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ABSTRACT
The Motif of the Hunt in Romantic Opera
by
John Drew Stephen
Submitted in conformity with the requirements for the degree of Doctor of Philosophy,
Graduate Department of Music, University of Toronto, 2002.

The hunt played a significant role in eighteenth- and nineteenth-century European
society. It had an important pedagogical function for youth and soldiers, it was an
activity that occupied the nobility on an almost daily basis, and it provided an opportunity
for social interaction and diversion. Furthermore, it was an activity rich in ceremony and
laden with protocol, allowing its various procedures, including its distinctive music, to
become familiar and easily recognizable. The visual and aural spectacle of the hunt
provided writers, visual artists, and composers with a deep source of inspiration, and the
hunt appeared as a pervasive motif in painting, literature, and music.

This thesis examines how the motif of the hunt was used by composers and
librettists to provide meaning and dramatic structure in Romantic opera. Hunters, in the
nineteenth century, were expected to demonstrate certain qualities that were understood
by contemporary audiences. Thus, when a character appears in opera as a hunter, he is
defined by the ways in which he conforms to the stereotype, but also by the ways in
which he subverts it. The hunt, through its inherent unpredictability, also establishes a
framework for furthering the plot by leading the hunter to a crucial meeting or discovery.
Furthermore, the hunt was associated with other spheres of activity, namely amorous

pursuit, military prowess, and the realm of the demonic. The hunting motif, therefore,
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could bring to a dramatic situation any of these associations or connotations, or draw on
them to develop an individual’s character. Finally, huntsmen formed a group
representing normality and, often, the society into which the protagonist is integrated or
from which he is isolated. The appearances of huntsmen could thus articulate dramatic
structure by establishing the initial narrative situation, by signaling a return, in the
narrative, to the state of normality, by providing a foil against which the protagonist’s
situation is contrasted, and by defining or even bringing about an event leading to
narrative closure. An understanding of the cultural and historical implications of the hunt
provides unexpected insight into the intention and significance of the works in which the

motif appears.
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Introduction

Few activities captured the imagination as forcibly as did the courtly European
hunt in the eighteenth and nineteenth centuries. Long a significant opportunity for social
interaction and private diversion, the hunt was immensely popular among the nobility. It
was an activity rich in ceremony and laden with protocol. Furthermore, since a typical
hunt involved a large number of participants spread out over great distances, music, in the
form of horn calls, was essential to ensure its proper coordination. The visual and aural
spectacle of the hunt provided writers, visual artists, and composers with a rich source of
inspiration, and the hunt, not surprisingly, became a familiar motif in painting, literature
and music. Even after changes in demographics at the turn of the nineteenth century led
to fewer people having the money or the resources to participate in the courtly hunt, the
activity’s popularity remained strong, its place in European culture remained
undiminished, and its evocation in artistic works remained constant.

An artistic genre in which the hunt plays a significant role is opera. Since it
combined the visual and the aural, the hunt could be evoked easily and effectively. Even
a cursory glance through the repertoire will reveal the extent to which the hunt pervades
opera, and its use in Romantic opera in particular is striking. Composers and librettists
refer frequently to hunting lore, practices, traditions, superstitions and stereotypes, and do
so in ways that suggest they expected their audiences to recognize and understand them.
Yet for modern audiences, who no longer hold the earlier assumptions about the hunt,

many of these references are unfamiliar, and much of their significance is lost.



Surprisingly, there has been little scholarly attention paid to the role of the hunt in
European art music in general, and in Romantic opera in particular. There are, however,
some notable exceptions. These include Alexander Ringer’s 1955 dissertation, The
Chasse: Historical and Analytical Bibliography of a Musical Genre, Joseph Pschl’s
Jagdmusik: Kontinuitdt und Entwicklung in der Europaischen Geschichte (1997), an
article published in 1976 by Daniel Heartz on the hunting chorus in Haydn’s Die
Jahreszeiten, and Susan Youens’s research concerning the role of the hunt in Schubert’s
Die schone Miillerin.! Ringer’s and Pdschl’s books are extensive surveys that discuss the
use of the hunt in art music, beginning with the earliest-known examples in the Middle
Ages. They examine virtually all musical genres and their comprehensive lists of works
containing hunting references provide persuasive evidence of the extent to which the hunt
is used in art music. Still, given the breadth of both studies, there is limited room to
discuss individual periods, genres, composers and works. Furthermore, although they
indicate how composers refer to the hunt in art music, there is little analysis of why, with
what intent, and with what significance. Heartz and Youens, by discussing single works
by single composers, manage to convey the significance of the hunt in these specific
works, but this does not indicate the extent and the consistency with which the hunt was

used by a number of different composers or its importance to the period in general.

! Daniel Heartz, "The Hunting Chorus in Haydn's Die Jahreszeiten and the 'Aiirs de Chasse' in the
Encyclopédie," Eighteenth Century Studies 9 (1976); Josef Poschl, Jagdmusik: Kontinuitit und
Entwicklung in der europdischen Geschichte (Tutzing: Hans Schneider, 1997); Alexander Ringer, "The
Chasse: Historical and Analytical Bibliography of a Musical Genre" (Ph.D. diss., Columbia University,
1951). Youens discusses the hunting motif in several publications, the most relevant of which are: Susan
Youens, Schubert, Miiller, and Die schone Miillerin (Cambridge: Cambridge University Press, 1997);
Susan Youens, Schubert: Die Schéne Miillerin, ed. Julian Rushton, Cambridge Music Handbooks
(Cambridge: Cambridge University Press, 1992). The discussion, in chapter 2 of Youens’s 1997 book, of
several early nineteenth-century hunting songs and their literary precedents, is particularly relevant to the
present study.



The present thesis addresses this lacuna by examining the role of the hunt in a
series of works from a single genre belonging to a coherent stylistic period. Individual
works are discussed in detail, yet their place within the larger group is considered as well.
This allows for a comparison of how the hunt was used by a number of composers and
makes apparent the relationships among individual works to demonstrate that the use of
the hunt was often governed by established conventions. An awareness of these
conventions can reveal the significance of the hunt to an operatic text, and allows for a
better understanding of the possible meanings of the motif of the hunt for contemporary
audiences.

Although limited to a single genre and stylistic period, the thesis nevertheless
encompasses a large number of works. Any meaningful discussion of the significance of
the hunt in this repertoire therefore requires a cohesive structure that can accommodate
the variety and the quantity of the hunting references. An approach is taken that treats
the hunt as a recurring motif with distinct visual, musical and literary aspects familiar to
audiences in the nineteenth century. After two preliminary chapters that provide,
respectively, the historical and musical background, four basic applications of the hunting
motif are identified, and these provide the framework for the remaining four chapters.
Chapter 3, “The motif and character”, describes the ways in which the hunting motif is
used to define character. Chapter 4, “The motif and narrative”, examines the hunt as a
device used to further the plot, often by leading the hunter to a situation in which he
undergoes an essential experience or makes a crucial discovery. Chapter 5, “The
associations of the motif”, describes three important associations implicit in the hunting

motif: amorous pursuit, martial prowess, and the demonic. Chapter 6, “The motif and
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dramatic structure”, describes the hunt’s role as a plot-structuring device. i3y organizing
the thesis around different ways that the motif is applied in opera rather than, for
example, chronologically, the consistency with which the hunting motif was used
throughout the entire Romantic period becomes more apparent.

The thesis examines the role of the hunt in Romantic opera, yet it encompasses
dates not normally associated with the stylistic period. The choice of 1770 as a starting
date corresponds with Johann Adam Hiller’s Die Jagd and allows for a discussion of the
hunting motif in German Singspiel, an important source for Romantic opera. It also
incorporates the French Revolution, an event that had a substantial impact on how the
hunt was seen in society. At the other end of the period, there is no one opera that marks
conclusively a closing date. By the fourth quarter of the nineteenth century,
corresponding, roughly, with Richard Wagner’s Gotterdimmerung of 1876, the high
point had been reached. Although the hunting motif continued to be used in opera into
the twentieth century it had, by this point, ceased to develop, and it continued to be used,
when used at all, in ways similar to those earlier in the nineteenth century. Guiseppe
Verdi’s Falstaff of 1893 is included in the thesis because it allows for an enlightening
comparison with Otto Nicholai’s Die Lustigen Weiber von Windsor (1849). Antonin
Dvorak’s Rusalka of 1901, despite its stunning use of the hunting motif, was felt to be
outside of the chronological confines of the study and is therefore not included.

A survey of the operas discussed in this thesis will reveal a definite
preponderance of German opera. There is no question that German composers,
librettists, and audiences displayed a marked affinity for the hunt, yet there is little to

distinguish how the motif was used in Germany from the ways it was used in, for



example, France or Italy. In fact, the hunt itself displayed a remarkable ability to cross
borders. Although most of the innovations originated in France, they traveled almost
immediately to other countries and regions where they quickly became familiar to the
general populace. Indeed, one of the goals of the thesis is to show the significance of the
hunt to the European identity. Although the hunting motif occurs in the artistic works of
some countries more than others, the ways in which it is used change very little.
Discussing, side by side, the operas of different European countries reveals just how
consistent was its use throughout Europe.

There are several conventions used in the text of this thesis that should be
explained at the outset. In the interest of simplicity the operas are identified, in the text,
by the composer’s name only. The librettist’s name, along with other pertinent
information, is provided in an appendix that lists the operas chronologically. This does
not imply a place of primacy for the composer in determining the opera’s artistic shape.
Indeed, many of the hunting scenes discussed below originate in the literary text and thus
represent the librettist’s contribution more than the composer’s. Still, it is felt that using
multiple names would, in the end, prove too cumbersome. In citations from opera libretti
or other dramatic works, italic script is used to distinguish stage directions from dialogue,
which is given in Roman script. For the literary examples cited in the text, the original
language is provided in most cases. This is partly because many of the examples are
poetic, and much is lost in the translation, and partly because it was in the original
language that these works were consulted by composers and librettists, and familiar to
contemporary opera-goers. Exceptions are made in cases where the original text would

have been read, in the nineteenth century, in translation, and mostly involve texts in



Classical languages such as, for example, the excerpts from Ovid. Unless indicated, the
translations are my own. The musical examples are written in transposed rather than
concert pitch, and transposing instruments are designated by their pitch in the examples
(for example: Horn in F; Clarinet in A). This has been done to preserve the appearance
of the horn parts, which, in most cases, were written for natural horns. An attempt was
made to make the music examples as complete as possible, but some reduction was
unavoidable. In some examples, parts that are identical or similar have been combined,
or instruments, voices or performance instructions that were deemed superfluous are
omitted. The examples are meant only to demonstrate some aspect of the music and

should not be taken as authoritative reproductions of the composer’s full score.
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Background



CHAPTER 1

The Historical Hunt

Hunting is one of humanity’s oldest activities, and one that was frequently
necessary for survival. Yet it held, for much of its history, an elevated position of
cultural and social significance. This position is apparent even in the earliest-known
hunting treatise, Cynegeticus, or A Treatise on Hunting, written in the fourth century B.C.
by the Greek philosopher Xenophon (c. 430-c. 355 B.C.). In addition to giving practical
advice on hunting, Xenophon considers the activity from a moral standpoint. He
describes the hunt as a divine institution that originated with Apollo and Diana, and
asserts that if the gods took the trouble to reveal this pastime to mortals, it must have
some merit. He then lists the many benefits that result from participating in the activity.
It secures health for the body, keenness of sight and hearing, and a prolonged life. It
provides excellent preparation for the toils of war since it accustoms men to exertion and
to sleeping on hard couches, makes them excellent guardians of what is entrusted in
them, and teaches persistence and the ability to move around on all types of terrain.
Finally, it serves an important function in the education of the youth by rendering them
prudent and just from being brought up in real action, while not drawing them away from
honourable occupations, as do other pleasures of a vicious kind in which, he warns, they
ought not to engage. In all, concludes Xenophon, hunting provides one with the means to

attain virtue, and is thus a valued activity."

! Xenophon, "On Hunting," in Xenophon's Minor Works (London: George Bell and Sons, 1891), 368-71.



In ancient Greek society the hunt was also part of an important initiation rite.
Bernhard Sergent, in his book on homosexuality in Greek myth, describes a custom in
which an older male “abducts” a youth, and then spends two months with him and his
friends feasting and hunting outside the city. The relationship between the two men was
obviously pedagogical, but it was complemented by a sexual one. Still, since they did not
bring provisions for the duration of the stay, their success at hunting was essential to their
survival. This period of initiation culminated with the youth confronting a bear, boar, or
other large animal to demonstrate his courage. Afterward, he returned to the city, was
given gifts, and promoted to the status of socially responsible adult. His success in the
hunt demonstrated two things: that he was capable of rivaling adults in physical strength,
and that he could provide his own subsistence, which would obviously be his duty as an
adult as well.?

A significant source of information on the hunt is contained in the European
hunting manuals in the vernacular that begin to appear around the end of the Middle Ages
and continue into the eighteenth century. The best-known and most significant of these
include: Guyhaume Twici’s La Chace dou cerf (c.1250), Le Livre du Roi Modus et de la
Royne Ratio by Seigneur de Gisors, Henry de Ferrierre (written between 1350 and 1360),
Le Livre de la chasse by Gaston III, dit Phébus, Comte de Foix (1387), Le Trésor de la
Vénerie by Hardouin de Fontaines-Guérin (1394), La Vénerie by Jacques du Fouilloux
(1561), La Chasse Royale by Charles IX (written between 1567 and 1573), La Vénerie
Royale by Robert de Salnove (1655), Der Vollkommene teutsche Jiger by Johann

Friedrich von Flemming (1719), Erdffnete Jiger-Practica oder Der wohlgeiibte und

2 Bernard Sergent, Homosexuality in Greek Myth, trans. Arthur Goldhammer (London: The Athlone Press,
1987), 7-15.
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erfahrne Jiger by Heinrich Wilhelm Débels, (1746) and La Traité de Vénerie by
D’Yauville (1788).2

The primary purpose of the hunting manuals was to explain the techniques and
procedures of the hunt, yet they also reveal much about the type of person who
participated in the activity as well as the place and role of the hunt in society. Several of
the authors were members of the nobility or trusted advisors who had privileged access to
them, and many of the books were elaborately produced with lavish illustrations that
betray their worth as more than utilitarian manuals. They were disseminated widely
across Europe, and the authors frequently refer to or even quote one another, in some
cases extensively, thus demonstrating the extent to which information on the hunt was
shared from region to region.

Much attention is devoted in the hunting manuals to issues of protocol, the correct
usage of terminology, and the categorization of animals. In fact, the procedures of the
hunt were so complex, that it was only by spending vast amounts of time in dedicated
study that one could master its intricacies. Few people outside of the nobility had the free
time to devote to such study, and the mastery of procedure was thus regarded as a sign of
status. According to Ann Rooney, the preoccupation with protocol, terminology and
categorization indicates the extent to which the hunt, at this time, was “essentially a

noble, non-utilitarian activity in which knowledge of form and demonstration of that

3 Several are available in modern editions, and are included in the bibliography of this thesis. Descriptions
of the treatises can be found in: M. Boursier de la Roche, ed., Les Plus Belles Fanfares de Chasse (Paris:
Librarie Cynégétique, 1930), 7-75; John Cummins, The Hound and the Hawk: The Art of Medieval
Hunting (London: Weidenfeld and Nicolson, 1988); Francis Pinguet, "La Vénerie et sa Musique," La Revue
Musicale 310-311 (1978): 75-92; Anne Rooney, Hunting in Middle English Literature (Cambridge:
Boydell Press, 1993), 7-20; Philippe Salvadori, La chasse sous I'Ancien Régime (n.p.: Fayard, 1996), 37-
66; Kurt Taut, Die Anfiinge der Jagdmusik (Leipzig: n.p., 1927), 60-122.
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knowledge were of paramount importance, of more importance than the ostensible aim of
killing animals.”™

The complexities of the hunt were such that the hunter was kept occupied, and
thus free from temptation. Indeed, the hunt, in the Middle Ages, was often praised as a
laudable and acceptable means of occupying the minds and bodies of the idle rich. This
attitude can be seen in the prologue of Gaston Phébus’s fourteenth-century hunting book:
He who hunts avoids idleness, which is the beginning of vice. A true hunter cannot be
idle and fall prey to bad thoughts. Consequently, he cannot do evil. If he wants to
indulge in his passion on the following day his last thoughts in bed will be devoted to the
coming hunt. In the morning he has to get up early and make with care the necessary
preparations. From dawn until dusk there is always something to be done — the true
hunter is thus ever on the move. When he has returned to his master’s hall he has to take
care of the horses and dogs and, last, of himself.?

In setting forth how a proper huntsman should behave, the hunting manuals
played a crucial role in the establishment of a recognizable code of conduct. This code
had significance not only for the actual hunter, but also for the stereotype of the hunter as
he appeared in literature. The code, paradoxically, demanded that the hunter treat the
quarry with respect and fair play. When hunting for amusement (as opposed to hunting
for survival) a hunter was expected to limit his means in order to give the quarry a fair
chance of escape and to avoid unnecessary suffering of wounded game. The hunter’s

behaviour in following up any wounded game was regarded as a measure of his

sportsmanship, and he was expected to display diligence in tracking down and killing any

4 Rooney, Hunting in Middle English Literature, 19.

5 Abridged English translation in, Wilhelm Schlag, "Summary and Commentary to the Hunting Book," in
The Hunting Book of Gaston Phébus: Manuscrit frangais 616 Paris, Bibliothéque nationale (London:
Harvey Miller Publishers, 1998), 19.
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animal he had wounded, no matter how long it took or how difficult that task might be.®
The code also governed the hunter’s treatment of the animal after its death. Different
customs were undertaken out of respect for the animal, including the laying of pine
boughs on the dead animal or in its mouth, and the complex procedures of “breaking” or
carving up the carcass at the end of the hunt.”

Heinrich Débel, in his Jéger-Practica oder Der wohlgeiibte und erfahrne Jiger of
1746, describes a number of transgressions of protocol that were punishable in the
eighteenth-century courtly hunt. These include speaking inappropriately of the animal,
stepping on or over a fallen animal, or acting in any other way impurely during the hunt.
When this occurred, the huntsman in question was punished in a ceremony that,
according to Débel, originated at the beginning of the sixteenth century. It was known as
being given the hunting knife (“das Weidemesser gegeben’) and was carried out as
follows:
Es werden von den besten jagdbaren Hirschen die darauf gedeckten Briiche abgehoben,
dariiber muB sich derjenige, so das Weidemesser krieget, legen und sein anhabendes
Seitengewehr unterdessen und so lange ablegen. Bei diesem Ceremoniel differiren einige
Hofe auch gegen einander; an manchen Orten miissen die herumstehende Cavaliers und
Jager ihre Couteaux de chasse und Hirschféanger nur etwas weniges heraus zucken, und
wenn es einer oder der andere versiehet, so krieget er auch das Weidemesser, an einigen
Héfen aber ist das Seitengewehrzucken nicht. Dieses aber ist durchgéngig gebrduchlich
daB der, so sich vergangen, den Rock iiber den Poder aufnehmen muf, und kriegt er
sodenn auf die bloBen Hosen drei Pfund. Wenn nun der Oberjégermeister das
Weidemesser herausgezogen, so nehmen die dabei herumstehenden Jéger ihr Hifthdrner
und blasen. Bei dem ersten Streiche spricht der Oberjdgermeister mit wohllautender

Stimme: Jo ho! das ist vor meinen gnidigsten Fiirsten und Herrn; bei dem andern: Jo
ho! das ist vor Ritter, Reiter und Knecht; bei dem dritten: Jo ho! das ist das edle

¢ Encyclopaedia Britannica Macropedia, 1982 ed., s.v. “Hunting, Sport”
7 For more on the first custom see Walter Frevert, Das jagdliche Brauchtum: Jégersprache, Bruchzeichen,
Jagdsignale und sonstige Jagdbrduche, 12th, rev. ed. (Hamburg: Verlag Paul Parey, 1995), 72-73.
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Jagerrecht. Darauf die Jiger mit einem Waldgeschrei beendiget. Derselbe aber, welcher
das Weidmesser emfangen, muB sich alsdenn mit einem Reverence bedanken.®

[The pine boughs are removed from the worthiest of the huntable stags, and he who is to
be the recipient of the hunting knife lies across it and meanwhile sets aside his weapons.
This ceremony differs from court to court; in some places, the attending cavaliers and
hunters must pull out their hunting knives only slightly, and when one or another
overlooks this, he too is given the hunting knife. At other courts the unsheathing of the
hunting knives does not occur. But what is customary everywhere, is that he who has
committed the offence, must lift his tunic over his backside, and receive on the exposed
breeches, three blows [with the broadside of the hunting knife]. As the hunting master
takes out his hunting knife, the attending hunters take their horns and play. With the first
blow, the hunting master recites in a clear voice: Yo ho! that is for my merciful and
gracious prince and master; with the second: Yo, ho! that is for knight, cavalryman, and
valet; with the third: Yo ho! that is for the noble right to hunt. Thereupon, the hunters
conclude with a hunting cry. However, he who received the hunting knife must thank the
others reverently.]

