in example
no. 1! - not just “yes’, but, actually, ‘yes, oh yes’. The ‘oh” (in the tone E), here,
is also spoken in the silence of the orchestral part, as well as the previous ‘yes’,
while the ‘other’” “yes” (tone F) marks the end of the first scene and the begin-
ning of the second. By this subtle musical-dramatic means, expressionistically
economical and effective, Schonberg actually points to the key cause of The Man's
sufferings, as well as the emotional-social vortex in which The Man would find
himself (who knows how many times). Because in this scene Schonberg brings to
the stage The Woman and The Gentleman, who he had envisaged as mute, pan-
tomime parts, and who, in the second scene, he generally positions by projecting
The Woman problematically and dramatically ‘between’ the two men, ‘leading’
her to The Gentleman in the second part of the scene.

The stage media here also ‘make’ music with their own contents.?® At the very
beginning of the second scene, to which we refer here, the colour plays the main
role in this ‘making’ of music through the non-musical media. Thus, in Schon-
berg’s symbolic ‘register” we ‘hear’ the soft blue colour as bright, as the symbol
of The Man’s surreal, momentary ‘heavenly” happiness, but also of his real crea-
tivity, which clearly alludes to the direct connection between Schonberg and the
hero of his Ich-drama.”” Whereas, the glaring yellow, as the colour of sensuality
and banality, announces the appearance of The Woman, revealing also the cause
of The Man’s momentary happiness and of his suffering. It is, however, impli-
cated by the green nuances of the yellow curtains, which limit the space of the
stage action, thus symbolizing the inability of a real breakthrough in the frame

28 “Atthe same instant, the stage becomes light, and now shows the following picture: A some-
what larger stage area, deeper and wider than the first. In the background a soft blue, sky-like
backdrop. Below, left, close to the bright brown earth, a circular cut-out five feet in diameter
through which glaring, yellow sunlight spreads over the stage. No other lighting but this, and it
must be very intense. The side curtains are of pleated, hanging material, soft yellow-green in colour.” (Ibid.)

29 Itis very often mentioned that Schénberg himself went through the emotional hell of a per-
sonal triangle, with his wife Matilda and the young painter Richard Gerstl.
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of The Man'’s suffering. Because, as Schonberg pointed out in the score, there is
no other lightning than the glaring yellow, blindingly sensual and banal, before
which one always closes one’s eyes, with the same inevitable hopelessness.

The above described dramaturgy of colours is accompanied, that is, it
‘sounds’ by the leit-timbre of the instruments, and, in connection with it, the con-
tent leitmotif. Namely, in the mentioned moment the developed second motif of
destiny emerges, which is - dramaturgically justified - at the same time, the core
of the leitmotif of The Woman. It refers to the violin as the main component of
The Woman'’s leit-timbre and in its fatal core appears at the beginning of the sec-
ond scene (the second bar in the rehearsal number 30 - see example no. 1!) in
the softest dynamics in the muted solo violin, with the variant echo in the muted
solo viola, and, at the same time, with an analogous relation between the first and
the second flute.* Both layers occur in the delicate quaver pulse of the harmony
made of two major thirds at the distance of a diminished octave (G - B - G flat
- B flat), in celesta. With one short, polymetrically stressed forte motif in the harp
and the thrill in the major third of the bassoon (F - A), this instrumental situation
represents the typical composite of The Woman’s leit-timbre.

The entire course of Die Gliickliche Hand is based on the same logic and the
analogous coordination and mutual conditioning of the musical means and visual
elements. It develops with no pause, no suspension, i.e. without musical breaks
between the scenes and the sequences within them. As John Crawford says, such
a conception “leads to an almost cinematic juxtaposition of scenes”.* It is there-
fore no wonder that Schonberg thought about filming his opera, its transmission
into the medium in which the basic unreality of the events and the synesthetic cor-
relation between the verbal, the vocal and the visual could be realized better then
on the stSchonberg himself also attempted to interpret this multimedia intercon-
nectedness which he applied through the actual examples of some of the episodes
from Die Gliickliche Hand. Thus, regarding the introductory scene in which, in the
role of the moralizing collective, the choir of six women and six men reproach-
es The Man for always falling into the same situation, not believing in reality,*
Schonberg points to the mutual dependence of the staging of this episode and
its musical content. This is the conditioning through which the different media,
each with its own means, are directed towards attaining the same idea. The frozen
looks with which the faces of the choir are presented, as specks of light on a black

30 The ‘real’ leitmotif of The Woman is exposed somewhat later, in the violin, starting from the
second bar in no. 35, that is, exactly at the moment of her physical appearance on stage.