Because of the complexities of the hunt, a nobleman was often obliged to employ
professional huntsmen who could assist him in the organization of the hunt and the
details of its daily upkeep. Those wishing to become professional hunters were required
to undergo a three-year apprenticeship. The apprentice, in the first year, was referred to
as a Hundejunge and his duties involved caring for and feeding the dogs, particularly the
bloodhounds. In his second year he was called a Lehrbursche and given the privilege of
carrying the hunting horn. At this point his sponsor (the Lehrherrn or Lehrprinz) would
begin instructing him in the customs of the hunt so that he would become hirschgerecht.
An apprentice was also expected to be knowledgeable about forestry (holzgerecht), the
training and control of the dogs (hundgerecht), and the use of firearms (schief3gerecht).

In his third and final year he was referred to as a Jdgerbursche. When his training was

complete, the apprentice underwent an examination or test and was questioned by the

8 Heinrich Wilhelm Débels, Erdffnete Jiger-Practica, Oder Der wohlgeiibte und Erfahrne Jiger (Leipzig:
Heinsius, 1746; reprint, Neudamm : J. Neumann,1913), 240-41.
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hunting master. If he demonstrated the requisite knowledge and skill, the hunting knife
(Hirschfinger) was ceremonially presented to him while the other hunters sounded their
horns. Afterward, they wished him luck, and accepted him as an equal.’ Significantly,
this ceremony often marked the entrance of a young male into adulthood. As in the
initiation rites of Ancient Greece, the demonstration of proficient hunting skills indicated

symbolically that an individual was ready to participate fully in society.

THE PROCEDURES OF THE HUNT

The courtly hunter had a number of different of methods at his disposal, and could
choose between several depending on the animal he was hunting and the season. Still,
certain methods were more common than others, and two in particular, the chasse
parforce and the Treibjagd, or chasse en battue, were especially prominent. Both
required elaborate organization and the full cooperation of all participants, making them
ideal as social events. Since they appear frequently in nineteenth-century literature and

opera, an understanding of the procedures of both will be helpful.

The chasse a courre or chasse parforce.

The most popular and elaborate of all hunting procedures was the mounted hunt

“by force” as opposed to with weapons. A single animal, chosen carefully beforehand,

was chased using only a pack of hounds. The aim was to remain in pursuit without

® Frevert, Das jagdliche Brauchtum: Jéigersprache, Bruchzeichen, Jagdsignale und sonstige Jagdbrduche,
18-19.
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loosing the quarry, and to continue pursuing it until the animal was completely
exhausted, a process that could take several hours. The following description refers to
the stag, the preferred animal in this type of hunt. Because of the speed with which it
fled, its generally shy nature, and its skill in eluding the hounds, the stag offered the
greatest challenge to the huntsman, and therefore offered the best opportunity for him to
demonstrate his skill.

Preparations for the chasse & courre began on the day preceding a hunt with one
or more huntsmen questing for a suitable stag. Each would be accompanied by a limier, a
scenting hound that had been trained not to bark. If a hunter found a warrantable stag,
that is, one at least five years old with ten points on its antlers, he would follow it to its
lair and mark the area by placing branches in certain positions. This would assist him in
re-locating the path when he returned with the company, and establish his priority over
other hunters by showing that he had already quested in that area. Afterward, the hunters
reported back to the chief huntsman with a description of any animal they had seen and a
sample of its fumees or droppings. An experienced hunter could tell much about a stag
from the shape, size, and consistency of its droppings, and they were therefore valuable
in determining whether or not a stag was chaseable. Afier considering the reports, the
chief hunter would choose the animal he felt had the greatest merit. The next morning
the hounds would be led to its lair to seek a fresh scent, and as soon as this was found, the
chase commenced. From this point onward, the hunt was a matter of strategy. The
hunters attempted to remain in pursuit of the stag, calling on a fresh pack of hounds,
known as a relais, if necessary. Part of the strategy in fact, was the ability to anticipate

what course the hunt might take and knowing where best to station the relais. The stag,
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for its part, attempted to elude the hunters by doubling back on its tracks and then
jumping into the woods, by taking cover in thick undergrowth where access was difficult,
by taking to an open field where it could possibly outrun the hounds, or by taking to
water in an attempt to cool itself and hide its scent. When the stag reached the point of
exhaustion, it did one of two things. It turned to face the hounds, defending itself with its
antlers, or dropped to the ground in defeat. In both cases the hounds held the stag at bay
until a hunter could arrive and deliver the coup de grace with his hunting knife. This was
done either by piercing the stag between the horns and neck to sever the spinal cord, or
by plunging the knife through to the heart from behind the shoulder.

Once the stag had been killed, it was “undone” (cut open), “fleaned” (skinned),
and “broken” (cut up), a ritual performed according to carefully observed rules.
Afterward, the hounds were rewarded by being allowed to feast on the carcass in a
ceremony known as the curée. This stage was accompanied by hunting cries and fanfares

that often re-enacted the hunt through the music.

La chasse a tir and chasse en battue or Treibjagd.

A procedure that was particularly popular at German courts in the eighteenth
century involved the use of beaters who made noise by hitting sticks together, on trees, or
with rattles and drums, to drive animals through the forest toward hunters waiting at a
pre-determined area. The beaters, typically, formed two wings or Fliigel, led on either

side by a Fliigelmeister who communicated with his counterpart and the others in the
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group by playing signals on a semi-circular hunting horn.' In la chasse a tir, the animals
were driven beforehand into a holding area and later released into an enclosed area where
they were shot at, or driven into netted pathways that funneled them toward the waiting
hunters. Unlike the chasse a courre in which a single animal was pursued, the carnage,
in the hunts using these procedures, was immense and indiscriminate. Any animal was
considered fair game and the shooting continued until none remained alive.

An elaborate chasse a tir was organized at the Congress of Vienna in 1814 for the
pleasure of the visiting heads of state. One of the observers, Auguste Louis Charles,
Comte de La Garde-Chambonas, describes vividly this event in his Fétes et souvenirs du
Congreés de Vienne, 1814-1815. His eye-witness account is a valuable record of how this
type of hunt was carried out in the nineteenth century, and cited here as an example of it.
After describing the falcon hunt that served as the prelude to the main event, La Garde-
Chambonas continues as follows:

Le signal du départ est de nouveau donné : la foule des chasseurs et des spectateurs se
dirige vers une autre partie du parc. Sur une large pelouse entourée de bois, est une vaste
aréne, préparée pour les tirés. Derriére, s’éléve un amphithéatre circulaire qui doit
contenir les spectateurs invités par la cour. Les souverains et les hauts personnages
auxquels ’honneur de la chasse est destiné, se placent de distance en distance : chacun
d’eux est accompagné de quatre pages qui doivent charger les armes, pour éviter a ces
illustres chasseurs méme 1’apparence de la fatigue. A coté des pages, sont des piqueurs
armés de lances, servant de sauvegardes contre toute espéces de danger.

Les battues générales avaient eu lieu dés la veille. Sur 1’ordre de I’impératrice, les
batteurs se rapprochent tous a la fois, et, au méme instant, on voit déboucher, par toutes
les issues du bois, une quantité innombrable de sangliers, de cerfs, de liévres et de gibier

de toute espéce, qui, en quelques instants, sont battus par le plomb privilégié, aux grands
applaudissements des spectateurs.

19 1t was from this instrument that the military Fliigelhorn or bugle was developed. See Anthony Baines,
Brass Instruments: Their History and Development (London: Faber and Faber, 1976; reprint, Dover:
Mineola N.Y., 1993), 173-74.
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Mes amis et moi nous étions placés a peu de distance de I’impératrice d’ Autriche,
qui, tirant avec un mousquet seulement chargé 4 balle, et choisissant toujours pour les
liévres ou quelque menu gibier, ne manquait presque jamais de 1’atteindre.

Enfin ce feu de file, ou plutét cette espéce de carnage, ne cessa que lorsque le
nombre des animaux tués monta a plusieurs mille. Les fanfares des cors mélées a la voix
des batteurs, aux aboiements des chiens, firent de nouveau retentir la forét. La terre était
jonchée de gibier : le sang ruisselait. En vérité, aprés la noble lutte dont nous venions
d’étre témoins, il était difficile de ne pas avouer que les amusements de nos peres étaient
bien supérieurs aux nétres."!

[The signal for a new start was given: the entire mass of hunters and onlookers were
directed to another part of the park. On an immense lawn surrounded by trees, a vast
arena had been arranged for the shooting. Behind was a circular amphitheater for the
audience members who had been invited by the court. The royalty and high nobility, in
whose honour this hunt was organized, arranged themselves in between. Each was
accompanied by four pages whose duty it was to keep the guns loaded in order to spare
these lofty huntsmen any fatigue. Beside the pages stood professional huntsmen, armed
with lances in order to avert any danger.

The general beating had taken place on the previous day. On an order from the
Empress the circle of beaters drew in, and at the same moment from all outlets of the
wood there emerged a countless mass of wild boars, stags, hares, and other game of all
types that would soon, through the bullets of the high nobility, be slaughtered to the
enthusiastic applause of the audience.

My friends and I were in close proximity to the Empress of Austria who, using
only a musket, loaded with ball, aimed exclusively for hares and other small game and
almost never missed.

This file-firing, or rather this kind of slaughter, only ceased when the number of
animals killed had mounted to the thousands. The sounds of the horns, mixed with the
voices of the beaters and the barking of the dogs rang out anew from the forest. The
ground was littered with game: the blood was flowing in streams. Truly, after the noble
struggle we had just witnessed, it became difficult not to admit that the amusements of
our fathers were superior to our own.]”

Afterward, a ball was organized with music provided by Bohemian wind players. In the

intervals, huntsmen, placed on a tower overlooking the castle, played hunting tunes that

' Auguste Louis Charles La Garde-Chambonas, Comte de, Fétes et souvenirs du Congrés de Vienne:
tableaux des salons, scénes anecdotiques et portraits, 1814-1815 (Paris: Librairie Historique et Militaire
Henri Vivien, 1901), 103-04.

12 English translation (modified) in: Auguste Louis Charles La Garde-Chambonas, Comte de, Anecdotal
Recollections of the Congress of Vienna, trans. Albert Vandam (London: Chapman and Hall, Limited,
1902), 111-12.
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gave the impression, according to La Garde-Charbonas, of “an echo coming from the
skies”."?

The author’s final remark, that “the amusements of our fathers were superior to
our own”, is probably not so much a comment on how the hunt had changed from earlier
times, but rather indicative of a Frenchman’s aversion to this German style of hunting. In
fact, his forefathers practiced exactly this type of hunt. Louis XVI, in his journal des
chasses (hunting journal), noted meticulously the details of his hunts. His entries for
1775, for example, indicate that he hunted on 189 days, pursuing 74 stags, 27 deer, and
14 wild boars in the chasse a courre, organizing 76 tirés (26 of which were for deer
exclusively), 4 battues, and 1 bird hunt." The firé and the battue in particular continued
to be practiced throughout the nineteenth century both in France and Germany. A

strikingly authentic example of a battue that, significantly, also shows the hunt as a

diversion for the upper classes, can be seen in Jean Renoir’s 1939 film, La Régle du jeu.

THE HUNT AND EUROPEAN IDENTITY

The hunt played an integral role in European society and was interwoven with
European history and literature to such an extent that, inevitably, the activity and its
imagery also provided the means of defining European identity. Saints’ legends, biblical
texts, Classical mythology, and folklore are laden with hunting references. Many

European heroes, both real and fictional, were proficient and enthusiastic hunters,

13 La Garde-Chambonas, Fétes et souvenirs du Congrés de Vienne: tableaux des salons, scénes
anecdotiques et portraits, 1814-1815, 105.
14 Salvadori, La chasse sous I'Ancien Régime, 203.



20

including Arthur, Tristan, Roland, Charlemagne and Siegfried. Moreover, several of the
pivotal events in European culture were associated with the activity. Arthur, in Malory’s
Le Morte Darthur (1469-70), spurs his horse so severely while chasing a great hart that
the horse collapses beneath him. While a yeoman fetches a new mount, Arthur, lost in
thought, has a vision of a strange beast. As Joseph Campbell points out, this vision
marks the beginning of the mysteries associated with the Quest of the Holy Grail."”
Aeneas, in Virgil’s Aeneid (29-19 B.C.), is temporarily waylaid from his quest to establish
Rome when he falls in love with Dido during a royal hunt. Roland, in La Chanson de
Roland (tenth century) is defined by hunting imagery, notably through his horn, and
appears symbolically in Charlemagne’s dreams as a greyhound that gives chase to the
leopard and bear that attack the king.

Even more significant was the role played by the hunt in the formation of the
public image that members of the nobility constructed for themselves. In the seventeenth
and eighteenth centuries, for example, ceremonial hunts were staged to mark important
events, including weddings, births, baptisms, coronations, and state visits. This was
particularly true at the Dresden court where the hunt was part of a long tradition and the
electors held the hereditary title of “Lord High Masters of the Chasse for the Holy Roman
Empire”. The hunt itself could commemorate the event, as in the baptism of Johann
Georg I’s son in 1614 which was celebrated with a water hunt on the Elbe river, a bear

hunt in the Altmarkt and a shooting festival.'® Alternatively, the imagery of the hunt was

15 Joseph Campbell, The Hero with a Thousand Faces, 2nd ed. (Princeton: Princeton University Press,
1968), 53. See also Marcelle Thiébaux, The Stag of Love: The Chase in Medieval Literature (Ithaca:
Cornell University Press, 1974), 18-19.

16 Irmgard Becker-Glauch, Die Bedeutung der Musik fiir die Dresdener Hoffeste bis in die Zeit Augusts des
Starken (Kassel: Bérenreiter-Verlag, 1951), 56-57.
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evoked to commemorate symbolically the event. This was the case in the courtship and
marriage of the Electoral Prince Friedrich August II of Dresden to the Hapsburg Princess,
Maria Josepha of Austria. Frequent allegorical references were made to Diana, the
goddess of the hunt, and upon the arrival of Maria Josepha as Electoral Princess in 1719,
a serenata by Johann David Heinichen titled Diana sull’Elba (serenata fatta sull’Elba)
crowned a festival in honour of the goddess."”

Since access to good hunting was a serious consideration in determining the
location of a nobleman’s court, the hunt was also a deciding factor that influenced where
and how a nobleman would live. Castles such as those at Amboise, Chambord,
Compiégne, Saint-Germain and Fontainebleau were all built in close proximity to forests
with good hunting possibilities. Originally this was necessary for the supply of food, but
these castles were also favoured because of the ease with which the inhabitants could
participate in their favourite activity.® Many members of the nobility possessed hunting
lodges to which they could go to hunt, and these, increasingly, also became their main
seats of power. The best-known example is Versailles. Originally a modest hunting
lodge constructed by Louis XIII in 1624, it was transformed by Louis XIV into a
magnificent residence and set the standard for hunting castles across Europe. It was
imitated by, among others, Count Franz Anton Sporck from Lissa in Bohemia (now
Leszno, Poland) and the Esterhdzy family outside of Vienna. Still, despite the excellent
hunting at Versailles, the entire royal entourage moved to various seasonal hunting

chiteaux at different times of the year in order to alleviate the strain of extensive hunting

'7 Janice B. Stockigt, Jan Dismas Zelenka: A Bohemian Musician at the Court of Dresden (Oxford: Oxford
University Press, 2000), 48.

18 Sophie Schneebalg-Perelman, Les Chasses de Maximilien: Les énigmes d'un chef-d'oeuvre de la
tapisserie (Brussels: Les éditions de Chabassol, 1982), 17. ’
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in one place: Saint-Germain in winter, Versailles in early spring, Rambouillet in mid-
May until the end of June, Compiégne in July and August, Forét de Sénard in September,
Fontainebleau in autumn and Versailles-Marly from mid-November until end of
December."®

Naturally, the hunt also had a strong presence in the interior décor of the
nobleman’s residence. Large halls were decorated with antlers and other trophies to
demonstrate the prowess of the owner, and the hunting motif appeared in the tapestries
that graced its walls. Among the most impressive and beautiful of Renaissance tapestries
are the twelve individual pieces (one for each month) that comprise Les Chasses de
Moaximilien (1530-1540), a set commissioned by Charles V as a gift to Francgois I.
Subsequent owners included the Emperor Maximilian II, the Dukes of Guise, and Louis
XIV, who acquired them in 1661 and placed them on display in the Garde-Meuble. Even
today they continue to attract attention in their current home, a special wing of the
Louvre.”

Painters, too, made use of the hunting motif. A number of artists in Rubens’s
circle favoured depictions of the game, hounds, or scenes showing the hounds attacking
without any human presence.” Other painters depicted the hunt in progress, or, more
commonly, a static moment that allowed the participants to be seen more clearly. Still, it
was in the genre of portraiture that the motif was used most strikingly. Men were painted

in hunting dress and women depicted as the goddess Diana in hunting garb, complete

¥ Pinguet, "La Vénerie et sa Musique," 90.

20 Arnout Balis et al., Les Chasses de Maximilien, Musée du Louvre département des Objets d'art (Paris:
Réunion des Musées Nationaux, 1993); Schneebalg-Perelman, Les Chasses de Maximilien: Les énigmes
d'un chef-d'oeuvre de la tapisserie. On the influence of the hunt in the interior decoration of castles in the
seventeenth and eighteenth centuries, see Salvadori, La chasse sous I'Ancien Régime, 229-33.

2! For example, the oil painting Chasse en cerf from the studio of Paul de Vos (1596-1678).
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with the tell-tale crescent moon on their foreheads.”? These portraits, often a significant
vehicle for the public image members of the nobility constructed for themselves, clearly
identified the subject with the hunt.

Whether one hunted or not, the hunting identity was a desirable one for a
nobleman to assume. At the very least he was required to look the part, and to achieve
this effect he would go to great lengths. The size and splendour of a nobleman’s hunting
retinue was an indicator of his wealth, and he took every opportunity to display the
opulence of his hunt in public. Indeed, many courtly hunts were deliberately elaborate in
order to accomplish this goal. The expense of the hunt, as well as the high priority
accorded to it, is apparent in the following remarks made by Charles Burney in 1775:
The most shining parts of a German court, are usually its military, its music, and its hunt.
In this last article the expense is generally enormous; immense forests and parks, set apart
for a prince’s amusement, at the expense of agriculture, commerce, and indeed, the
necessities of life, keep vast tracts of land uncultivated, and his subjects in beggary. >

The nobility, until the end of the eighteenth century, asserted firm control over
who had access to the hunting identity by carefully regulating who could participate in
the activity itself. This created understandable tensions, and the issue of hunting rights
was significant in both the French Revolution in 1789 and the German ones in 1848-49.
The lower classes eventually gained the right to hunt over the course of the nineteenth

century, and as this happened they identified themselves through the activity just as

2 A stunning example is Gabrielle d'Estrée en Diane by Ambroise Dubois (1543-1614).

3 Charles Burney, The Present State of Music in Germany, the Netherlands, and the United Provinces, 2
vols. (London: Printed for T. Becket, Strand; J. Robson; G. Robinson, 1775; reprint, New York: Broude
Brothers, 1969), 1:104-05.
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strongly as had the nobility before them. Still, the privilege of sharing in this identity was
not gained easily.

Hunting, originally, was an unrestricted activity. The forests were free and
everyone had an equal right to hunt and kill animals. As the hunt became an activity
practiced for enjoyment rather than for survival, the issue arose of who could hunt where,
and hunting soon became a privilege of land ownership. There were still, in the Middle
Ages, large forest areas that did not belong to anyone, but as early as Charlemagne’s rule
(768-814), these, increasingly, were designated as areas in which all usage, including the
hunt, was reserved for the king. At the end of the fifteenth century a ruler could only
claim hunting rights in these designated forests and on his own land, but with the
strengthening of sovereignty in the sixteenth century, the hunt became an exclusive
prerogative of the nobility. Citing old Roman laws restricting the hunt to property
ownership, the sovereign, as ultimate land owner, assumed exclusive hunting privileges
everywhere in his domain. This right was shared in principle with upper nobility, and
special privileges were granted occasionally to the lower nobility as well. The right to
hunt could also be accorded to the simple bourgeoisie, but this occurred only rarely.

Infractions of hunting laws were punished with severity. An edict of Henry IV in
1601 threatened the death sentence to any offender caught twice poaching large game in
the royal forests. Although Louis XIV removed the sentence of death in 1669, he left
standing a number of other severe punishments so that poaching remained a serious
crime. Moreover, the preservation of excellent hunting conditions took precedent over
almost all other considerations. Despite an over-abundance of game in the forests around

Paris, the territories were divided into small regions in which a hierarchy of officers held
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jurisdiction. It was their job to ensure good conditions, and these were achieved at the
expense of the farmers who were prohibited from killing any game, disturbing any nests,
or erecting any fences that might inhibit the hunt.?*

In France, these conditions remained unchanged until the Revolution. In its
immediate aftermath, on 11 August 1789, a decree was issued according the right to hunt
to all citizens. This, however, was found to be too encompassing, and a number of
smaller decrees were issued limiting it. Finally, with the establishment in 1844 of
designated hunting seasons and hunting permits, a reasonable solution was found. The
situation in Germany changed much more gradually. Several areas adopted the French
hunting laws, or at least attempted compromise, but hunting rights remained an issue
until the middle of the nineteenth century.?

The nineteenth century saw the rise of the amateur huntsman. Although middle-
class hunters seldom had the means to organize the large-scale courtly hunts of previous
centuries, they nevertheless embraced the activity with enthusiasm, often with
devastating effects on animal populations. As Adam Schwappach noted in 1892, many
of the larger animals, including wolves, bears, and lynx, were hunted to the point of
extinction or disappeared altogether from central Europe.?® But although amateur hunters
did not, or could not, use the old techniques, they were nonetheless conscious of tradition.

“Hunters”, wrote Ulrich Wendt in 1908:

2 Grand Dictionaire Universel du XIX® Siécle, 1865 ed., s.v. “Chasse”, 1049-1050.

2 Other sources of information on hunting rights and legislation include: Gerald Kohl, Jagd und
Revolution. Das Jagdrecht in den Jahren 1848 und 1849 (Frankfurt am Main: Peter Lang, 1993); Adam
Schwappach, Grundrif der Forst- und Jagdgeschichte Deutschlands, 2nd rev. ed. (Berlin: Julius Springer,
1892), 173-74; Ulrich Wendt, Kwltur und Jagd. Ein Birschgang durch die Geschichte, vol. 2: Die neuere
Zeit (Berlin: Druck und Verlag von Georg Reimer, 1908).

2 Schwappach, Grundrify der Forst- und Jagdgeschichte Deutschlands, 175.
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fiihlten sich als die Triger der verklungenen Herrlichkeiten, sie haben ein tiefes Gemiit,
enthusiastische Fihigkeiten, sie sind patriotisch, dreist und gottesfiirchtig, kein schlechten
Elemente; sie bilden eine Gruppe, deren Lebenslust und Lebenskraft ein Faktor ist in dem
sittlichen Werdegang des Volkes.

[felt themselves to be the carriers of faded splendour: they have a serious disposition,
enthusiastic capabilities, they are patriotic, bold, and God fearing, [have] no bad qualities;
they form a group in which love of life and vitality are a factor in the moral development
of the people.]

One of the ways in which the hunting traditions were kept alive in the nineteenth
century was through hunting societies. Members discussed history and techniques, sang
hunting songs, and cultivated the proper use of hunting vocabulary. More than just a link
with the past, these societies allowed members to participate in the hunting identity, and
this was strengthened through the communal activities of singing and story telling. Asa
result, tales, legends, poems, and songs about hunting became extremely popular and
were widely anthologized, both in general collections and in those dedicated solely to
hunting lore. The interest in the hunt also led to the publication of instructional hunting
manuals which often appeared in multiple editions, hunting journals,” or collections such
as Heinrich Laube’s Jagdbrevier (1841) containing thoughts, descriptions, verses and

song texts that were set down by the author during quiet contemplation in hunting huts,

forests, and fields.”

27 Wendt, Kultur und Jagd. Ein Birschgang durch die Geschichte, 370.

3 Fifty-six new hunting journals appeared in Germany alone between 1838 and 1940. See Dr. Miiller-
Using and Friedrich K. Wemer, "Jagd in Litertur und Kunst: Die Jagd in Schriftum und Dichtkunst," in
Wild und Weidwerk der Welt (Herbert St. Fiirlingen, Vienna: Marathon-Edition, 1955), 676-77.

¥ Heinrich Laube, Jagdbrevier (Leipzig: Georg Wigand's Verlag, 1841), 11. “Es ist eine Sammlung
einzelner Gedanken, Schilderungen, Verse und Liedersetzen, die ich auf Jagdhéusern, auf stillen Wald- und
Feldplitzen niedergeschrieben habe, meist alte Waare, welche jetzt ein Wenig ausgeklopft, abgestaubt und
ausgeputzt worden ist fiir Jiger, das heift fir alle diejenigen Méanner, welche der Jagd ganz angehdren oder
einmal angehort haben.*
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The enthusiasm for the hunt extended to the hunting horn as well. Numerous
hunting-horn tutors were written in which basic instruction on how to play the instrument
was provided along with the standard repertoire of horn calls.*®* Many also included
ensemble pieces that could be played outside of the hunt. Some societies, such as the
Wiener Waldhom Verein (the Vienna Hunting-horn Society), were dedicated solely to
horn playing. The Mass in honour of St. Hubert, the patron saint of huntsmen, is also a
part of this tradition. Beginning in the eighteenth century, huntsmen observed the feast
day of St. Hubert by sounding their homs in the Gloria of the mass.” In the nineteenth
century, however, the entire mass was arranged for, and performed on, hunting horns, and
this day was marked as a special occasion for celebration.*

Significantly, the demographic shift that saw the hunt become a middle-class
activity in the nineteenth century corresponded to the emergence of the bourgeoisie as a
substantial market for concert productions and music publications. In response to this
shift, countless pieces in the hunting style appeared throughout the century, especially in
forms that appealed to the middle class, including salon music and short character pieces
for the piano.* There was also an impact in the genre of opera. Whereas the operas of
the seventeenth and eighteenth centuries, particularly those containing the hunting motif,
appealed mostly to the upper classes, the operas of the nineteenth century appealed

increasingly to the middle class. This accounts, in part, for the undeniable popularity of

3 A list of mostly French hunting-horn tutors published in the nineteenth century can be found in Boursier
de la Roche, ed., Les Plus Belles Fanfares de Chasse, 58-75.

3! Inge Forst, "Eine unbekannte Jagdmusik aus dem 18. Jahrhundert: die Missa Sancti Huberti (1756) des
Bonner Hofmusikers Johann Ries (1723-1784)," Kirchenmusikalisches Jahrbuch 73 (1989): 36.

3 For a discussion of the traditions of the St. Hubert Mass, see Josef Péschl, Jagdmusik: Kontinuitdt und
Entwicklung in der européischen Geschichte (Tutzing: Hans Schneider, 1997), 165-77.

33 The extent to which pieces in these forms appeared throughout the nineteenth century can be gleaned
from the works discussed or listed in Alexander Ringer, "The Chasse: Historical and Analytical
Bibliography of a Musical Genre" (Ph.D. diss., Columbia University, 1951).



28

operatic huntsmen’s choruses, many of which imitated the hunting songs sung by
amateur societies. It also allowed the hunter in opera to serve as a figure who was
recognizable to contemporary audiences, and often as one with whom they could clearly

identify.



CHAPTER 2

The Music of the Hunt, the Hunt in Music .

The sound of the hunt was, at all times, one of the activity’s most distinctive and
recognizable features. Hunting calls and cries played an essential role in the hunt itself,
yet, as sonic phenomena, they also provided composers with a rich source of material.
Many composers of art music were drawn to the hunt, and stylized musical
representations date back to at least as early as Claude Jannequin’s La chasse: Gentilz
veneurs (1528), a chanson that depicts strikingly and realistically an entire day of
hunting.! Furthermore, patrons of composers, in many cases hunting enthusiasts
themselves, were undoubtedly pleased to be reminded of a favourite pastime and
encouraged composers to write music that depicted or referred to it. In the resulting body
of music, a number of compositional gestures became codified, so that eventually a
recognizable and clearly defined hunting style emerged and was used consistently by
composers.

This chapter provides an introduction to the hunting style. A brief overview
explaining how and why music was used in the hunt allows for a better understanding of
the origins of the style and of its eventual emergence in formalized musical composition.
The style itself is broken down into the individual gestures that comprise it, each of

which is explained singly. An awareness of these gestures facilitates recognition of the

! This work is discussed in Josef Pdschl, Jagdmusik: Kontinuitdt und Entwicklung in der europdischen
Geschichte (Tutzing: Hans Schneider, 1997), 61-63; Alexander Ringer, "The Chasse: Historical and
Analytical Bibliography of a Musical Genre" (Ph.D. diss., Columbia University, 1951), 51-69.
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hunting style in the operas that are the subject of this study.

THE MUSIC OF THE HUNT

The courtly European hunt was an activity requiring the coordination of large
numbers of men and hounds over vast distances of dense forest. It therefore necessitated
a means of communication. A system was devised using hunting calls and signals to
convey specific information to all participants. The earliest hunting calls were simply
rhythmic shouts, called huées. These, eventually, were also played on horns so that they
could be heard over greater distances. It is unclear when hunters began using calls and
shouts in the hunt, but according to Kurt Taut, there are references to their use at
Charlemagne’s court in the eighth and ninth centuries.> By the time the first European
treatises began to appear around the end of the thirteenth century, the practice was
already well established. All of these treatises refer to the hunting signals and describe
them as an essential part of the hunt.

The calls themselves can be divided into four basic categories based on function.
The first category, Fanfares d’Animaux, consists of fanfares that identify and pay tribute
to the quarry. There is one for each animal and several for the stag depending on its age
and the number of points on its antlers. The second category, Maitres et Lieux, consists
of special fanfares commemorating important people or events. Although the fanfares in
these first categories are not essential to the progress of the hunt itself, they contribute to

its sense of ceremony and are often highly elaborate. The fanfares in the third category,

2 Kurt Taut, Die Anfing der Jagdmusik (Leipzig: n.p., 1927), 25-26.
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Fanfares de Circonstances, convey specific information about the progress of the hunt.
As Daniel Bourgue explains: “Every episode [of the hunt] is sounded in a very precise
manner so as to indicate thé animal’s direction and changes of position. By listening to
the horn, someone who knows can tell whether the animal is lame, whether it is
swimming across a pond or leaving one, whether it is on open ground or in the forest™.’
The fourth category, Les Tons pour Chiens, consists of calls used to encourage the
hounds. Hounds, as they work out a scent, have a natural tendency to scatter. The only
way they can be kept together is by calls which they recognize, or by hunting music with
which they are familiar. The hunter uses both his voice and the horn, improvising a
musical style appropriate to the specific situation.’

The hunting calls also had a practical function in the hunt. A lost huntsman could
announce his situation with a blast on his horn to bring an answering note and assistance
from his companions. Or, if he were out of sight of the others but happened to see the
quarry, he could sound the appropriate call on his horn to bring the pack in line. On
returning home, the hunters sounded their horns intermittently to celebrate the successful
outcome of the hunt, to prepare the inhabitants of the castle for the hunters’ return, and to
call home any huntsmen who had ranged too far afield. Hunting calls also provided a
means of training and disciplining the hounds, particularly during the “breaking” (carving
up) of the animal. At two specific moments during this process “the mort [the call

announcing that the quarry had been taken successfully] was blown, the hunters hallooed,

3 Daniel Bourgue, "La trompe de chasse, histoire, technique musicale," Brass Bulletin 39 (1982): 34.
4 For a more detailed discussion of these four categories of hunting calls and fanfares, see Bernard
Bertrand, Manuel du Sonneur (Orléans: Fédération Internationale des Trompes de France, 2000), 81-83.
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and the hounds, having previously been made to keep silence, were encouraged to bay.
After the baying had lasted long enough in the opinion of the chief huntsman, the hounds
were allowed a dole of meat”. Observing this convention not only rewarded the hounds
for successfully running down their quarry, it taught them to recognize the notes of the
horn and the voice of the huntsman. “If they were made to keep silence until they heard a
particular blast and a well-known voice, and afterwards rewarded for baying, an essential
part of their training had been given”.?

Until the sixteenth century, the hunting horn was typically a small, crescent-
shaped instrument that was made from an animal horn, hollowed out pieces of wood,
leather, or later, metal (Figure 1). In France it was known as a corne, and its signals were
called cornures. Probably because this horn, due to its size and shape, could only
produce one or two different pitches, the cornures were distinguished by their rhythm.
Each was constructed from patterns of long and short notes similar to Morse code. In the
earliest treatises, the manner of blowing the calls is described in the text. Gaston Phébus,
for example, in his hunting book of 1387, instructs the huntsman to inform the others that
the animal has been taken successfully by playing:
un long mot premierement. & puiz courz moz tant cdme lui plaira lun apres lautre. Etla

dautres cors les uns doivent repondre aux autres. Et en la fin corner deux longs moz lun
apres lautre. °

5 Henry L. Savage, "Hunting in the Middle Ages," Speculum 8 (1933): 39.

8 This call is described in Gaston’s chapter 26 which explains how one must huer and corner. An abridged
translation is provided in Wilhelm Schlag, "Summary and Commentary to the Hunting Book," in The
Hunting Book of Gaston Phébus: Manuscrit frangais 616 Paris, Bibliothéque nationale (London: Harvey
Miller Publishers, 1998), 40.
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[first a long note. And then as many short notes as you would like, one after the other.
And some of the other horns should respond to the others. And finally, play two long
notes, one after the other.]

The earliest examples of notated hunting calls appear in Hardouin’s Le Trésor de la
Vénerie (1394). Each of the fifteen calls conveyed in this treatise is accompanied by an
illustration in which the situation described by the call is depicted. The call is notated
along the top using white and black boxes to represent short and long notes (Figure 1).

Figure 1 Hardouin, Le Trésor de la Vénerie (1394); Cornure de l’aide (call for
assistance)®

" For a more detailed discussion of the hunting calls in the Medieval treatises, see Jean des Airelles, "Etude
sur les Cornures," in Les Plus Belles Fanfares de Chasse, ed. M. Boursier de la Roche (Paris: Librarie
Cynégétique, 1930); Francis Pinguet, "La Vénerie et sa Musique," La Revue Musicale 310-311 (1978): 75-
84; Taut, Die Anféiing der Jagdmusik, 60-122.

& All eighteen of Harouin’s illustrations are reproduced in: Airelles, "Etude sur les Cornures," 13-31.
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A number of changes were introduced in the hunt during the sixteenth century.
Experiments with breeding resulted in faster hounds, more and more participants were
mounted on horseback, and the stag hunt assumed a place of greater importance than
before. As a result, the hunt took place over larger distances, necessitating a horn with
increased carrying power. A solution was found by adding length to the instrument. A
longer horn had two benefits: it would have more resonance, and it would allow the calls
to be played on higher, more penetrating, partials. One of the earliest attempts at
lengthening the horn can be seen in Jacques du Fouilloux’s 1561 treatise, La Vénerie.
The huntsmen, in the illustrations, carry a horn that is slightly longer than the traditional
corne, with an added loop in the middle (Figure 2).

Figure 2 Du Fouilloux, La Vénerie (1561); Ch. 43, “Comme il faut tuer le cerf

quand il sera aux abboiz, et de ce qu’il faut faire” (How to kill a hart when he is at bay,
and what is then to be done). The horn can be seen at the hunter’s side.
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Several types of hunting horn, including the one pictured in du Fouilloux’s
treatise, are shown in Marin Mersenne’s Harmonie Universelle of 1636 (Figure 3).
Among them is the tightly wound cor & plusiers tours (horn of many turns). This horn
was used at the court of the French King Henri IV around 1600, but failed to achieve
widespread use, probably because it was too heavy and unwieldy to be carried by a
hunter on horseback.

Figure 3 Mersenne, Harmonie Universelle (1636); “Livre Cinquiesme: des
Instrumens a vents. Proposition X, Expliquer toutes sortes de Trompes & de Cors, &
particulierement ceux qui servent a la Chasse” (Book Five: Wind Instruments.
Proposition X, An explanation of all sorts of trumpets and horns, and particularly those

that are used in the hunt). (1) Cor a plusieurs tours, (2) Trompete, (3) Le Huchet, (4)
Cornet de Poste, (5) Grand Cor.
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Eventually a design was found in which the long conical tube of the cor a plusiers
tours was shaped in such a way that it could be transported easily by a hunter on
horseback. Instead of being wound tightly, as was the case with the cor a plusiers tours,
the instrument was formed in the shape of a hoop so that it could be worn around the
body (Figure 4). Known as the trompe de chasse, this instrument was adopted as the
standard hunting horn at the court of Louis XIV around 1680 and spread quickly to other
parts of Europe. William Bull, one of “His majesty’s Trumpeters-in-Ordinary and
Trumpet-maker” offered “French Horns” for sale in England as early as 1681, ° and a
visiting Bohemian Count, Franz Anton von Sporck, became enamoured when he heard
these horns while visiting Paris in 1680. He left behind two of his valets to learn how to
play the instrument so that, upon their return to Bohemia, they could teach it to others at
his court. Sporck is thus credited with introducing the trompe de chasse, or Parforcehorn
as it was known in German, to Bohemia and which led, eventually, to its dissemination

throughout eastern Europe.'®

® Horace Fitzpatrick, The Horn and Horn-Playing and the Austro-Bohemian tradition from 1680-1830
(London: Oxford University Press, 1970), 7; Wemer Flachs, Das Jagdhorn: seine Geschichte von der
Steinzeit bis zur Gegenwart (Zug, Switzerland: Kalt-Zehnder, 1994), 116.

10 Sporck’s role in disseminating the homn to eastern Europe is well documented. The standard account is in
Fitzpatrick, The Horn and Horn-Playing and the Austro-Bohemian tradition from 1680-1830, 14.
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Figure 4 Johann Elias Ridinger (1698-1767); copperplate engraving showing a
huntsman playing the trompe de chasse.

On the trompe de chasse, because of its length and conical bore, the pitches of the
harmonic series up to the sixteenth partial can be produced (Figure 5). This allowed for
the composition of a new style of melodic hunting calls. From an initial period, lasting
from 1680 until 1723, only seven calls survive. They were transcribed by André Danican

Philidor I’ Ainé between 1686 and 1705 and are preserved on a single page of manuscript
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that is now in the library at Versailles.!! With the appearance of the first calls by the
Marquis de Dampierre (1676-1756) in 1723, a definitive repertoire began to be
established, marking the beginning of a golden age.

Figure S Harmonic Series. Pitches notated as quarter notes are slightly sharp
compared to standard systems of tuning such as equal temperament.
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Dampierre is the most celebrated composer of hunting music. As the Premier
Gentilhomme des Plaisirs et de la Vénerie de sa Majesté under Louis XV, he held an
important and influential position. The approximately forty hunting fanfares composed
by him formed the core of the repertoire used in the royal hunt, and most are still in use
today. Although these fanfares were intended specifically for use at the court of Louis
XV, they were known and celebrated throughout Europe and established the musical
parameters for all subsequent hunting music.