31 ]. Crawford, Die Gliickliche Hand: Schoenberg’s Gesamtkunstwerk, The Musical Quarterly, op. cit. 598.
32 “(...) Once again the same ending. Must you once again rush in? Will you not finally believe?
Believe in reality: it is thus, thus it is, and not otherwise. Once again you trust in the dream. Once
again you fix your longing on the unattainable. Once again you give yourself up to the sirens of
your thoughts, thoughts that roam the cosmos, that are unworldly, but thirst for worldly fulfil-
ment! (...) You, who have the divine in you, and covet the worldly. And you cannot win out! You
poor fool!” (According to the score of this work, op. cit. 1-6.)
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background, “is part of the mime performance, thus, of a medium of the stage”,*
and they actually ‘say’ the same as their choir voices and the same as the ‘choir’
colour on their faces. As Schoenberg explains, “the musical way in which this idea
is composed testifies to the unity of conception: in spite of the diverse shaping
of some Hauptstimmen this whole introduction is, as it were, held fast in place by
an ostinato-like chord. Just as the gazes are rigidly and unchangeably directed at
the Man, so the musical ostinato makes clear that these gazes form an ostinato
on their part.”*

The other example that Schonberg mentions is the famous episode of the cre-
scendo from the third scene (rehearsal no. 125 - the third bar in 153), which repre-
sents a certain visualisation of the rising intensity of The Man’s pain. It is a coor-
dinated rise, a “storm’ of the value of the sound, movement, colour and light. As
Schonberg points out, in this scene “the most decisive thing is that an emotional
incident, definitely originating in the plot, is expressed not only by gestures, move-
ment and music, but also by colours and light; and it must be evident that gestures,
colours and light are treated here similarly to the way tones are usually treated
- that music is made with them; that figures and shapes, so to speak, are formed
from individual light values and shades of colour, which resemble the forms,
figures and motives of music.”*

Through this coherent synesthetic “model’, Schoenberg in Die Gliickliche Hand
makes a far-fetched breakthrough from the traditional opera genre. Well aware
that, because of his conception, Die Gliickliche Hand must get some more appropri-
ate generic definition, Schoenberg in the subtitle specifies it as the drama with mu-
sic. However, we could say that the generic breakthrough that he made with this
opera surpasses even the form of drama with music and is, actually, prophetically
directed towards the field which would develop intensely in the 20* century as
multimedia artistic design, in the genres of mixed-media, polymedia and inter-
media.*® Namely, with his conception of combining media, Schoenberg touches
the essence of each of these genres.

For example, Schoenberg approaches the sense of intermediality by eventu-
ally suggesting, through his interpretation of the actual situations from his opera,
that the synesthetic logics on which they are based, emerges from the creative con-
cept which developed in the space common to all media through which these sit-
uations were realized: verbal, musical and visual medium. That is, it was formed in
the space in which they can realize the same idea. This refers to an indirect indication