Jean Piétri, referring to Dampierre’s fanfares, describes them as miniature
masterpieces of Baroque music in the style of contemporary arias and chansons.” They

are distinguished by a number of features, all of which can be seen in the examples

" G. de Marolles, "Introduction Historique et Bibliographic," in Les Plus Belles Fanfares de Chasse, ed. M.
Boursier de la Roche (Paris: Librarie Cynégétique, 1930), 48-50; Pinguet, "La Vénerie et sa Musique," 87.
The seven fanfares collected by Philidor are reproduced by Marolles on pages 49-50.

12 4] es quarante et quelques Fanfares ... sont des petits chefs-d’ceuvre de Musique Baroque dans le style
des Ariettes et des chansons du temps.” Cited in Pinguet, "La Vénerie et sa Musique," 86.
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provided in figure 6. The melodies are constructed exclusively from the notes of the
harmonic series. The ambitus is an octave plus a fifth, encompassing the notes from the
fourth to the twelfth harmonics, with most melodies centred around the eighth harmonic.
Many fanfares emphasize the interval of the rising fourth (sixth to eighth harmonic),
especially as an opening gesture (see, for example, “Ton pour le Raproche”). The
eleventh harmonic, which would be considered out of tune by most standards (sharp by
approximately a quarter tone), occurs frequently and is even a characteristic note, yet the
seventh harmonic, which is slightly flat, is never used. This is possibly because of the
implied harmonic structure. Most fanfares consist of three melodic phrases, with the first
closing on the tonic, the second on a half cadence that suggests a move to the dominant,
and the third returning to the tonic (often there is an indication to repeat the first phrase).
The seventh harmonic, which suggests strongly a move toward the subdominant, would
obviously be incongruous in this harmonic context. The fanfares are inevitably in 6/8
metre with a strong emphasis on trochaic rhythms. Most fanfares are active melodically,
but some feature considerable repetition of a single note. This is especially true of some
of the older French fanfares (see, for example, “Ton pour la Retraite manqué™) as well as

in the calls used in some areas of Germany during the eighteenth century (Figure 7)."

13 For a more detailed discussion of the musical parameters of the hunting fanfares, including their
performance style, see Bourgue, "La trompe de chasse, histoire, technique musicale."; Pinguet, "La Vénerie
et sa Musique," 69-74.
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Figure 6 Diderot and d’Alembert; Encyclopédie ou Dictionaire raisonné des
Sciences des Arts et des Métiers (Paris, 1751-65). Examples of hunting fanfares
accompanying the article, “Chasses” in the Recueil de Planches, vol. 3.
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Figure 7 H.F. Flemming; Der vollkommene teutsche Jiger (Leipzig, 1749), “Wann
die Hunde losgekuppelt werden” (When the hounds are released).

@ann bie Hunde lodgeFuppelt werden. 31
: (%’ 21 N

%m_g o v'g'%%' =

O o e s C wilic o

'(" = — G-

-l

% % < cpouiooé OO vo

e e P P PR

Zor pour Ze .IL‘I/)I'OCAO ’ 2on guand &C‘c:y"-.u.«‘x Laree.



41

Hunting music provided a means of maintaining communication between, and
conveying essential information to, all participants in the hunt, yet many of the fanfares,
particularly those written in France during the eighteenth century, also display a high
degree of musical merit, and several composers of art music drew directly on this
repertoire as a source of thematic material. Two works in particular, Johann Georg
Lang’s Concerto da caccia (1775) and the hunting chorus from Joseph Haydn’s Die
Jahreszeiten (1801) are exemplary in their extensive use of authentic hunting calls." Both
composers depict a hunt in its entirety by citing, respectively, fifteen and eleven calls.
Furthermore, it is clear that Haydn and Lang expected their Viennese and Bohemian
audiences to recognize and understand the significance of these calls, a testament of the
degree to which this repertoire had spread across Europe and was familiar to the general
populace. As Daniel Heartz points out, the repertory of hunting calls “came as close to

universality as any musical language of the time.”"’

' The significance of the hunting calls in these works is discussed in Shelley G. Davis, "The Hunt, The
Keyboard and J.G. Lang's Concerto da caccia," The Music Review 39 (1978); Daniel Heartz, "The Hunting
Chorus in Haydn's Die Jahreszeiten and the 'Airs de Chasse' in the Encyclopédie," Eighteenth Century
Studies 9 (1976).

15 Heartz, "The Hunting Chorus in Haydn's Die Jahreszeiten and the 'Airs de Chasse' in the Encyclopédie,”
529. More detailed discussions of the use of hunting music by composers of art music can be found in J.
Murray Barbour, Trumpets, Horns and Music (Michigan: Michigan State University Press, 1964), 115-28;
Péschl, Jagdmusik: Kontinuitdt und Entwicklung in der europdischen Geschichte, 83-160; Ringer, "The
Chasse: Historical and Analytical Bibliography of a Musical Genre", 169-351.
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THE HUNT IN MUSIC: A LEXICON FOR THE HUNTING STYLE

“The eighteenth century” writes Alexander Ringer, “which saw both the first
undisputed glory of instrumental music and the final climax of the hunt as a royal
institution in France, could not but make the chasse its favorite musical topic™.'® As
composers of art music embraced the music of the hunt, a recognizable and clearly-
defined hunting style emerged whose individual gestures fall into several broad
categories. The first group consists of imitations of the calls themselves, and could be
reproduced on almost any instrument. The second group relies on the timbre of the
instrument used in the hunt, the horn, and the characteristic ways in which this instrument
was played. The third group is made up of aural effects associated with the hunt,
especially the ways in which the sounds of the hunt were perceived by observers at a
distance. An additional category consists of the huntsmen’s chorus, a genre imitating the

type of communal singing practiced by groups of huntsmen.

Imitations of authentic fanfares

The most common method of evoking the hunt in art music was with music in the

style of the authentic hunting fanfares. As demonstrated above, the fanfares by

Dampierre and others are characterized by a number of distinct features, and these

16 Alexander Ringer, "The Chasse as a Musical Topic in the 18th Century," Journal of the American
Musicological Society 6 (1953): 148.
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provided composers writing in the hunting style with some basic musical parameters.
The most obvious feature is metre. Almost all hunting fanfares are in 6/8, and this metre,
especially when combined with an emphasis on trochaic rhythms, is highly characteristic
of the hunting style. Moreover, the compound metre and trochaic rhythms had the added
effect of imitating the sound of galloping horses. This effect may not have been
intentional in the authentic calls, but it was certainly valued in the hunting style. The
melodies of the authentic calls, because they were written for a natural horn, are confined
exclusively to the notes of the harmonic series. Although few composers observed this
restriction in art music, they imitated it with diatonic melodies that are predominantly
triadic and feature the rising interval of the perfect fourth. Likewise, although music in
the hunting style is not restricted by the limited possibilities for modulation of the natural
horn, it is typically conservative harmonically and, like the authentic calls, tends to
demonstrate clear and regular phrasing.

All of these features can be seen clearly in J.L. Dussek’s 1806 “La Chasse”
(Example 1). Although written for the pianoforte, it is in F major, a typical horn key.
The fanfare that opens the Allegro would be entirely playable on the hunting horn, albeit
in a range that is slightly lower than normal. The melody is strictly diatonic and makes
obvious use of both triadic figures and the interval of the fourth. The piece is in 6/8
metre, trochaic rthythms predominate, the harmonies, in the example, consist of only tonic
and dominant chords, and, after the fermata in the tenth measure, the phrasing is clear

and regular. Although the ensuing measures are much more adventurous, both
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harmonically and melodically, the clear evocation of the authentic calls in the initial

measures establishes the style for the rest of the piece.

Example 1 J.L. Dussek, “La Chasse” (1806); mm. 8-28.

Horn timbre

The homn, initially, was an instrument used in the hunt, and it was largely because
of the popularity of the hunt that the horn began to be used in orchestral and chamber
music settings. Not surprisingly, the earliest uses of the horn in these contexts are
inevitably related to hunting. Horns appear in compositions that either refer directly to
the activity, are written for a patron with a particular affinity for it, or commemorate a

situation for which the hunt had a particular significance. J.S. Bach’s Cantata No. 208,
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“Was mir behagt, ist nur die muntre Jagd” (1713) provides a noteworthy example. Not
only does the text refer directly to the hunt, it was written for Bach’s patron, Duke
Christian of Saxony-Weissenfels as a congratulatory Cantata to commemorate his
birthday. The first aria (Example 2) calls for a pair of hunting horns that play an ornate
yet easily-recognizable imitation of an authentic hunting call.

Example 2 J.S. Bach, Cantata No. 208, “Was mir behagt, ist nur die muntre Jagd”;
Aria: Jagen ist die Lust der Gétter, mm. 1-6

Cornida
cacciainF

Continuo

Comi da
cacciain F

Continuo & e e == —— iz

As indicated by Bach’s Cantata No. 208, composers, at first, wrote specifically for
the hunting horn. Yet even as modifications were made to this instrument, leading
eventually to the development of the orchestral horn as a separate instrument with its own
idiomatic style, the hunting associations implied by the sound of the horn did not
diminish. These associations remain clear in the many horn concertos written during the

second half of the eighteenth century by composers such as W.A. Mozart, Giovanni
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Punto (Jan Véclav Stich) and Francesco Antonio Rosseti (Franz Anton Réfler). Written
for the hand horn and requiring, in many cases, a highly developed mastery of hand
technique, these concertos demonstrate the extent to which the instrument had developed
its own idiomatic style. Yet the last movements, which are almost exclusively rondos in
the hunting style, pay tribute to the instrument’s origins by recalling the hunt (Example
3). As Murray Barbour notes, “the most common form for the [eighteenth-century]
Finale, the rondo, presented the brass an invitation to put its best foot forward in the
recurring rondo theme”. Furthermore, “the association of horns with rondo form
frequently resulted in a chasse-like movement”."” This applied not only to the horn
concerto, but to other genres as well. Notable examples include Joseph Haydn’s
Symphony No, 73, “La Chasse” (1782), and Carl Stamitz’s Concerto for Clarinet No. 11
(c.1775), both of which cite authentic hunting fanfares.'®

Example3 F.A. Rosetti, Concerto for Horn in E, K3:42; third movement, “Rondeau a
la Chasse”, mm. 1-8.

HominE

T e 2
Orchesta f r vF

One of the most striking and successful examples of the hunting style is the

overture to Etienne Méhul’s 1791 opera, Le jeune Henri. Although the opera itself, due

1 Barbour, Trumpets, Horns and Music, 115.
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to political reasons, was a resounding failure, the overture, nicknamed “La chasse du
jeune Henri”” was an outstanding success. ‘“With its horn calls, repeated string figures
imitative of horses’ hooves and pastoral motifs”, writes Elizabeth Bartlet, “it became a
staple as interval music at the Opéra-Comique and on concert programmes in France and
elsewhere well into the twentieth century”.” E.T.A. Hoffmann , reviewing this overture
in 1812, took the opportunity to make some general observations on instrumentation. His
remarks concerning the power of the horn to transport the listener into the forest apply
equally to its power to evoke the hunt, and provide a fitting summary to this section.

Es gibt ... gewisse Melodien, die z.B. an Einsamkeit, an Landleben, erinnern; ein
gewisser Gebrauch der Fléten, Klarinetten, Hoboen, Fagotte wird dies Gefiihl bis zu
hoher Lebendigkeit steigern. Ebenso wird man bei gewissen Melodien der Hérner
augenblicklich in Wald und Hain versetzt, welches wohl tiefer als darin liegt, daf3 das
Horn das Instrument der im Walde hausenden Jéger ist.”

[There are ... certain melodies that, for example, recall loneliness or peasant life; a
certain usage of flutes, clarinets, oboes, bassoons can bring this feeling to life. Similarly,
one can, through certain melodies on the horn, be transported immediately to forest and

grove, which has much to do with the fact that the horn is the instrument of the forest-
dwelling hunter.]

Aural effects of the hunt

An important category of hunting-style gestures is derived from the ways in

which the sounds of the hunt were perceived by distant listeners. For many, this was

'® Haydn cites Dampierre’s “La Vue”, which is based on an earlier call, “La Sourcillade’; Stamitz cites
Dampierre’s “L’Hallali”.

¥ The New Grove Dictionary of Opera, 1992 ed., s.v. “Jeune Henri, le”

2 E T.A. Hoffmann, Schrifien zur Musik (Munich: Winkler Verlag, 1977), 115.
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their only direct experience of the hunt, yet it was nonetheless a powerful one. Nowhere
is it articulated more poetically or poignantly than in Alfred de Vigny’s “Le Cor” (1825)

from his Poémes Antiques et Modernes:

Le Cor The Hom

(verse 1 of 21)

J’aime le son du Cor, le soir, I love the sound of the horn, in the evening,
au fond des bois, deep in the woods,

Soit qu’il chante les pleurs de la whether it sings the tears of the
biche aux abois, doe at bay,

Ou I’adieu du chasseur que 1’écho or the farewell of the hunter that the
faible accueille. distant echo welcomes.

Composers replicated the effects of a distant hunt in a number of ways. In
dramatic works the effect was often achieved by placing performers, usually horn-
players, on-stage or off-stage, so that the audience would perceive the sound as
originating in the distance. The effect was also achieved through the use of mutes, or by
repeating a passage and instructing the performer to play the second time at a quieter
dynamic or simply as an echo. Indeed, echo effects could evoke strikingly a sense of
distance by suggesting that a second player or group of players in the distance is
responding to the first player or group.

A second effect, and one that is combined frequently with the echo, is achieved
with a technique known as “horn fifths” (Figure 8). This term refers to the characteristic
succession of intervals (minor sixth, perfect fifth, major third, minor third) produced
when two instruments follow each other up or down the notes of the harmonic series. As

an effect, it imitated the sound of pairs of hunters playing their horns together. Although
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authentic hunting fanfares consist solely of a single melodic line, an accompanying voice
was often added. Indeed, the ability to improvise a second or third voice to a given horn
melody was an important part of a hunter’s training, and many publications of hunting

fanfares include a the second voice (Figure 9).

Figure 8 Horn Fifths.
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Figure 9 “Le Débuché” (first phrase only) with second voice added demonstrating

horn fifths. As published in M. Boursier de la Roche, ed., Les Plus Belles Fanfares de
Chasse (Paris 1930).

Franz Schubert’s setting of Ellen’s second song, “Jager, ruhe von der Jagd”, D.
838 (1825) from Walter Scott’s The Lady of the Lake, demonstrates the use of both the
echo and horn fifths (Example 4). The song begins with a fanfare-like passage lasting
four measures. Although not in 6/8 metre, it emphasizes the notes of the harmonic series
and its opening gesture features the interval of a rising fourth. At the end of the passage,
the final two beats of the last measure are repeated three additional times at a diminishing
dynamic, with the last repetition in rhythmic augmentation (mm. 5-7). This produces the

effect of an echo, with the final notes seemingly returning to the listener from the



distance. As the voice begins in measure 8, it is accompanied by horn fifths in the piano,

phrased in groups of two in imitation of a pair of horns.

Example 4 F. Schubert, “Ellens Gesang II”, mm. 1-13
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Accented grace notes are another common feature of the hunting style. They

appear, typically, on the strong beats of the bar, often in a series of repeated notes. The

grace notes are imitative of an effect thatis characteristic of a hunting-horn performance

style, the tayauté. Tyndare-Gruyer, in his influential hunting-horn method of 1889,

explains the significance of the tayauté as follows:
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C’est un éclat d’une sonorité imprévue, une sorte d’aboiement rythmé, un
déchirement harmonieux de voix.

Il n’est point de sonneur qui n’ait eu ’ambition secrete, obstinée de Tayauter, et
n’ait appliqué ses aptitudes et son tempérament a la réaliser.

Le Tayauté est I’épanouissement complet des beautés de la trompe.”!

[It is an unexpected burst of sound, a sort of rhythmic barking, a harmonious
tearing of the voice.
There was not a single hunting-horn player who did not have the secret and

persistent ambition to Tayauter, who did not employ the full force of his skill and
disposition to realize this goal.

The Tayauté represents the full flowering of the beauty of the hunting horn.]

In performance, the tayauté is realized as an ornamental mordent, or, as it is often
described in hunting-horn manuals, as a type of Baroque trill or even a yodel. As Daniel
Bourgue explains:

Le tayauté s’apparente au trille baroque. C’est une sorte de dédoublement d’une valeur
longue ot la seconde note est comme un écho de la premiére. . .. On a pu comparer aussi
le tayauté aux effets de la voix humaine chantant une tyrolienne.”

[The tayauté is related to the Baroque trill. It is a sort of doubling of a long note in which
the second note is like an echo of the first. . . . The fayauté has also been compared to the
effect of the human voice yodeling.]

The tayauté itself is an imitation of the hunting cry, zaiaut, shouted by hunters to
encourage the hounds when they make visual contact with the quarry. It is similar in use

to the English term “tally-ho” which is probably derived from it. According to Bourgue,

the term:

est tiré de « tayaut » qui est un cri de chasse ayant pour origine une ancienne expression
picarde « ta-ho », c’est-a-dire « viens-1a ». Le cri est devenu « taihaut », en un seul mot

2 Tyndare-Gruyer, Méthode Compléte de Trompe de Chasse (Paris: Rallie-Provence, 1889), 14.
2 Bourgue, "La trompe de chasse, histoire, technique musicale," 30.
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qui, d’ailleurs, est orthographié de différentes facons. On peut trouver ce terme dans la
correspondance de Louis XV.2

[comes from “tayaut”, a hunting cry originating in the ancient Picardian expression “ta-
ho” meaning “come here”. The cry has become “taihaut” in a single word which can be
spelled in different ways. One can find this term in the letters of Louis XV.]

An example of how grace notes are used in the hunting style can be seen in the
hunting chorus from Hadyn’s Die Jahreszeiten (Example 5) The grace notes emphasize a
trochaic rhythm divided between the clarinets and trombones on the strong beat, and the
bassoons and violas on the weak beat. As the horns sound a hunting call, the chorus,

significantly, sings the rallying cry “Tajo” making prominent use of the rising interval of

a fourth.

2 Ibid.
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Example 5 J. Haydn, Die Jahreszeiten; No. 29, “Hoért, hort das laute Geton”, mm.
111-116.
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The huntsmen'’s chorus

In addition to the above gestures, the hunting style is also defined, and the hunt

evoked, by the genre of the huntsmen’s chorus. The nineteenth-century huntsmen’s

chorus had a number of historical and cultural precedents. Vocalizations in the form of

hunting cries were an important part of the hunt itself, and the calls written for the corne

were both played and shouted. Later, the melodic calls written for the trompe were

intended to be played, but most also had texts that served a didactic function. Séré de
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Rieux’s Les Dons des enfans de Latone (1733), for example, in which Dampierre’s
fanfares were published for the first time, also includes a series of “parodies faites par
differens auteurs sur les Fanfares de M. de Dampierre et sur quelques autres, tant
ancienne que nouvelles” (parodies by different authors on the fanfares of M. de
Dampierre and on several others, as many old as new).>* Another source was the airs de
chasse and bruits de chasse found in the French Divertissements of the seventeenth and
eighteenth centuries.”” The greatest impact, however, was made by the songs hunters
sang for pleasure, either after the hunt was over or at breaks during activity. Several of
these hunting songs appear in sixteenth-century German collections™ and they continued
to appear in collections throughout the nineteenth century. Most nineteenth-century
folksong collections contain at least a few hunting songs, and several are devoted
exclusively to this repertoire, including Bernhard Pompecki’s Hérnerschall und
Lustgesang: Ernste und heitere Wald-, Jagd- und Jigerlieder, Friedrich von
Wildungen’s Jéigerlieder fiir Jagd- und Forstfreunde (1823) and F. Pocci’s Alte und neue
Jagdlieder mit Bilder und Singweisen (1843).

The nineteenth-century huntsmen’s chorus consists, typically, of a four-part

choral setting scored for male voices (two tenors, two basses). Often it is accompanied

24 Séré de Rieux, Les dons des enfans de Latone: La Musique et la chasse du cerf, Poémes dédiés au Roy
(Paris: Prault, Desaint et Guérin, 1733), 316-30. “Parodie”, here, is used in the sense given by Robert’s
Dictionnaire de la Langue Frangaise of “a couplet or strophe composed to be sung to a well-known
melody™.

5 These are discussed in detail in Ringer, "The Chasse as a Musical Topic in the 18th Century," 191-227.
2 Several of the hunting songs found in the sixteenth-century German collections are discussed in Ringer,
"The Chasse: Historical and Analytical Bibliography of a Musical Genre", 98-125.
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by a quartet of natural horns, although the fourth horn, because of the limitations of the
harmonic series, is often replaced by a valve horn or a trombone in order to produce a
functional bass line. Unlike most music in the hunting style, the 6/8 metre is not a
defining feature of the huntsmen’s chorus. Indeed, many are in duple or triple metre.
Nevertheless, huntsmen’s choruses frequently demonstrate many of the other features of
the hunting style. Echo effects are particularly characteristic. The texts of the
huntsmen’s choruses consist almost uniformly of subjects that are positive and uplifting.
They extol the hunt, nature, drink, and love. They celebrate the joy of being in the forest.
They praise the freedom enjoyed by the hunter because of his way of life. In some cases
they also evoke patriotic sentiment.

Collections of hunting songs were often intended for, and sung by, members of
amateur hunting societies. The social significance of this type of communal music no
doubt contributed to the popularity of the hunting choruses in opera. Moreover, the
hunting songs in these collections provided an obvious model for composers of opera.
Still, some of the best examples are not operatic, but independent compositions, often
written specifically for the members of hunting societies. These include Schubert’s
“Nachtgesang im Walde” Op. 139b (1827), Schumann’s Jagdlieder Op. 137 (1849) and
Mendelssohn’s “Der Jiger Abschied” Op. 50, 2 (1840). The last work provides a fitting
example of the genre. It is scored, typically, for a quartet of male voices (two tenors, two
basses), accompanied by four horns plus a bass trombone to provide the bass. Although

not in 6/8 metre, it displays several features of the hunting style, including the opening
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gesture of the rising fourth (tenor I, m. 1), and echo effects (mm. 13-17) supported by
hormn fifths in the first horn pair (mm. 14-15). The text, a poem by Joseph von
Eichendorff, is a heartfelt praise of the forest, yet the invocation, in the last strophe, of a
specifically German forest, is also suggestive of patriotism. Eichendorff was a Catholic
mystic poet, and this poem exhibits several of his signature motifs. Particularly apparent
is his view of the German forest as a kind of cathedral or sacred place, and the melding of

Christianity and patriotism that was prevalent in German nationalism of the period.



Example 6

F. Mendelssohn, “Der Jdger Abschied”.
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Der Jager Abschied (Eichendorff)

Wer hat dich, du schoner Wald,
Aufgebaut so hoch da droben?

Wohl den Meister will ich loben,

So lang’ noch mein’ Stimm’ er schallt,
Lebe wohl,

Lebe wohl, du schoner Wald!

Tief die Welt verworren schallt,
Oben einsam Rehe grasen,

Und wir ziehen fort und blasen,
DalB es tausendfach verhalit:
Lebe wohl,

Lebe wohl, du schoner Wald!

Was wir still gelobt im Wald,

Wollens drauflen ehrlich halten,

Ewig bleiben treu die Alten:

Bis das letzte Lied verhallt,

Lebe wohl,

Schirm’ dich Gott, du deutscher Wald!

58

The hunter’s farewell

Who built you, beautiful wood,

so high, there above?

I would praise the Master,

For as long as my voice resounds,
Fare you well,

fare you well, you beautiful wood!

Below, the world sounds so confused,
above, graze lonely deer,

and we head forth and play

so that it echoes a thousand times:
Fare you well,

fare you well, you beautiful wood!

What we have solemnly sworn in the woods,
will we honour outside,

the old ones remain eternally true:

Until the last song dies away,

Fare you well,

God protect you, German forest!

The hunting style had obvious resonances for nineteenth-century audiences. Its

individual gestures were familiar, distinct, and loaded with cultural significance, and

together they comprised a rich musical language. Yet as Jonathan Bellman writes

concerning an equally familiar nineteenth-century vernacular, the style hongrois, “no

music is heard in a cultural vacuum; a musical language with vivid and compelling

extramusical associations cannot be completely understood in purely musical terms.

2927

The examination, in the following chapters, of how the hunting motif was applied in the

genre of opera, results in a deeper understanding of the cultural and historical

7 Jonathan Bellman, The style hongrois in the music of Western Europe (Boston: Northeastern University

Press, 1993), 133.
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associations and connotations that were evoked by hunting music. The complexity and
variety of uses to which the hunting motif was subjected indicates the extent to which it
provided meaning and dramatic structure in operatic works. At the same time, the
importance of the hunting style also becomes apparent. In many cases, the music of the
hunt, that is, one or more of the hunting-style gestures, plays an essential role in evoking
or emphasizing the hunting motif. An awareness of the different contexts and deeper
meanings of the motif allows for a better understanding to be reached concerning the
extramusical associations of the hunting style, not only in opera, but in all other genres of

music.



Part 2

The Applications of the Motif



CHAPTER 3

The Motif and Character

Through literary conventions and the historical place of huntsmen and hunting in
European society, a set of expectations developed that allowed the hunting motif to be
used in a character-defining capacity. A character’s identity as a hunter or his
participation in the activity often conveys important information about his personality as
well as his dramatic function. Composers and librettists were aware of these
expectations, and clearly assumed that audiences would understand them as well. Asa
result, the hunting motif provided the creators of opera with a powerful tool for
establishing character. Before discussing this application of the hunting motif in opera, it
will be helpful first to describe the basic qualities implicit in the hunting identity.

A huntsman is defined first of all by his bravery. It is his vocation to stalk,
confront and kill large and often dangerous animals. Furthermore, by choosing to lead a
life close to nature and away from the relative security of civilization, he risks
confrontation with the beings of the supernatural world: nymphs, Lorelei, gnomes, and
the hunter’s antithesis, the Wild Hunter. A character’s bravery can be established by his
actions during a hunt, but often it is an underlying part of his personality. Assertions of
bravery such as those found in a poem like “Jagen iiber Alles” are not empty boasts, they

are an intricate part of the hunter’s character:

61
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Jagen iiber Alles Hunting above all

(verse 29 of 34)

Kein Thier mein Courage bricht, No animal breaks my courage,

Wo6lf und Béren forcht ich nicht, I fear neither bears nor wolves,

Wann ich’s spiir; Kommen sie mir, when [ track them; if they come to me,
Traktier ich sie nach Gebiihr; I’'ll give them their due;

Mit der Bix den Schafdieb laus, with my gun I’1l shoot the wolf,

Staub ihm seinen Diebspelz aus.! out of his robber’s pelt.

In addition to defining a character’s bravery, the hunting motif could also
establish his courtly or noble status. The Medieval knight, and later members of the
nobility, were expected to have knowledge of the complex procedures of the art of
venery, or the courtly hunt. As Susan Youens observes, mastery of the art of venery was
considered a badge of courtly perfection.? Furthermore, hunting proficiency was a
distinguishing characteristic of the romance hero, and the hunt served as an effective
means of establishing a character’s heroic qualities.’ One of the clearest examples occurs
in Gottfried von Strassburg’s Tristan und Isét (c. 1210). Among the first people Tristan
encounters when he arrives as an unknown stranger in King Marke’s lands are the royal
huntsmen. Horrified at their technique of “breaking” the stag they have killed, he
instructs them in the proper protocol and terminology. His superior knowledge is
perceived as a measure of his character and he is immediately granted a high position in
King Marke’s court. His mastery of hunting procedure not only informs the members of
the court what kind of a person he is, it is a signal to the reader and establishes his heroic

place in the narrative.

! Franz Wilhelm Freiherr von Ditfurth, ed., Deutsch Volks- und Gesellschafislieder des 17. und 18.
Jahrhunderts (Nordlingen: C.H. Beck, 1872; reprint, Hildesheim: Georg Olms Verlag, 1956), 185-89.
2 Susan Youens, Schubert, Miiller, and Die schone Miillerin (Cambridge: Cambridge University Press,
1997), 47.

3 Anne Rooney, Hunting in Middle English Literature (Cambridge: Boydell Press, 1993), 100.



63

The type of hunt and the quarry pursued often play a significant role in defining a
character’s qualities. The stag posed very little risk to the hunter but was chased using
complex procedures and protocol. As a result, the stag hunt epitomized courtly delicacy
and accomplishment. The boar, by contrast, was a ferocious and potentially dangerous
animal to hunt. By engaging in a boar hunt an individual asserted his bravery as well as
masculine and even military qualities.* Wilhelm Miiller alludes subtly to the tradition of
animal symbolism by having the miller lad in Die schéne Miillerin (1820) define both
himself and the hunter through the animals they hunt. The miller lad insists, in “Der
Jéiger”, that there is no game for the hunter to pursue at the mill, only “ein Rehlein, ein
zahmes, fiir mich” (a little fawn, a tame one, for me). Instead he implores the hunter to
concern himself with the boar: “Die Eber, die schiefe, du Jigerheld!” (The boars, shoot
them, you heroic hunter!). Yet by characterizing the miller maid as a fawn, the miller lad
is already suggesting that she is an appropriate prey for hunters. Furthermore, by
defining himself as someone who would pursue a tame fawn and the hunter as someone
who pursues boars, he emphasizes the hunter’s heroic and masculine qualities and
contrasts them with his own effeminate ones. Despite the fact that the miller lad advises
the hunter that he could best pursue the miller maid by stripping away the features that
define him as both a hunter and masculine (his guns, his baying hounds, his horn, the hair
on his chin), it is also clear that these are the qualities that attract the miller maid to the

hunterin the first place.’

4 Ibid., 78; Marcelle Thiébaux, "The Mouth of the Boar as a Symbol in Medieval Literature," Romance
Philology 22 (1968-1969). Animal symbolism is also discussed in Henry Lyttleton Savage, "Symbolism
and Allegory in Sir Gawain and the Green Knight," in The Gawain-Poet (Chapel Hill: The University of
North Carolina Press, 1956).

5 Susan Youens, Schubert: Die Schine Miillerin (Cambridge: Cambridge University Press, 1992), 97-99.
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Another attribute implicit in the hunting identity is loyalty. Huntsmen formed
close-knit groups with a strong sense of camaraderie, and this trait was especially
reinforced by the numerous hunting societies that were cultivated in the nineteenth
century. It was further strengthened by the patriotic associations that the hunt acquired in
Germany during the Napoleonic war, and especially in the poetry of this era, in which the
hunter became a powerful metaphor for the patriotic defender of the Fatherland.®
Although Ludwig Ganghofer’s late nineteenth-century novel, Schlof3 Hubertus, mostly
depicts the disintegration of the traditional hunting values and way of life, remnants of
the earlier archetype remain, especially in the character of Franzl, a professional hunter
who displays all of the traditional qualities. Even after he is mistreated and wrongfully
dismissed by the Count who employs him, his dedication will not allow him to accept an
offer of employment from a rival hunting master. Franzl’s loyalty is apparent in the
following conversation involving him, his mother, and a fellow huntsman (Patscheider)
on the subject of the letter Franzl receives offering him the new post:

Patscheider stutzte. ,,Was? Kommt er zu dem reichen Fabrikherrn, der mit seiner
Jagd an die unser grenzt?“

,,Ja! An andern Herrn kriegt er halt, sonst bleibt alles beim alten.*

,.S0, Mutter? Alles?* Franzls Stimme war rauh. ,Hast net gsehen, wie der
Patscheider erschrocken is? Es wird ihm halt eingfallen sein, wie der Herr Graf auf den
Jagdhermn z’sprechen is, der ihm die schéne Grenzjagd vor der Nasen wegpacht hat. Die
ganze Zeit her war der Verdruf3 an der Grenz, allweil hat’s Streit geben zwischen unserm
Personal und dem von driiben. Und jetzt soll ich mit denen da driiben Freund und Bruder
sein? Und gegen meine alten Kameraden und gegen unseren Herrn Grafen soll ich mich

auf &’ FiiB stellen? Na, Mutter! Den Posten kann ich net annehmen. Lieber’s Haus
verkaufen und fort! In Gotts Namen!*’

¢ These associations are discussed 1n more detail below. See chapter 5, “The motif and its associations:
The military associations™.
7 Ludwig Ganghofer, Schlof3 Hubertus (Stuttgart: Adoif Bonz, 1917), 261.
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[Patscheider hesitated. “What? He’ll work for the rich factory owner whose
hunting grounds border on our own?”

“Yes! He’ll work for a new master but otherwise everything will remain as
before.”

“Everything mother?”” Franzl’s voice was raw. “Can’t you see Patscheider’s
shock? He’s no doubt aware how the Count feels about the hunting master who took
away the hunt along the border from under his nose. The whole time there were conflicts
over the border and fighting between our people and those from over there. And now I’'m
supposed to be their friend and brother? And take a stand against my former colleagues
and against the Count? Mother! I can’t accept the post. Better we sell the house and
move away! In the name of God!”]

Because the hunt emphasized outdoor physical activity and the sensual thrill of
the kill, the hunting motif could be used to establish a character’s worldly, as opposed to
his spiritual, existence. Traditionally, the hunt functioned as an activity that occupied a
nobleman’s idle time and thus kept him from evil. Although the hunt was strongly
grounded in the realm of the sensual, it was accepted as long as the activity did not take
precedence over religious concerns. The stories of Eustace and Julian in the thirteenth-
century Legenda aurea (Golden Legend) of Jacobus de Voragine use the hunting motif to
establish the secular lifestyle led by both men before their conversions to Christianity. St.
Eustace, or Placidus as he was known before his conversion, was a hunter, and the
activity, significantly, provides the context for his transformation. While hunting one day
he came upon a herd of deer in the midst of which he saw a stag larger and fairer than the
rest. As the stag left the herd and bounded off into the deep forest, Placidus followed it,
thus becoming separated from his companions who continued in pursuit of the herd. He
eventually brought it to bay, but as he was about to shoot, he noticed between its horns
the form of the holy cross, gleaming more brightly than the sun, and upon it the image of

Jesus Christ who spoke to him through the stag’s mouth, saying: “O Placidus, why dost

thou pursue Me? for thy sake I have appeared in this beast, for I am Christ, Whom thou
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unwitting adorest; thine alms-deeds have ascended before Me, and therefore am I come,
that in this stag which thou didst hunt, I Myself might hunt thee!”® A similar stag appears
in the legend of St. Julian the Hospitaller, telling Julian that he is destined to murder his
mother and father. The horrified Julian leaves his home in order to avoid the prophesy,
but to no avail. After spending many years seeking their son his parents eventually find
Julian only to be inadvertently killed by him. Only then does he finally forsake the hunt
to open a hospice to care for the sick, eventually earning pardon from God and achieving
sainthood.

The hunt, in both legends, is not indicative of sinfulness. It establishes the secular
nature of Eustace’s and Julian’s lives before their conversions, and the activity is left
behind once they assume Christian roles and identities. In the poem, “Von unnutzem
jagen” from Sebastian Brant’s 1494 Das Narren Schyff (The Ship of Fools), hunting and

piety represent two spheres of existence that are incompatible:

Von unnutzem jagen Of Useless Hunting

Nimrod zuerst fing’s Jagen an, Nimrod first took up hunting

er hatt sich Gott ganz abgetan; when he was completely forsaken by God.
Esau, der jagte darum daf} Esau who hunted: was he not

er Stinder war und Gott vergal3. a sinner who forgot his God?

Wenig Jager wie Hubertus One finds few hunters now

fingt man jetzt und Eustachius like Hubertus and Eustachius

sie wollten nicht mehr Jager sein, who threw away the hunters’ rod

sondern dienen Gott allein.’ else they could not have served their God.

8 English translation, Granger Ryan, ed., The Golden Legend of Jacobus de Voragine (New York: Amo
Press, 1969), 555.

% Sebastian Brant, "Von vnnutzem jagen," in Das Narrenschiff. Faksimile der Erstausgabe Basel, 1494, ed.
Dieter Wuttke (Baden-Baden: Verlag Valentin Koerner, 1994). English translation, Youens, Schubert,
Miiller, and Die schéne Miillerin, 65.
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Since the hunt stood at the opposite end of the scale from the sacred world, a
huntsman’s conversion was a significant one. The short poem relating the Hubertus
legend that appears in Des Knaben Wunderhorn (1806-1808), emphasizes the transition
from worldly to spiritual by contrasting the green woods of the outdoors with the
enclosed space of the cloister. As in Brant’s poem the hunt is an activity that must be

forsaken in order for one to worship God properly:

Das St. Hubertuslied St. Hubert’s Song

Jezt thu ich kein Hirschlein mehr schiessen, Now I will no longer shoot any stags

Will lieber in’s Kloster mich schlieflen; but will rather shut myself away in the
cloister.

Dem griinen Wald sag ich gut Nacht, To the green woods I say “Good Night”

Die Gnade hat alles gemacht!'® — God’s mercy has created everything!

The above examples are perhaps extreme in their stark delineation of the worlds
of hunting and religion, but they indicate just how fine was the balance between these
two spheres of existence. Very few hunters are actually sinful, though most display a
predilection for the sensual, and this aspect of the hunting motif is used to define the

hunter as both a figure of life and one who is firmly grounded in earthly activities.
THE MOTIF AND CHARACTER IN OPERA

Hunters demonstrated specific qualities, established through literary and historical

conventions, that were easily recognized in the nineteenth century. Expectations dictated

19 Achim von Arnim and Clemens Brentano, Des Knaben Wunderhorn: Alte deutsche Lieder, 3 vols.
(Heidelberg: Mohr & Zimmer, 1806-1808; reprint, Stuttgart: Philipp Reclam Jun., 1987), 3:110b. English
translation in Youens, Schubert, Miiller, and Die schdne Miillerin, 65-67.
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that they would be brave, noble, and loyal. Furthermore, a hunter would be a character
who assumes a heroic place in the narrative, yet one who is drawn to the sensual and
grounded in a worldly, as opposed to a spiritual, existence. Because of these
expectations, a stereotype emerged allowing the hunting motif to take on a character-
defining role. An individual who appears as a hunter in opera is defined by the
stereotype, and thus assumes the qualities associated with the group as a whole. More
than just defining an individual’s character, the hunting motif also defines an individual
as an archetype in order to establish a conflict with, or even oppose, another character in
the narrative. Because hunters were noble, they were distinguishable from peasants.
Because hunters were associated with the worldly and the sensual, they were
distinguished from spiritual figures. Because hunters possessed proficient martial skills
without the tyrannical associations of military dictators, they were distinguished from,
and an alternative to, purely military figures such as soldiers. Furthermore, because the
hunt was integral to the European identity and played an important role in tightly-knit
village communities, especially in nineteenth-century folklore, hunters were ideally
suited to oppose unfamiliar or exotic Others. Still, not all hunters conform to
expectations, and the ways in which an individual challenges or subverts the hunting
stereotype reveals much about his character or his place in the narrative. An individual’s
disregard for hunting protocol, for example, could identify him as the villain or the
antagonist in the narrative. Alternatively, the protagonist’s metaphorical transformation
from hunter to hunted could mirror his movement toward tragedy. The hunting
stereotype was also subject to parody. In opera, parody is generally used for comic

effect, but an individual whose character parodies the hunting identity also provides
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contrast with, and thus enhances the heroic nature of, an individual who demonstrates the

expected hunting qualities.

The heroic hunter

Conradin Kreutzer’s Das Nachtlager in Granada (1834) and Joseph Haydn’s La
fedelta premiata (1781) both make use of the hunting motif to establish the bravery of the
protagonist and situate him as the hero of the narrative, yet they do so through different
methods. Fileno, the protagonist of La fedelta premiata, is not specifically identified as a
hunter, but his demonstration of proficient hunting skills allows him to assume the
characteristics of the hunting stereotype. By contrast, the protagonist of Das Nachtlager
in Granada, the Prince Regent, is identified as a hunter from the moment he walks on
stage. His hunting identity establishes expectations that are subsequently confirmed, both
through his actions and in his opening aria, “Ein Schiitz bin ich” (A hunter am I), in
which he describes his qualities.