33 A. Schoenberg, “Breslau Lecture...”, in: ]. Hahl-Koch (ed.), Arnold Schoenberg - Wassily Kandin-
sky..., 105.

34 Ibid.

35 Ibid. 106-107.

36 The more extensive interpretation of these genres can be found in my study “Musicology vs.
Musicology from the Perspective of Interdisciplinary Logic”, in: Nico Schiiler (ed.), On Methods
of Music Theory and (Ethno-)Musicology, Frankfurt am Main, etc., Peter Lang, 2005, 9-38. Also, cf.
Vladan Radovanovi¢, Vokovizuel, Beograd, Nolit, 1987.
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towards the media’s common conceptual, spiritual and expressive starting point,
to the common goal in the media’s “transportability” of the dramaturgic function.
The base of this attitude is, undoubtedly, Wagner’s concept of Gesamtkunstwerk,
which essentially represents the artistic interspace in which various arts operate
in the same conceptual and expressive field, in other words, it represents a vi-
sion of intermediality.At the same time, Schoenberg’s instructions inserted in the
score, by which he explains in detail the value and the dynamic flow of the dif-
ferent media parameters, implicates their somewhat polyphonic relationship. It is
evident in the close cause-and-effect relationship between the verbal, vocal and
visual elements which is, based on the instructions from the score, expected in
every moment of the staging of this work. In this sense, Schoenberg’s insistence
that in the realization of Die Gliickliche Hand, all his score notes and marks refer-
ring to the non-musical means and their use should be respected is very charac-
teristic. Schoenberg, namely, points out that “the smallest change in the position
or the connection of the combined parts fundamentally changes the face of the
whole.”¥ As would also, likewise, happen if there were similar changes in a poly-
phonic musical weaving. From this perspective, Die Gliickliche Hand reveals the
potentials of polymedia.

However, it is also true that all non-musical media used in this work cooper-
ate depending on the music, because of music, in the field of primarily and domi-
nantly musical work. They are directed towards expressing its musical compo-
nent. Their aim is “making’ music with their own, autonomous means, which are
individually recognizable in the play, whose dramaturgy can be separately traced
in it, but which still do not influence the change of the basic media field of the
work. In other words, the artistic edifice of Die Gliickliche Hand is primarily musi-
cal. As such, it can just be heard from the sound recording medium, that is, it can
easily be followed even without the simultaneous realization of the non-musical
“parts’ of its score. Because it dominantly belongs to the musical work whose con-
cept is, in the field of music, realized by non-musical media, Die Gliickliche Hand
represents a specific project in the mixed-media genre.

The complexity of Schoenberg’s opera conception in Die Gliickliche Hand,
which hints at multimedia forms of modern artistic expression, prophetically
leads this work into the non-operatic field, into the field of its specific transpo-
sition, achieved by such a correlation of different media which - to paraphrase
the words of Jelena Hahl-Koch on Kandinsky’s conception of Gesamtkunstwerk -
stands in deliberate opposition to this, purely additive, effect-oriented agglomera-
tion of artistic means, which appears in the 19" century opera.®®

Translated by Goran Kapetanovic¢

37 A.Schoenberg, “Breslau Lecture...”, in: . Hahl-Koch (ed.), Arnold Schoenberg - Wassily Kan-
dinsky..., op. cit. 104.

38 Cf. Jelena Hahl-Koch, “The Stage Works”, in: ibid. 161.
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Mupjarna Becemmuosih-Xodman

HPAMA CA MY3VKOM CPETHA PYKA APHOJIIA INIEHBEPT A
KAO BUIHEMEIN]CKWM ITPOJEKT

PE3VIME

3ammcao Apnomnpa Illerbepra o crierduUIHOM IIOBE3MBArby ejleMeHaTa pasImaUTHX
yMeTHOCTH, 6a3u4HO je ocsioreHa Ha Gesamtkunstwerk xao Baraeposo udejno spare. OHO
je, maKaxo, TOBOJBHO IIPOCTPAHO Aa MOXe /1a oOyXBaTy MHOIe BUIOBE KOer3VCTeHIIVje
PasIMYUTIIX YMETHOCTV I1a CTOTa ¥ OHaj BU, Koju IocTassba Illenbepr rmpi KOHIMmMpamy
CBOT eKCIIPeCMOHVICTMYKOT My3WYKOor TeaTpa. Takobe, mojam Gesamtkunstwerk-a je m
TOBOTEHO (prIeKCMOTITaH Ja MOXKe Jla ce TIPMMeHV Ha ITPVHITAIIMjeTHO cBe KoMOWHarmje
u TpaHcdopMarje y OKBUPY MOTyhmx 3aMmciIM peajn3oBarsa CBaKOBPCHUX CIIOjeBa
VI TIPOXMMarba PasHMX yMeTHUUKMX obmacti. MebyTum, Oarm 30or Te mmpume, mojam
jemVMHCTBEHOr YMETHIYKOI fejla IIpe Haawlasy KOHKpeTHe yMeTHWUUKe CHUTyaljyuje Hero
mTo yyhyje Ha VX Kao Ha CBOjeBPCHe MeTOIOJIOIIKe KOHKpeTH3alyje Koje Cy HeOIIXOJHe
3a CTBaparbe M U 3a IIpoydaBarbe, pasyMeBarbe ¥ TyMaderbe jelHOr JKaHPOBCKM
KOMITO3UTHOT YMeTHIYKOT ejla. YIIpaBo Te KOHKpeTu3alyje y3poKosasle Cy oTpedy Aa
ce miojam Gesamtkunstwerk y oBoM pajy ,IIpeHece” ca Tiia ITO3HOPOMaHTHUYapCKe WyIejHe 1
YOIIIITeHe IpoIenypajIHe , IIPUIIaSHOCT Ha Tile MOIePHVCTIYKY, eKCIIPeCHOHCTIYK
LEHTPUPAHMX ¥ KOHKPeTM30BaHMX CTpeM/berba Ka jeIMHCTBeHOM [IpaMaTypIIKOM
dyHKIMOHATM30BaY e/IeMeHaTa Pa3INIMTIX YMETHOCTIA