The basic plot of Das Nachtlager in Granada is as follows. While hunting with
his companions in Granada, the Prince Regent becomes lost. He arrives in a village
where he meets and becomes enamoured with a shepherdess, Gabriele, telling her that he
is a simple huntsman in the Prince Regent’s entourage. Hoping the hunter can intercede
with the Prince Regent on her behalf, Gabriele informs him of her troubles. Although she
is secretly engaged to a shepherd, Gomez, her uncle, Ambrosio, insists she marry Vasco
against her wishes. The Prince Regent agrees to help and when Ambrosio and Vasco

arrive he asks for lodging. They offer him a bed in a nearby ruin, but secretly plan to rob
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and murder him during the night. Just as the Prince Regent lies down to sleep, Gabriele
arrives to inform him of Vasco’s plot. Thus, when Vasco appears with his henchmen, the
Prince Regent is waiting and successfully defends himself. A distant horn call signals the
proximity of the Prince Regent’s companions, and he summons them to him with a call of
his own. He reveals his identity to Gabriele and unites her with Gomez, promising to
arrange her dowry.

The Prince Regent’s hunting identity is established using both visual and musical
signifiers of the hunt. Before he even arrives on stage Gabriele notices someone striding
high on the summit of a cliff — obviously the Prince Regent — and her remark is
accompanied by a brief fragment of a horn call from the orchestra. Moments later the
Prince Regent himself arrives. According to the stage directions, he is
mit Biichse und Schwert bewaffnet, ein goldenes Hifthorn an goldener Schnur um die
Schulter, eine goldene Kette halb unter dem Wams verborgen, Gabrieles weilles
Téubchen in der rechte Hand.

[armed with rifle and sword, a golden hunting horn on a golden cord around his shoulder,
a golden chain half hidden beneath his doublet, Gabriele’s white dove in his right hand.]
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Figure 10 Design for the Prince Regent’s costume in the first performance (1834).

The rifle, sword and horn are powerful visual signifiers of the hunt that clearly reinforce
the Prince Regent’s identity. All three are apparent in the costume design for the first
performance (Figure 10). The Prince Regent returns the dove that Gabriele had presumed
lost, an act that foreshadows his uniting of Gabriele and Gomez at the end of the opera,

and in response to Gabriele’s request to know to whom she is speaking, sings the aria,

“Ein Schiitz bin ich”:

DER JAGER: THE HUNTER (PRINCE REGENT):
Ein Schiitz bin ich, A hunter am I

in des Regenten Sold, in the Regent’s pay

In Deutschlands Grauen my ancestral castle

steht mein Ahenschlof}; lies in Germany;

Ist nichts auch mein als Biichse, I own nothing but rifle,
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Schwert und Rof}; sword and horse;

Sind doch die Madchen but maidens are always
stets den Jager hold. well disposed to the hunter.
So blick’ auch du den So you too,

Fremdling freundlich an, look kindly on the stranger,
Er fand vom Adlerhorst He found from the eagle’s nest
zu dir die Bahn. the path to you.

Schmiegt sich die Taube When the dove snuggles
dosend an dich an, close to you,

So denk auch manchmal an think sometimes

den Jagersmann. on the hunter too.

The text reinforces the Prince Regent’s hunting identity by describing qualities
commonly associated with huntsmen. He is independent, maidens find him attractive,
and his possessions consist solely of his rifle, sword and horse, that is, instruments that
assist him in the hunt. The Prince’s actions also reinforce these qualities. He displays
bravery and proficient combat skills when Vasco attempts to kill him, and honour by not
only respecting Gabriele’s wish that she be married to Gomez, but in arranging her dowry
as well. Only one trait remains to be explained, the question of the Prince Regent’s
German nationality as outlined in his aria.

Although the true identity of the Prince Regent is never explicitly stated in the
opera, the events depicted in the plot refer to an incident that befell the German Emperor
Maximilian II while he served as Regent of Spain from 1548-51." Maximilian is a
historical figure who was closely linked to the hunt, and the connection adds an

additional layer that supports the associations of bravery and nobility in the Prince

I The connection is made explicit in the play of the same name by Friedrich Kind on which the opera is
based. When the Prince reveals his identity at the end of the play, the other characters refer to him
specifically as “Max”. As Kind’s own commentary to the play makes clear, the identity of the Prince
Regent as Maximilian, as well as the historical incident on which the plot is based, was well known to
audiences when the play was first performed in 1817 and when it was published in 1823. It seems
reasonable to assume that these details were still familiar at the opera’s first performance in 1834. Kind’s
commentary can be found in Friedrich Kind, "Anmerkungen: Das Nachtlager in Granada," in Friedrich
Kind's Theaterschrifien (Leipzig: Georg Joachim Gdschen, 1823).
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Regent’s character. As a contemporary critic’s remarks on the Spanish setting of Kind’s
play make clear, the Prince Regent’s hunting identity and German nationality provided
Kind with an opportunity to draw on contemporary views that privileged the heroic and
courageous nature of northern peoples over the perceived banditry of southern ones.'
The hunting motif thus functions not only as a device that modifies the heroic nature of
the Prince Regent’s character, it conveyed specific connotations for nineteenth-century
German audiences, allowing them to identify more strongly with the protagonist of the
narrative.

The action of Haydn’s La fedelta premiata is instigated by a curse that plagues the
land of Cumae. The curse specifies that:
Ogn’anno il mostro abbia due fidi amanti; e, in vece lor, se a quella istessa morte
volontaria si espone un’alma forte, voi pace avrete, € cesseranno i pianti.
[Each year the monster shall have two faithful lovers; but if a brave soul voluntarily
exposes himself to the same death in their place, peace will return and the suffering will
end.]
As one of the characters observes, it is a neighbourhood in which making love is a
serious matter. Malibeo, a priest of the temple of Diana, is invested with the power of
choosing the couple for the annual sacrifice, but he abuses his office by using his
influence to arrange marriages to his liking. When Fileno finally finds his lost love Celia,
she denies ever having seen him out of fear that they will be chosen as the next sacrificial

victims. In the end Malibeo arranges to have Celia and Count Perrucchetto caught

12_FEr [Kind] hat bei seiner dramatischen Dichtung diesen Umstand vielféltig benutzt; nicht bloB fiir’s
Auge, durch das ergétzliche Fremdartige der Decorationen und des Costiime’s, sondern auch fiir’s Gemiith,
durch den stark hervorgehobenen Contrast zwischen nordischem Heldenmuthe und siidléndischer
Banditenmeuchelei.” These remarks were made by C.M. Semler following the Dresden premiére of the
play and published in the Abendzeitung in 1818. The article is reproduced by Kind in his commentary to
the play. Ibid., 75.
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together and designates them as the victims. But at the moment of the sacrifice, even
though he believes Celia to have been unfaithful, Fileno voluntarily offers himself as the
sole victim. The monster is transformed into a grotto revealing the goddess Diana who
accepts the sacrifice, blesses the marriage of Fileno and Celia, and punishes Malibeo for
his wickedness.

Although none of the characters is specifically identified as a hunter, the hunt
plays an important role in the narrative. The action is located at the temple of Diana, the
goddess of the hunt, and to establish this context Haydn cites an authentic hunting call
both in the overture and to announce the arrival of Diana at the end of the opera."
Furthermore, a ceremonial hunt is organized to pay tribute to Diana. It is during this hunt
that Fileno demonstrates both his hunting skills and his honourable character. While
Amaranta and Perrucchetto end up being chased by the animals they are supposed to

pursue, Fileno intervenes to kill the boar that threatens Amaranta, observing that:

FILENO: FILENO:
Allor ch’¢ oppresso, When they are threatened
Salvar si deve anche il nimico istesso One must even save one’s enemies

Fileno, significantly, is the only character in the narrative who is associated with
hunting music. Hoping to avoid Fileno being chosen as a sacrificial victim, Celia, in the
aria, “Deh soccorri”, pleads with Nerrina to rescue Fileno by taking him away. Realizing

that she will lose him, however, she hesitates. At this point in her aria, the tempo

13 The call originates in the Versailles repertoire. It appeared first in a collection compiled by André
Danican Philidor as “La Sourcillade” (c. 1707) and later as Dampierre’s “La Vue” (1723)
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changes from Andante to Largo, and a muted solo horn'* is heard over a sparse
accompaniment of pizzicato strings. From Celia’s reaction to the sound, it is obvious that
the horn signifies Fileno, but the horn timbre, particularly the distant quality achieved by

the mute, also evokes the hunt and situates Fileno in the hunting identity:

Example 7  La fedelta premiata; Act 1.15, “Deh soccorri”.
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1 A reproduction of this passage from the autograph score can be seen in H. C. Robbins Landon, Haydn:
Chronicle and Works, 5 vols., vol. 2 (London: Thames and Hudson, 1978), 519. This solo passage was later
rescored for the bassoon after the departure of horn player Anton Eckhardt from Eszterhdza. J. Haydn:
Werke, (ed. J.Haydn-Institut, Cologne, directed by G. Feder and J.P. Larsen), the only published edition of
the score, gives inexplicably only this later version.
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CELIA: CELIA:

Ma qual voce intorno io sento, But what is this voice

Che con flebile lamento, with mournful sound

Vien quest’ alma a lacerar. it comes to rend my heart.
Crudo Amor! Destin tiranno! Cruel love! Terrible fate!
Dalla pena, dall’affanno Under such pain and sorrow
To comincio a vacillar my senses reel.

Bravery and fidelity are qualities that are privileged in the plot, and their
importance is particularly apparent in the details of the curse plaguing the land. Fileno is
the only character who consistently demonstrates both qualities. His bravery is
demonstrated in the hunt and his fidelity in offering himself as the monster’s victim
since, ultimately, he performs this act because of his love for Celia. Significantly it is
Diana, the goddess of the hunt, who accepts Fileno’s sacrifice, and it is she who
subsequently unites him with Celia and bestows her blessing on the couple. It is through
his demonstrations of bravery and fidelity, the two qualities most admirable in hunting
and love, that Fileno’s role as the hero of the opera is established, and the events that

bring about narrative closure can occur.

The hunter as archetype

In addition to defining a character’s personality, the hunting motif can also
establish the protagonist’s role in the narrative relative to another character or characters.
A typical narrative requires some sort of force or disturbance to oppose the protagonist.
Because a character’s identity as a hunter implies that he would demonstrate certain
qualities, the hunter is established as an archetypal figure and can be contrasted or placed

in opposition to other archetypal figures such as a soldier, an exotic Other or a holy
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person such as a hermit. The following operas demonstrate narratives in which the
central conflict is situated between a hunter and one of these figures. In all cases the
conflict relies on the character traits implicit in the archetypal identities of the individual
characters.

The plot of Schubert’s Alfonso und Estrella (1821) is based on a conflict between
two societies. The first is led by Froila, the disposed king of Leon now living in exile,
and represented by his son, Alfonso, who is defined by the hunting motif. The second is
led by Mauregato, Froila’s usurper and the current ruler of Leon. Mauregato’s society is
represented by his daughter Estrella, and Adolfo, a general in his army. Adolfo returns
from a military campaign and seeks Estrella’s hand in marriage. She rejects him because
of his aggressive nature and Adolfo vows revenge. Estrella becomes lost during a hunt
and meets Alfonso in the forest. Unaware of the conflict between their fathers, they fall
in love. Adolfo leads an uprising against Mauregato, capturing Estrella and threatening
to kill her if she will not return his love. Alfonso intervenes and arrests Adolfo. He then
calls on his huntsmen and leads Mauregato’s forces against the rebels. After Alfonso
successfully puts down the rebellion, Froila and Mauregato are reconciled, Adolfo is
forgiven, Alfonso is married to Estrella, and under their leadership the two societies are
joined once more.

The conflict between Alfonso and Adolfo is also one between a hunter and a
soldier. The archetypal nature of their identities is established in parallel ceremonies at
the beginning of the opera. In the first scene of Act 1, Froila follows the unanimous
wishes of his people in appointing his son Alfonso as his successor and presenting him

with a ceremonial sword and hunting horn. In the scene that follows, Adolfo, in a
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ceremony celebrating his victory, presents the flags of his recent military conquests to
Mauregato. Both men are defined by the qualities associated with their archetypes, but
their identities also provide the context for their confrontation in Act 3. Although the
conflict is a military one, it draws heavily on hunting imagery, making prominent use of
hunting-horn calls."

The relationship between Alfonso and Adolfo is further defined by the romantic
interest of both men in Estrella. It is significant that the women of Mauregato’s court,
and particularly Mauregato’s daughter, Estrella, are associated not with military imagery
(which signifies Adolfo), but with the hunt (which signifies Alfonso). The opening of the
second scene of Act 1, which structurally separates the two ceremonies in which the
identities of Alfonso and Adolfo are affirmed, is a chorus in praise of hunting that is sung

by the women of Mauregato’s court:

CHOR DER FRAUEN: CHORUS OF WOMEN:
Zur Jagd, zur Jagd! To the hunt, to the hunt!
Die luftigen Rdume, The airy spaces

die rauschenden Baume the rustling tress

erfiillen die Brust fill the breast

mit seliger Lust. with blessed enthusiasm.
Zur Jagd, zur Jagd! To the hunt, to the hunt!
Mit fliichtigen Pfeilen with flying arrows

das Wild zu ereilen to catch the prey
bergauf und waldein, up mountains, in the forest
wir holen es ein. we will bring it home.

The refrain of the hunting chorus is subsequently interpolated between the verses of an

aria, sung by Estrella, in which she articulates what she seeks:

15 The military associations of this scene are discussed below in chapter 5. See chapter 5, “The motif and
its associations: The military associations”. :
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ESTRELLA: ESTRELLA:

Ach, was mein Herz begehret, Oh, what my heart desires
Ist freundlich, zart und still; is kindly, sweet and tranquil:
Nie wird es mir gewéhret it will never be granted me
Im blendenden Gewiihl. in the blinding throng.

The unusual performance of a huntsmen’s chorus by women is due to its function not as a
realistic gesture, but a defining one. The hunting motif defines Estrella’s place in the
narrative by associating her with Alfonso. But the hunting motif is also linked to
Estrella’s desires, since the refrain of the hunting chorus is situated within the verses of
her aria. Both the music and the text indicate that the hunter Alfonso is the object of her
desire. By contrast, it is clear that Adolfo’s aggressive military nature is incompatible
with what Estrella seeks. When Adolfo declares his love for her and pursues his suit with
her father, Estrella pleads with the king not to concede to Adolfo’s wishes because he

cannot provide her with the tender affection she wants:

ESTRELLA: ESTRELLA:

O wenn ich je dir wert gewesen, If ever I was dear to you,

So fleh ich dich, dein armes Kind then I implore you, release your poor child
Von diesem Manne zu erlésen, from this man

Der schrecklich mir und rauh gesinnt. whom I find terrible and coarse.

Gewohnt nur, in den Streit zu gehen, Accustomed only to combat,

Umrungen stets vom Kampfgewiihl, always surrounded by the pressure of battle,
Wird nie sein kaltes Herz verstehen, his cold heart will never understand,

Was zarte Liebe wiinscht und will. what tender love wishes for and needs.

The scene then closes with a return to the hunting chorus that opened it. This time the
women, led by Estrella, praise the hunt, while the men, led by Adolfo, repeat the musical

phrases but twist the text to praise warfare. The hunting motif becomes the locus for
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contrasting ideals as the music of the hunting chorus is used to praise hunting first, then

warfare.

ESTRELLA/CHOR DER FRAUEN: ESTRELLA/CHORUS OF WOMEN:
Zur Jagd, Zur Jagd! To the hunt, to the hunt!

Die frohe Jagd befreit die Brust. The joyful hunt sets free the heart.
ADOLFO/CHOR DER KRIEGER: ADOLFO/CHORUS OF SOLDIERS:
Zur Schlacht, Zur Schlacht! To battle, to battle!

Die wilde Schlacht gibt Siegeslust! The wild battle encourages the desire for

victory!

Although the hunt is associated specifically with Alfonso, hunting music and
imagery is used to convey a variety of meanings throughout the opera. The hunting
chorus links the women of Mauregato’s court with Alfonso but also foreshadows the
relationship between Alfonso and Estrella. When Alfonso and Estrella eventually meet,
it is because Estrella has become lost during a hunt, and the episode follows Froila’s
ballad about a hunter who is lured to his death by following an enchantress. Furthermore,
the hunting chorus establishes a link between Alfonso and Estrella, but it also conveys
the difference between Estrella and Adolfo. This function is especially obvious in the
finale of Act 1 as the music of the hunt is wrenched back and forth between the women
singing of the hunt, and the men singing of battle. And finally, at the climax of the
narrative when Alfonso and Adolfo meet, the hunting motif is present once again in the
horn calls that Alfonso uses to call his companions to assist him.

The opposition between hunting and military imagery recurs in Berlioz’s Les
Troyens (1863), but instead of being used to delineate two characters, it is used to
contrast pleasure with duty. Didon is associated with the hunt and represents the

sensuous and the pleasurable even to the point of diverting Enée from his goal of
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reaching Italy. Enée is defined in military terms, and military imagery is used to remind
him of his duty to reach Italy. As archetypes Didon and Enée do not oppose each other,
but the conflict between pleasure and duty represented by them forms an important
opposition in the narrative.

Both identities are established in the “Chasse royale et Orage™ in which a hunt is
staged as an elaborate pantomime. The scene begins with a pastoral setting. A stream
flows into a natural basin bordered by rushes and reeds in which a pair of naiads bathe.
Tyrian hunters pass with dogs on leashes. Enée’s son Ascagne gallops across the stage
on horseback. As a storm approaches, the hunters scatter and Didon and Enée arrive: she
is “vétue en Diane chasseresse, 1’arc a la main, le carquois sur 1’épaule” (dressed as the
huntress Diana, bow in hand and quiver on shoulder); he is “en costume demi-guerrier”
(in semi-military dress). As they take shelter in a cave, the stream overflows and
waterfalls appear, suggesting the sexual nature of what transpires in the cave. More
importantly, repeated cries of “Italy” are heard, emphasizing Enée’s destiny to continue
in his quest. The stage directions read as follows:

Ils [Didon et Enée ] entrent dans la grotte. Aussitét les nymphes des bois paraissent, les
cheveux épars, au sommet du rocher, et vont et viennent en courant, en poussant des cris
et faisant des gestes désordonnés. Au milieu de leurs clameurs, on distingue de temps en
temps le mot : Italie !

Le ruisseau grossit et devient une bruyante cascade. Plusieurs autres chutes d’eau se
forment sur divers points du rocher et mélent leur bruit au fracas de la tempéte. Les
Satyres et les Sylvains exécutent avec les Faunes des danses grotesques dans l'obscurité.
La foudre frappe un arbre, le brise et I'enflamme. Les débris de l’arbre tombent sur la
scéne. Les Satyres, Faunes et Sylvains ramassent les branches enflammées, dansent en
les tenant a la main, puis disparaissent avec les nymphes dans les profondeurs de la
forét. La tempéte se calme. Les nuages s 'élévent.

[They enter the cave. Immediately the Nymphs of the forest appear, with disheveled hair,

on the summit of a rock and run back and forth, shouting and gesticulating wildly. In the
midst of their clamour can be distinguished from time to time the word Italy!
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The stream swells and becomes a roaring cascade. Several other waterfalls form on
various parts of the rock and their noise mingles with that of the storm. The Satyrs,
Sylvans and Fauns perform grotesque dances in the darkness. Lightning strikes a tree,
which shatters and bursts into flame. The debris from the tree falls on the stage. The
Satyrs, Fauns and Sylvans gather the flaming branches and dance with them in their
hands. They disappear with the Nymphs into the depths of the forest. The storm
subsides, the clouds disperse.]

As suggested by the difference in their clothing, Didon and Enée represent
different identities: hers is sensual pleasure; his, duty. Both are engaging in the
pleasurable, but it is duty that intrudes to interrupt them. Berlioz depicts the conflict
between these two poles through the use of contrasting musical styles played by the on-
stage band of saxhorns, trombones and timbales. After an introduction in common time,
the metre changes to 6/8 and a languid, flowing call is played by the first saxhorn. This
call is answered by its echo, a powerful signifier of the hunting style. As the scene
unfolds, the calls begin increasingly to resemble authentic hunting calls but without
loosing the relaxed rhythmic character. The saxhorns obviousiy represent the hunt, and
play in a musical style that contrasts with that of the trombones and timbales, instruments
with military connotations. The military style played by the trombones and timbales is
conveyed by the use of common time, angular rhythms, and jagged melodic lines. At the
climax of the scene, the hunting and military styles converge to create a complex pattern

of cross-rhythms that mirrors the conflict between pleasure and duty depicted in the

dramatic situation:
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Example 8 Les Troyens; Act 4.1, “Chasse royale et Orage”.
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The scene that follows the chasse-pantomime also parallels it by repeating

significant events from it. It begins with Narbal re-emphasizing the role of hunting

through his observation that the sensual pleasures of hunting and feasting have taken

precedence over duty in Didon’s kingdom:

NARBAL:
Mais Didon maintenant oublie
Les soins naguére encore a son
esprit si chers ;
En chasses, en festins, elle passe sa vie ;

Les travaux suspendus, les ateliers déserts.

NARBAL:

But Didon now forgets
The cares that previously concerned her;

she spends her time hunting and feasting;
all work has stopped, the workshops are

deserted.
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He is interrupted by the arrival of Didon, Enée, and members of the court. Dances are
performed in Enée’s honour, and Didon asks him to continue his tale of the events in
Troy. As she listens Ascagne “appuyé sur son arc et semblable 4 une statue de I’ Amour”
(leaning on his bow to resemble a statue of Cupid), removes the ring of Sichée’s (Didon’s
former husband) from her finger. The reference to the bow and cupid alludes to a
different kind of hunt, the love hunt, but the function remains one of emphasizing the
sensual by encouraging Didon’s feelings for Enée. Instead of imagining the events in the
cave, the audience now experiences directly the relationship between Didon and Enée in
the love duet, “Nuit d’ivresse et d’extase infinie!” (Night of boundless ecstasy and
rapture!). But once again, at the height of their passion, there is the same message.
Mercury appears and strikes Enée’s shield — a symbol of military duty — to remind Enée
of his destiny:

Ils [Didon et Enée] marchent lentement vers le fond du thédtre en se tenant embrassés,
puis ils disparaissent en chantant. Au moment ou les deux amants qu’on ne voit plus
finissent leur duo dans la coulisse, Mercure parait subitement dans un rayon de la lune
non loin d’une colonne tronquée ot sont appendues les armes d’Enée. S’approchant de
la colonne il frappe de son caducée deux coups sur le bouclier qui rend un son lugubre et
prolongé.

[They [Didon and Enée] walk slowly toward the back of the stage, embrace, and then
disappear while singing. As soon as the lovers, now out of sight, finish their duet in the
wings, Mercure appears suddenly in a ray of moonshine close to a broken column upon

which Enée’s weapons are hanging. He approaches the column and strikes the shield
twice with his wand. It makes a gloomy and ringing sound.]

MERCURE: MERCURE:

d’une voix grave, et étendant In a solemn voice and stretching
le bras du céte de la mer his arm toward the sea

Italie ! Italie ! Italie ! Italy! Italy! Italy!

1l disparait. He disappears.
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The archetypal function of the hunter in opera is particularly significant in
narratives involving exotic Others. Susan McClary notes that the role of the protagonist
in mainstream literature tends to be assigned to someone much like the artist while the
Other is designed to stand in dynamic contrast.'® Although the artists she refers to do not
necessarily hunt, hunters were identified with European history and folklore to such an
extent that they became strongly associated with European identity. The hunter is a
figure with which a contemporary audience could identify, whereas the Other, as the
following examples show, is clearly different. Furthermore, because huntsmen formed
groups that valued camaraderie and loyalty, hunters provided a powerful metaphor for the
close-knit village societies that are often depicted in opera. The social structure
associated with huntsmen is also realized in the music that represents them. The
huntsmen’s chorus exemplifies communal music-making, requiring the cooperation and
participation of all members, and hunting-horn calls, although consisting of a single
melodic line, are inevitably joined by an additional voice or voices and answered by a
second group in the distance. Such signifiers are potent cultural reminders of the place of
the individual in a larger whole.

The Hunter-Other paradigm is realized in Heinrich Marschner’s Hans Heiling
(1833) through a love triangle in which an outsider, Heiling, vies with a hunter, Konrad
for the love of a village girl, Anna. Hans Heiling is the Prince of the Erdgeister (Earth
Spirits) over which he and his mother, the Queen, rule. After falling in love with Anna
Heiling leaves his realm to live with her, intending never to return. But Anna is uneasy

about the relationship with Heiling, and when she discovers his true identity she refuses

16 Susan McClary, Georges Bizet: Carmen (Cambridge: Cambridge University Press, 1992), 58-59.
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to marry him. Instead she falls in love with a hunter, Konrad. Heiling appears at the
wedding of Anna and Konrad and threatens them, but his mother urges him to forsake
revenge and return with her to his true place. Reluctantly he agrees.

Heiling’s otherness is established in the prologue which takes place in the realm
of the Erdgeister, an underground cavern that is dimly lit by red light in which dwarves
busily mine jewels from the jagged walls and offer them to Heiling and the Queen. When
Heiling expresses his wish to leave, his mother pleads with him not to go, warning that he

will never be happy living with humans:

KONIGIN: QUEEN:

Fremd wirst du den Menschen bleiben, You will remain a stranger to humans,
und ihr enges Treiben and their simple habits

scheint dir niedrig bald und leer will soon fill you with emptiness

Heiling and Anna appear to be incompatible from the very beginning. Although
he makes sacrifices to be with her by leaving behind all the vestiges of power from his
former life and even destroying a magic book after she becomes terrified by it, she is
unwilling to do the same for him. She insists on attending a village celebration against
Heiling’s wishes and even joins in the dancing after he forbids her to do so, defiantly
telling him she will enjoy her freedom until she is married. Heiling is obviously
uncomfortable at the celebration, and his unwillingness to participate in the festivities
emphasizes his difference from the villagers. Furthermore, Heiling, after forsaking his
own society, expects Anna to do the same with hers. This is in stark contrast to the
relationship between Konrad and Anna. Their union is celebrated together with the other

villagers and draws heavily on their shared cultural and social backgrounds.
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As an archetypal figure, the hunter displays the requisite bravery to oppose the
supernatural Other. Konrad continually stands up to Heiling’s challenges even when it is
obvious that he is no match for Heiling’s power. But the hunting motif is also used to
represent the mortal world in order to distinguish it from the supernatural one. Huntsmen
are prominent at the village celebration where Heiling’s otherness is emphasized,
Konrad, announced by off-stage hunting horns, finds and rescues Anna when she is lost
in the forest, and the symbolic moment of Anna’s reintegration into her own society, her
wedding, is laden with references to the hunt. The men dress in their hunting uniforms,
the bridal pair is greeted with a fanfare from the huntsmen, and Stephan sings a comic
hunting song before the procession enters the church. The hunting imagery also
establishes the mortal world as one that a nineteenth-century audience could identify as
its own ideal existence. It is a world of activity, festivity, and celebration, that stands in
stark contrast to the dark world of the earth spirits where Heiling and the Queen sit
passively on their thrones observing the dwarves engaging in slave-like work.

The hunting motif plays a similar role in Albert Lortzing’s Undine (1845), only
with the gender roles reversed. The exotic Other is a water sprite, Undine, whom the
knight Hugo von Ringstetten falls in love and marries in spite of the fact that he was
previously betrothed to a noble woman, Berthalda. Shortly after their wedding, Undine
confides to Hugo that she is not human, but also warns him that should he betray her
love, her people will exact a terrible revenge. Hugo falls anew under Berthalda’s charms
and renounces Undine. She is reclaimed by her people, only to return on Hugo and

Berthalda’s wedding night. Hugo, realizing why she has come, accepts her deadly



88

embrace. The castle is transformed into an underwater palace, Hugo is pardoned and he
and Undine are allowed to live happily among the water spirits.
Like the earth spirits in Hans Heiling, the Undinen or water sprites are similar to,

yet also distinct from humans. As Undine explains to Hugo:

UNDINE: UNDINE:

Wir sind euch gleich We are like you

An Geist und Leib, in spirit and body,

Wir leben harmlos we live harmlessly

Und zufrieden. and peacefully.

In einem nur sind wir von euch verschieden, In one aspect alone do we differ from you.
Nicht winket uns ein ew’ges Heil! Eternal salvation does not await us

Denn — keine Seel’ ward uns zuteil since we were not given a soul.

Although Hugo initially accepts Undine’s otherness, it eventually becomes the reason for
his rejection of her in favour of Berthalda. Asin Hans Heiling, the hunt provides the
means of defining the mortal world, but in particularly it defines Berthalda’s place in it.
Her entrance aria, which plays a crucial role in establishing her character, is a hunting
song in which she praises the activity while asserting that it is not for men alone. Given
the strong tradition of using the hunting imagery as a metaphor for amorous pursuit, this
aria also provides the background for Berthalda’s skillful pursuit of Hugo. Lortzing
supports this use of the motif by juxtaposing a hunt with the exact moment when
Berthalda wins Hugo back. As off-stage horns and the chorus describe the successful
outcome of a stag hunt in the background, Hugo’s squire, Veit, explains that Hugo and
Berthalda have remained behind, and Veit has just overheard his master, at Berthalda’s
feet, professing his love for her.

Undine is effectively isolated from society in this scene. In a sense, it is she who

is the victim of the hunt, and this point is reinforced by the activity in the background and
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by Hugo’s callous rejection of her in the next scene. Berthalda’s careful characterization
as a huntress on the other hand, asserts her position in the human society and sets her in
opposition to the other-worldly Undine. Just ¢s Anna is brought back into human society
by the hunter Konrad, so is Hugo by the huntress Berthalda.

The most striking of the archetypal oppositions established by the hunting motif
occur between the active, sensuous world of the hunt and the contemplative spiritual
existence of religion. The conflict between hunting and religion is integral to the legends
of the wild hunt.'” In Victor Nessler’s Der wilde Jiger (1881) it is realized in the
archetypal relationship between a hunter, Hackelberend, and an Abbot, Egon. Although
the plot depicts conflicts among three archetypes — the hunter, the Abbot and the peasant
(represented, respectively, by Hackelberend, Egon and Volrat) — it is the one situated
between the hunter and the Abbot that defines the narrative. '®

The incompatibility of hunting and religion is initially depicted in the
geographical issue of where the hunt can take place. The balance achieved by a long-
standing agreement that forbids hunting within hearing distance of the monastery bells is
upset when the monastery acquires a “new, more powerful” bell that can be heard a full
mile further into the forest. This news is reported to the Count Hackelberend by one of

his huntsmen:

17 The legends are discussed in detail below. See “The Motif and its Associations: Wild and Demonic
Hunters”.

'8 The central conflict is between religion and hunting, but a peasant revolt (specifically the historical
“Aufstand des Bundshuh” in 1502 and 1513) completes the triangle. The peasants revolt not only against
the noble right to hunt, but on religious grounds concerning Luther’s reforms, and references are made to
raids on the monasteries during the uprisings. For more on the historical uprising see Gerald Kohl, Jagd
und Revolution. Das Jagdrecht in den Jahren 1848 und 1849 (Frankfurt am Main: Peter Lang, 1993).



LUDOLF:

Herr, dieweil die Klosterleute
in den Wildern

des Herrn Grafen sich der niedern Jagd
ergotzen,

so weit von dem Klosterthurme dringt ihr
Glockenschall —

DER GRAF:

Verwiinschte fromme List!

Verwiinschtes Lauten!

LUDOLF:

Hat der Abt sich eine neue, mécht’ge
Glocke giessen lassen,

hing sie auf zu héchst im Thurme,

dass sein Recht in unserm Walde

sich erstrecke noch viel weiter.

DER GRAF/DIE JAGER:

Unerhorte neue Frechheit.

LUDOLF:

Wollt’ nach Schritt und Zeit bemessen
diesen neuen Glockenschall;

Herr, ich schritt und schritt und lauschte,

und noch immer hort’ ich’s lauten

mehr als eine volle Meile geht ihr
Recht in unsern Wald.
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LUDOLF:

Lord, since the residents of the forest
cloister

arranged that his Lordship, the Count should
enjoy the low hunt

not within hearing distance of the bells in
the Cloister tower —

THE COUNT:

Damned pious cunning!

Damned bells!

LUDOLF:

The Abbot has arranged to have a new, more
powerful bell cast

and hung it high in the tower,

so that their rights in our forest

have stretched themselves much further.

THE COUNT/THE HUNTERS:

Unprecedented of new impudence!

LUDOLF:

I wished to measure it by step and time
this new bell;

Lord, I walked and walked and listened,

and still could I hear its ringing,

more than a full mile extends their
rights in our forest.

Hackelberend reacts by organizing a hunt on Fronleichnam (Corpus Christi) an act that

openly defies religious conventions. During its course he finds himself alone outside the

monastery and contemplates his own relationship with God, offering to pray and atone

for his sins if God will confirm His existence:

HACKELBEREND:

Du Gott dort oben, wenn du wirklich Gott bist und die Welt regierst und die Geschicke
der Menschen lenkst jetzt konnt’ ich beten! ja beten! Beten will ich und Busse thun vor
dir, o Gott, vor dir allein! hore es! erhére es! vor dir allein! O gieb Du mir ein
himmlisches Zeichen dass ich dich erkenne und deine Macht.

[HACKELBEREND:

You, God above, if You are truly God and govern the world and steer the fate of man,
then I could pray! yes pray! I will pray and do penance before you, Oh God, before You
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alone! hear it! listen! before You alone! Oh give me a divine sign that I can recognize
You and Your power.]

Suddenly the monks begin singing a hymn, and the Count, furious that God will not
speak for Himself but only through others, sounds his horn to call his companions to him.
He orders them to sing a hunting song to drown out the worshipping monks, and the
resulting double chorus illustrates the conflict between religion and the hunt in musical
terms by pitting the characteristic musical styles of the one against the other. The monks
are accompanied by the organ and their music is in a 3/4 metre displaying fairly conjunct
melodic lines, evenly-paced thythms consisting mostly of quarter notes. The tonality is F
major although the flat keys of d minor and A-flat major are also emphasized. The
hunters are accompanied by on-stage homs and the orchestra. Their music is in 6/8 time,
and the melodic lines are active thythmically and intervalically. The tonality is D major,
with an emphasis toward sharp keys. Although the combination of the two styles creates
moments of polymetre (three measures of 6/8 occur in the same time as two measures of
3/4), Nessler does not make use of polytonality. Instead the two groups pull the tonality
back and forth between the sharp and flat keys, finally ending firmly in the huntsmen’s
key of D major to indicate the extent to which the hunters have disrupted the religious

service of the monks (Example 9).
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Example 9  Der wilde Jiger; Act 1, finale, “Doppelchor”. Monks (staves 1-3)
accompanied by the organ (staves 4-5) notated in 3/4; hunters (staves 6-7) accompanied
by horns and orchestra (staves 8-9) notated in 3/4 for the first 5 measures of the example

and then changing to 6/8 as they interrupt the monks. Piano-vocal score (Leipzig: J.
Schuberth, 1880).

v -
1e(tt wEher, lmmer errurter, wle mit clart bers Erlsneraas Koy
‘Wirkt o i Tireateriieaes Corhon ot

adun

During this double-chorus, the Count stands before a crucifix, eventually

recognizing it as the location from a recurring dream in which he witnesses the infidelity
of his late wife. He has long suspected that the dream was true, and his suspicions are
confirmed when he realizes that the location actually exists. He curses the Son of God
for allowing this act to occur in his sight, and shoots the crucifix with an arrow. This
blasphemous act causes the army of wild hunters to appear, an indication that the Count

will soon be joining their ranks.
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Until this point, the conflict between the hunt and religion has been on the general
level of where the hunt can take place, and a personal one between the Count and God. It
now moves to one between two archetypes, the hunter and the Abbot. Realizing that
Hackelberend must be excommunicated for his blasphemous act, the Abbot reveals to
Johannes, another monk, his previous relationship to the Count. Before becoming a
monk, the Abbot was a knight named Egon, and a close childhood friend of
Hackelberend. Both fell in love with the same woman, Hildegard, but when she was
unable to choose between them she prophesied that only one would return from the
coming war and that the survivor would become her husband. Hackelberend, in order to
obtain Hildegard’s hand in marriage, abandoned Egon in combat to an almost certain
death. Although seriously wounded, Egon survived, turned to religion, and took a
position at the abbey without realizing its proximity to Hackelberend’s castle. Shortly
before her death, Hildegard came to confession and admitted she had always harboured
love for a man other than her husband. It was Egon she truly loved, not Hackelberend.
As her priest, Egon told her to go to the forest crucifix, but later met her there where they
committed the sin suspected by Hackelberend.

The personal relationship between the Hunter and the Abbot adds an additional
layer to the wild-hunter legends. Traditionally the legends involve a moral issue that
concerns the hunter alone, whereas this narrative situates the conflict between the two
archetypes. Both have personal reasons for their animosity, but their identities also
inform their actions. The Abbot, following the Christian philosophy of forgiveness,
attempts reconciliation with the dying Hackelberend. When this becomes impossible he

takes on the role of soldier once again and is mortally wounded defending the Count’s
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castle in the peasant uprising. The Count, however, remains firmly grounded in the
sensuous. He seeks only revenge, regardless of the consequences, and when death comes
he embraces it because of the likelihood that he will continue hunting as a member of the

supernatural wild hunt.

Unsuccessful and hunted hunters

Not all operatic hunters conform to the expectations of what convention dictated a
hunter should be. The boundaries that defined the hunting identity were not rigid, and
there was ample room for variety allowing for the development of unique personalities in
individual hunters. Still, it is obvious when a character transgresses these boundaries by
challenging or subverting the expectations. Just as a hunter’s personality or role in the
narrative is defined through his demonstration of actions that are consistent with
expectations, it is also defined by actions that challenge or subvert them. This section
discusses instances in which the hunter eschews the activity, is unsuccessful, or is
metaphorically transformed into the prey of the hunt. In all cases a strong message,
usually with negative implications, is conveyed concerning the hunter’s character.

The most famous hunter of European literature is Tristan. Although this aspect of
his identity is not explicitly discussed in Wagner’s Tristan und Isolde (1865), it is well
established in the traditional sources, including Gottfried’s Tristan which served as the

source for Wagner’s libretto. ' Tristan’s character is defined by the hunt. It is through

1 Tristan’s hunting identity in Gottfried, as well as in other Medieval versions, is discussed in detail in
Rooney, Hunting in Middle English Literature, 86-93; Marcelle Thiébaux, The Stag of Love: The Chase in
Medieval Literature (Ithaca: Cornell University Press, 1974), 128-43.
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his knowledge of hunting protocol that Tristan is introduced to King Marke’s court and

his place within it established. By demonstrating his mastery of hunting skills, along

with his command of musicianship and foreign languages, Tristan is characterized as

someone well versed in all aspects of noble life and breeding, indeed, as a paragon of

courtly behaviour. Because of these skills, Tristan is appointed by Marke to the position

of Jegermeister (Huntsman-in-Chief). More than that, the King accepts him asa trusted

friend. As Marke explains in Gottfried’s Tristan:

Der kiinec sprach: “Tristan, hoere her:

an dir ist allez, des ich ger.

di canst allez, daz ich wil:
jagen, sprache, seitspil.

nu suln ouch wir gesellen sin,
da der min und ich der din.
tages s6 sul wir riten jagen,

des nahtes uns hie heime tragen
mit héfschlichen dingen:
harpfen, videlen singen,

daz kanstu wol, daz tuo du mir.
s0 kan ich spil, daz tuon ich dir,
des ouch din herze lihte gert:
schoeniu cleider unde pfert,

der gibe ich dir swie vil du wiit.
da mite han ich dir wol gespilt.
sich, min swert und mine sporn,

min armbrust und min guldin horn,

geselle, daz bevilhe ich dir.

des underwint dich, des pflic mir

und wistu héfsch unde vro!”
(3721-3741)

“Tristan, listen to me” said the King.
“You have everything that I want.
You can do everything that I would do:
hunting, languages, music.

Let us be companions,

you mine, and I yours.

By day we shall ride out hunting,

by night we’ll sustain ourselves

with courtly pursuits:

harping, fiddling, singing.