Jep xop IllenGepra ce, y cBUM K/bY4YHWMM acIeKTHMa FerOBOTI CTBapalaukKor paja —
TEOPWjCKO-eCTeTIYKOr PasMUIIUbarba, TeOpUje Aejla U CTYIVCTUKE — ITNTakbe YOJHOIIaBarbha
PasHMX YMeTHOCTM He IIOCTaB/ba HM He pelllaBa y CMWUCIy KOHIeNITa O CHHTe3N
PasIMUUTIX YyMemHnocmy TIOMyT TIoe3nje, My3uke U ApaMe (n3Bobauke ymeTHOCTM), Beh
Yy CMMUCITy y3POYHO-TIOCIIEAMYHOr YOMHOIIaBara Meoujad TUX YMETHOCTVM — Pedy, TOHa,
6oje, ceetsia, mokpera... To Illenbeproso ofBajarbe Menyja Ol YMETHOCTH Y KOHTEKCTY OBe
mpo0sieMaTVIKe, BeoMa je 3HadajHo jep OTKpMBa KOMITO3MTOPOBY CBECT O TOMe /1a jeflaH HOBU
YMETHIMUKM JKaHp O KOjeM OH pa3MUITUba, a KOjuI IIpeTeH Iyje Ha YMeTHIYKY 00yXBaTHOCT,
TUIMe HY)XHO U Ha jefaH crermdudan u mocedaH MAeHTUTeT, MOpa MMaT — IIOIYT CBaKe
YMETHOCT TI0jeJMHaYHO — U 1TocebHa, coTicTBeHa mM3paxkajHa cperictsa. C 0631poM Ha TO
J1a je Iocpey XXaHp KOju Io4MBa Ha 3aMUCIIN O jeJMHCTBY yMeTHOCTM, Feroba CpeficTBa
IIOTUYY M3 CBUX OHMX YMETHOCTH KOje CTYIIajy Y TO jeqVHCTBO M 3HadajHa Cy 3a OCTBaperbe
Te saMucI. IpyrMM pedmMa: CcBaka IpaHa YMETHOCTHM IMa CBOj criermdudaH Memuj;
BpCTa YMETHOCTM KOja XXeJIi Ja yje[VIHV CBe Te TpaHe, yjeduibyje U BbUX0Be Meayje y jeIHy
crrerpudHy CII0XKeHWITy Kao COIICTBeHM MefIvj.

[Ierbepr cmaTpa 7la ce y HOBOj ITO30PMIITHOj KOHCTeTIAITMj/ Koja IToYMBa Ha TaKBOM
MeZIVjCKOM KOMIIO3UTY My3WKa ,IIpaBu” CBaKMM Of, Mefyja IIO30PHWMIIe IIOjelHavHo,
IITO 3HA4M Jla Ce CBaKOM Ofl IbVX HaMerbyje 3afaTak [Ja CBOjIM CPeICTBMMAa OCIOJbU

42



Veselinovié-Hofman M.: Drama with music Die gliickliche Hand... (29-43)

OHy IIpOlleflypajIHy JIOTMIKY, OXXMBOTBOPW OHY CHMMOOIMKY W eKCIpecujy Koje cy
KapaKTepUCTUYHE 3a caM My3UUIKU TOK.

[IlenGeprose MHCTpyKIMje 3a peanvsaiyjy Cpefine pyke TI0 CBUM TVM IIOje[IVIHAYHVIM
MenujuMa, J1e0 Cy MapTUType M OfIHOCe ce Ha KOCTMM, CIIeHCKY ITOCTaBKy U HeKOop, y
OKBUPpY dera, I1oceOHO, Ha BPCTy TKaHWMHa, 00jy 1 ocseTiberbe. ITocpenn je Ty Hamepa J1a ce
eJIeMeHTM My3UUKe CIleHe KOji Cy ce TTpeMa TpaJuIIMOHaIHOM pasyMeBamy Xujepapxuje
IbeHIUX CpeJficTaBa CMaTpali CeKyHJapHWUM, IIPUK/byde TeKCTY U MY3UIM Kao IbMMa
JpaMaTypIIKy paBHOIIPaBHU.

Tom xoHnenijom, HHlenGepr je HauMHMO 3HaYajaH KaHPOBCKM IIOMAK, KOjI je 3aIIpaBo
npodpeTckm ycMepeH Ka obracty koja he ce y npyroj monosuam 20. BeKa MHTEH3VIBHO
pasBujaT Kao OOJIacT BUIIEMeAMjCKOT YMETHWYKOI OOJIMKOBama, y JKaHpOBMMa
MUKCTMe/IMja, IToJiMertuja u nHrepMenyja. Haurtrom ceor komOmHOBarsa Mefja Lllenbepr
ZloAMpyje CYIITUHY CBaKOI Off TMX KaHposa. CMIMCITy MHTepMe/IVjaIHOCTH IpUOIIvKaBa
ce MHIVMPEKTHUM yKasuBarmbeM Ha Me[IMjCK 3aje/THIYIKO WJIejHO, JTyXOBHO M eKCIIPeCBHO
TIOJIA3MINTe U 3ajeJHMYKY IIMJb TPV MeIUjCKOj , ITPeHOCUBOCTI” ipaMaTypIiiKe dyHKIIMje
y oxBupy fAesna. CojeBpcTaH ToimdoHM OHOC Meuja MMITINIVpa Beh caMuM THUTTOM 1
cajip>kajeM yIyTcTaBa yHeceHUM y TapTutypy Cpefire pyke, KojuMa fieTajbusyje BpegHOCTI
¥ OVHAMMKY TOKa CBMIX Me[IMjCKMX HapaMeTapa. VInak, HajeKCIUIMIIUTHMje apryMeHTyje
YMEbEHNMIY ]a Y OBOM JIeJIy CBU BaHMY3WUYKM MeAuju ocTBapyjy MebycoOHy capajimy
y 3abucrocmu of, My3uKe, 3002 Mys3uKe, OFJHOCHO Ha TepeHy IpUMapHO M JOMUHaHTHO
Mmysuukoe fena. Fbvixos 1wk je ,1IpaBiberbe” My3VKe FbVMXOBVIM COIICTBEHVIM CPEJICTBIMA,
Koja cy y Jeiy IojefuHa4yHO IIpero3HaT/blBa, YMja ce JpaMaTypriuja y HeMmy MoXe
110ce0HO M IIpaTUTH, aJIM Koja MIIaK He YTHUYy Ha IIPOMEHY OCHOBHOT MeJIVjCKOT ITOfIpyyja
nes1a. ToM cBOjOM JIOMVHaHTHOM IIpUIIaHOITRY MY3uYKOM [IeITy Ymjy Mjiejy Ha TIIy My3UKe
peanusyjy BanMysuuku Menuju, Cpefina pyxa TipeficTaBiba CBOjeBpCTaH ITpojeKaT y JKaHpy
MUKCTMe[Iyja.

Krpyune peun: Apnony lenbepr, Cpefina pyka, Gesamtkunstwerk, BurmemMenmjckm mmpo-
JeKT, MMKCTMeAVj, ITI0JIIMeV]j, IHTepMeI]
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