These things you do well, do them for me.
And I can play what I know for you,
what perhaps your heart desires:

fine clothes and horses

will I give you, as many as you want.
With these I will have played well.
Look, my sword and my spurs,

my crossbow and my golden hom,
friend, I entrust them to you.

Take them and look after them for me
and be happy here at court!”

The position of Huntsman-in-Chief is one that implies trust, and Marke demonstrates his

faith in Tristan by entrusting to him the most important symbols of the hunt: his sword,

spurs, crossbow, and golden horn. Furthermore, the hunt is an activity in which they will

engage, as companions, on a daily basis. It is against this background that Tristan’s
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subsequent actions must be seen, both in Gottfried’s romance and Wagner’s opera. In
both versions suspicions concerning the relationship between Tristan and Isolde result in
a hunt being organized as a means of catching them together. The fact that Tristan does
not participate in this hunt indicates a radical change in his priorities. Since the purpose
of the hunt is to catch the lovers, Tristan is metaphorically transformed from hunter to
hunted. Before discussing the significance of this episode in Wagner’s opera, it will be
helpful first to establish the context by examining the corresponding scenes from
Gottfried’s romance.

In Gottfried’s Tristan there are two significant episodes in which Tristan is
identified as the object of the hunt. The first occurs in the hunt that is organized to catch

Tristan and {sét together:

[Marke] ein ursuoche vander [Marke] devised a stratagem

und hiez an den stunden and that very hour

die jegere mit den hunden bid the hunters with their hounds
ze walde sich bereiten. make ready for the forest.

er enbdt in unde seiten He sent a message to inform them
und hiez ouch in den hof sagen, and had it proclaimed in the court
er wolte zweinzic tage jagen. he would hunt for twenty days.

(14350-14356)

As expected, Tristan declines to participate and Marke instructs the dwarf Melét to stay
behind and spy on the lovers. The double meanings on the words “sick” and “hunting”
allude to the tradition of the love hunt and suggest that Tristan, by forsaking the one kind

of hunt, is participating in another one:

[Marke] selbe vuor ze walde hin [Marke] himself rode off to the forest
mit michelem geschelle. with much clamor.
sin weidegeselle His hunting companion,

Tristan beleip da heime Tristan, stayed at home
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und enb6t dem oeheime, and sent a message to his uncle

daz er siech waere. that he was ill.

der sieche weidenaere The sick huntsman, too,

wolt ouch an sine weide. yearned to go out to his hunting-ground.

(14370-14377)

The second episode occurs after the lovers have been banished from court and
take refuge in the minnenden hol (love grotto). The King and his hunters are led to them,
first by pursuing the tracks of a strange stag, and then those of the lovers. The lovers are

pursued literally as one would an animal:

Der jeger, von dem ich nu las, The hunter, from whom I spoke
der zuo dem brunnen komen was, having arrived beside the spring
der spurte in dem touwe, found tracks in the dew

da Tristan und sin vrouwe where Tristan and his lady

vor ime geslichen waren hin. had walked before him.

hie mite s6 kam er an den sin, He came to the conclusion

ez waere niwan des hirzes trat. it could only be the trail of the hart.
er erbeizete und trat (f den pfat He dismounted and followed the path
und volgete dem selben spor, following the traces

daz s’ime haeten getreten vor that those before him left

biz hin an der fossiume tiir. right to the door of the cave.

(17417-17427)

Gottfried’s Tristan eludes detection in both episodes. In the first, he and Is6t meet while
Marke is supposedly away hunting, but the lovers realize they are being observed and
comport themselves properly. In the second, Marke, after he is led to the cave, observes
Tristan and Is6t lying apart with Tristan’s sword between them. This leads him to the
false conclusion that they have not been intimate. In fact, Marke never does obtain

conclusive proof that Tristan and isét are lovers. Still, Tristan’s transformation from
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hunter to hunted remains an essential part of the narrative and one that is shared by all
versions of the legend.?

Act 2 of Wagner’s Tristan und Isolde is obviously based on the first of Gottfried’s
episodes above, but there are several significant modifications. As in the Medieval
romance, the operatic hunt is organized with the express purpose of catching Tristan with
Isolde. However, a comparison of the two versions reveals a stronger and more
menacing use of the hunting motif by Wagner. In Gottfried’s Tristan, the hunt provides
the means to entrap the lovers, but hunting imagery is not directed toward them during
the episode. Once the huntsmen have departed there is no more mention of the activity.
Marke returns alone from the hunt, he and Mélot hide themselves in a tree and they
passively observe the meeting between the two lovers. In Wagner’s opera, by contrast,
the elaborate off-stage horn calls serve as a powerful reminder of the proximity of the
hunters and the danger to the lovers. Wagner takes as his cue Gottfried’s description of
Marke’s noisy departure (see lines 14370-14371, cited above). On a literal level these
calls do depict the departure of the hunters. This impression is reinforced by
performance instructions specifying that the calls grow more and more distant.”' Yet the
calls, and, by extension, the hunt, are also directed toward the lovers. Brangédne makes

this point explicit in her warning to Isolde (Example 10a). Her text is accompanied by

® Some versions depict Tristan’s transformation more graphically than Gottfried. For example, an episode
in which Mark seeks and finds the mad Tristram in Malory’s Book of Sir Tristram de Lyones is described
and interpreted as follows by Rooney: “When [Mark] finds [Tristram] lying naked by a well, he blows his
horn and commands his knights to take Tristram and carry him to the castle. Tristram, once the supreme
courtly hunter, is reduced to the status of an animal in this scene. He is devoid of both reason and clothes,
the internal and external distinguishing marks of man, and is sought and found within the context of a hunt.
Mark’s courtliness is manifested in his hunting, and the confrontation between the mad Tristram and the
courtly hunter is made all the more poignant by our awareness that it was Tristram who introduced the art
to Mark’s court.” Rooney, Hunting in Middle English Literature, 92-93.

2 the score indicates the calls be played “entfernter” (becoming more distant), “immer entfernter”
(becoming still more distant) and finally, “sehr fern” (very distant).
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hunting calls in the off-stage horns, and the menacing nature of both her warning and the

hunt is emphasized through Wagner’s use of harmony and timbre. Although the music

for the off-stage horns is confined otherwise to the open harmonics of the natural horn,

this passage ends with a progression that collapses inward to a diminished triad, with at

least one note in every chord played fully stopped:

BRANGANE:

Die heut im Rat

dies ndchtliche Jagen

so eilig schnell beschlossen,
einem edlern Wild,

als dein Wihnen meint,

gilt ihre Jagerslist

BRANGANE:
Those who today
so hastily planned
this nocturnal hunt,
pursue

a nobler prey

than you imagine

Example 10a Tristan und Isolde; Act 2.1, Brangine’s warning. Wagner marks
explicitly those notes to be played stopped with the symbol, +.
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(Example 10a continued)
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The menacing function of the hunting motif is also apparent when Melot, Marke
and, his courtiers return and find Tristan with Isolde. They are clothed, according to
stage directions, in Jdgertracht (hunting dress), and accompanied by the hunting calls,

this time played by the horns in the orchestra (Example 10b):



Example 10b Tristan und Isolde; Act 2.3, arrival of Melot, Marke, and his courtiers.
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In the ensuing situation, Melot challenges Tristan to a duel, and Tristan, throwing himself

on Melot’s sword, allows himself to be mortally wounded. It is at this point that Wagner

diverges most decisively from his source. Gottfried’s Tristan continually eludes

detection and, although he clearly betrays Marke’s trust, the allusion to the love hunt

allows him to remain faithful to his hunting identity. Tristan is still a master hunter, but

the object of his pursuit is love instead of the stag. But by eschewing the hunt, Wagner’s

Tristan subverts the expectations defined by the hunting identity. The hunter, in the
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nineteenth century, stood for honour, trust, and fidelity. Yet Tristan betrays all of these

qualities. Indeed, Tristan’s betrayal is apparent in Marke’s reaction:

MARKE: MARKE:

Wohin nun Treue, Whither loyalty,

da Tristan mich betrog? if Tristan has betrayed me?
Wohin nun Ehr’ Whither honour

und echte Art, and true breeding

da aller Ehren Hort, that all honour hoards,

da Tristan sie verlor? and that Tristan has now lost?
Die Tristan sich Whither virtue

zum Schild erkor, that Tristan chose as the device
wohin ist Tugend for his shield,

nun entflohn, and which now has flown,

da meinen Freund sie flieht, if it has flown from my friend
da Tristan mich verriet? and Tristan has betrayed me?

Another figure whose identity is defined by his hunting skills and whose tragic
fall is conveyed through his transformation from hunter to prey is Siegfried, the hero of
Wagner’s Gétterdimmerung and indeed of the entire Der Ring des Nibelungen (1876).
Like Tristan, Siegfried’s character was already well established in literature before the
opera was written. Again, Wagner made significant changes to the original legends, so it
will be helpful to establish the background to Siegfried’s character by considering it from
the same perspective as Wagner, that is, from the original sources. Of the numerous
sources that Wagner consulted for the libretto, the anonymous thirteenth-century epic
poem, Das Nibelungenlied, is most relevant to the present discussion.

Sifrit’s death, in Das Nibelungenlied, occurs in the course of a hunt that has been
carefully planned for the sole purpose of murdering him. After a quarrel between Sifrit’s
wife, Kriemhilde, and Gunther’s wife, Priinhilt (Briinhilde), Hagene pledges to Priinhilt

that he will avenge her honour:
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er lobte ir si zehant he vowed at once
daz ez erarnen miiese that Kriemhilde’s man
der Kriemhilde man, would be made to pay,
oder er [Hagene] wolde nimmer or never would he [Hagene]
der umbe vroelich gestén. be happy again.
(v. 864)

Hagene convinces Guinther that Sifrit must be slain and suggests that they counterfeit a
declaration of war against themselves. In this way Sifrit will pledge his allegiance to the
King and insist on going to battle for him, while Hagene, by maintaining that he wishes
to protect Sifrit, will discover his vulnerable spot from Kriemhild. Once this information
is obtained the military campaign is canceled and, since the requisite forces have been
amassed, a hunting excursion is organized in its stead.

Much of the hunting episode is devoted to establishing Sifrit’s bravery and the
extent of his remarkable hunting skills. At first he is so prodigious that the others express

their fear that he will leave nothing in the forests for them:

Db sprachen sine jegere: So spoke his huntsmen:

“miige ez mit fuoge wesen, “if we could ask so boldly,
s6 14t uns, her Sifrit, please leave, Herr Sifrit,

der tier ein teil genesen. some animals for us.
ir tuot uns hiute laere Today you empty

den berc und ouch den walt.” the hills and the woods.”
des begunde smielen At this the brave hero

der degen ciiene unde balt. had to smile.

(v. 940)

After the formal hunt is over and the call has been given telling the huntsmen to return to

camp, Sifrit sees a bear which he chases and subdues. He binds it and brings it back to
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camp where he releases it, causing, to everyone’s amusement, an enormous commotion.
The bear eventually takes flight and Sifrit alone is able to run it down and dispatch it with
his sword, earning the admiration of the other hunters. The hunters finally sit down to the
hunting feast, but Sifrit becomes furious when informed that there is no wine. Tormented
by thirst, he agrees readily when Hagene offers to race him to a nearby spring. Sifrit,
naturally, arrives first and begins to drink. When Hagene arrives he takes Sifrit’s spear
and mortally wounds him by plunging it into a vulnerable spot on his back.

Sifrit’s movement towards death is symbolized by a progressive exchange of his
role of hunter for that of quarry. At the beginning of the adventure he is depicted as a
noble hunter using traditional methods. In the bear incident, Sifrit grapples with the
animal as an equal. Afterward he is ruled by an animalistic need for food and water.
Finally, when he has been stabbed and is in the throes of death, his actions are described
in terms that are remarkably similar to those of the bear and boar he had killed earlier.”?
And if Sifrit’s transformation from hunter to hunted is not already clear, the anonymous

author, in the verse that sums up the adventure, describes him explicitly as the quarry:

von helden kunde nimmer Heroes could never have hunted
wirs gejaget sin. to worse effect.
ein tier daz si sluogen, An animal they slew
daz weinten edlui kint was mourned by noble ladies.
(v. 1002)

The plot of Wagner’s Gétterddmmerung is based only loosely on that of Das
Nibelungenlied, but the episode describing Sifrit’s death has significant implications in

the opera. As in the Medieval epic, a hunt, in the opera, serves as the locus for

2 For an extended analysis of this scene, including a discussion of the exchange of roles, see Thiébaux, The
Stag of Love: The Chase in Medieval Literature, 66-70.
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Siegfried’s death, and his tragic fall is indicated by his transformation from hunter to
prey. Hagen convinces Gunther and Briinnhilde that Siegfried must be killed and

suggests that they carry out the deed during a hunt so they can tell Gutrune that Siegfried

was killed by a boar:

HAGEN: HAGEN:

zu Gunther to Gunther

Muss sein Tod sie betriiben, His death will cause her grief
verhehlt sei ihr die That. Let the act be concealed from her.
Auf munt’res Jagen Tomorrow we depart

ziehen wir morgen: for the lively hunt:

der Edle braus’t uns voran: — Nobility leads us on: —

ein Eber bracht’ ihn da um. A boar will cause his demise.

Obviously it would be difficult to stage the hunting scene as it occurs in Das
Nibelungenlied (although Wagner did manage to retain the comic scene in which
Siegfried grapples with the bear, placing it instead in Act 1 of Siegfried). Instead Wagner
suggests the hunting context through the use of off-stage horn calls. Siegfried’s leitmotif
is heard first from the horns in the pit and then by an off-stage horn representing
Siegfried himself. The other huntsmen answer with an inverted variant of his motif,

along with an ominous blast from a Stierhorn (bull horn):
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Example 11 Gotterdimmerung; Act 3, introduction, mm. 1-19.
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It is the only time in the opera that his motif is used in a hunt, but this is clearly its

proper context. The 6/8 metre, the melodic shape, and its association with the sound of

the horn all emphasize the fact that it is an elaborate hunting-horn call. Indeed,

Siegfried’s leitmotif and his ever-present horn serve to identify him as a hunter and

associate him with the characteristics common to hunters, particularly their bravery and

heroism. But his identity also establishes the background for his tragic death. He, like

Wagner’s Tristan and the Medieval Sifrit, is a hunter who is transformed into the prey

and killed during a hunt.

In contrast to Das Nibelungenlied, where Sifrit’s hunting proficiency is

demonstrated at length, Wagner’s Siegfried’s catches nothing in the hunt. Siegfried’s

lack of success elicits a comment from Hagen, who interprets it prophetically as a bad

omen:

HAGEN:

Der uns das Wild verscheuchte,
nun sollt ihr Wunder héren,

was Siegfried sich erjagt.
SIEGFRIED:

lachend

Schlimm steht es um mein Mahl:
von eurer Beute

bitte ich fiir mich.

HAGEN:

Du beutelos?

SIEGFRIED:

Auf Waldjagd zog ich aus,

doch Wasserwild zeigt sich nur:
war ich dazu recht berathen,

drei wilde Wasservogel

hitt’ ich euch wohl gefangen,
die dort auf dem Rhein mir sangen,
erschlagen wiird’ ich noch heut’.

HAGEN:

He who frightened our quarry,
now you’ll hear wonders

what Siegfried caught for himself.
SIEGFRIED:

laughing

my meal looks bad:

I’ll have to beg

for a share of your booty.
HAGEN:

You, with nothing?
SIEGFRIED:

I set out to hunt in the forest,
but saw only water prey:

and from it was well advised.
For you I could have caught
three wild aquatic birds

that sang for me on the Rhine,
foretelling my death today.
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GUNTHER: GUNTHER:

erschrickt und blickt diister auf Hagen startled, he looks darkly at Hagen
HAGEN: HAGEN:

Das wire bose Jagd, It would be a bad hunt

wenn den Beutelosen selbst if the unsuccessful huntsman

ein lauernd Wild erlegt. were himself to become the victim.

Hagen prompts Siegfried to tell the story of his life. Siegfried obliges and, aided by a
magic potion from Hagen that helps him remember what a previous potion caused him to
forget, begins, eventually describing how he found and wooed Briinnhilde. When he
reaches this point two ravens fly overhead. As Siegfried turns to look, Hagen kills him
by plunging his spear into a vulnerable spot on his back.

The modifications Wagner made to his sources allow for both Siegfried’s meeting
with the Rhine maidens and his final narration, but the function of the hunting motif
remains one of defining Siegfried’s character and his place in the narrative. Siegfried’s
leitmotif (a hunting call), his horn, and his actions define him as a hunter, and therefore
as someone who is brave and heroic. Although he is unsuccessful in this specific hunt, it
is obvious from Hagen’s reaction that this is an unusual occurrence. His lack of success
is thus a narrative device that foreshadows his fate, and his transformation from hunter to
hunted serves as a powerful means of conveying his tragic fall.

In Carl Maria von Weber’s Der Freischiitz (1821), the hunting motif is used to
define Caspar’s role not as the hero, but as the antagonist. Although he is obviously a
hunter — he dresses as one, participates in the activity, and is a member of the larger
group of huntsmen — his personality and his actions subvert the expectations defined by
the hunting stereotype. Caspar’s personality is at odds with that of a typical huntsman.

He commits transgressions against recognizable hunting protocol, and he eschews the
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courtly hunt. These actions define him as someone who has fallen from his natural state
and establish his place in the narrative as a force that opposes the protagonist.
Expectations dictated that the hunter be honest, enthusiastic, patriotic and God-
fearing.? From the very beginning of the opera it is obvious that Caspar displays none of
these qualities. In fact he is in every way the antithesis of the heroic hunter. Cuno is
aware of Caspar’s true character, calling him “ein Tagedieb, ein Schlemmer, ein falscher
Wiirfler” (an idler, a glutton and a cheater). As the narrative unfolds, it becomes apparent
that his character is even worse than this. Caspar has betrayed his identity both as a
hunter and a Christian. In exchange for Freikugeln (enchanted bullets) that will always
hit their target, he sells his soul to the demonic figure of Samiel, the Black Hunter. As
the time allotted to him by Samiel comes to an end, Caspar tries to lengthen it by
delivering the soul of his hunting companion, Max, in his stead. Taking advantage of
Max’s recent loss of his marksmanship and his concern about a trial shot at which he
must succeed in order to obtain the position of head huntsman and the hand of his
beloved Agathe in marriage, Caspar convinces Max to join him in casting Freikugeln, in
part by spiking his drink with a potion. Seven bullets are cast in a nocturnal ritual, six of
which will hit any target the shooter chooses, but the seventh remaining under the control
of Samiel. Although they share the bullets (Caspar with three; Max with four) the first
six are used right away, leaving only the bewitched seventh bullet. At the trial shot, Max
is instructed to shoot a white dove, but at the last second Agathe runs out insisting that
she is the dove. At first it appears that the bullet has struck her, but she is protected by a

bouquet of white roses given to her by a Hermit. Instead the bullet strikes Caspar and his

3 See, for example, Ulrich Wendt, Kultur und Jagd. Ein Birschgang durch die Geschichte, 2 vols. (Berlin:
Druck und Verlag von Georg Reimer, 1908), 2:370.
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soul is claimed by Samiel. Even in his final moments, Caspar remains unrepentant. As

he dies he curses both heaven and Samiel:

CASPAR: CASPAR:

Du Samiel, schon hier? You, Samiel, already here?

So hieltst du dein Versprechen mir? This is how you keep your promise?

Nimm deinen Raub, ich trotze dem Take your booty, me, despite the corruption!
Verderben!

Hebt die geballte Faust drohend den Raising his balled fist threateningly to
Himmel heaven

Dem Himmel Fluch! Fluch dir! I curse heaven! Curse you!

The devious and dishonest means that Caspar uses to entrap Max, as well as the
fact that he is betraying a comrade, are strong indicators that Caspar does not conform to
the ideals that defined the hunting stereotpye. His deviance becomes even more apparent
in his transgressions of hunting protocol. The morning after Caspar and Max cast the
bullets, Max is obliged to use three of his, and he confronts Caspar, asking what he has

done with his own bullets:

CASPAR: CASPAR:

Nimmt zwei Elstern aus der Jagdtasche. Takes two magpies from his hunting bag.

Da sie, zwei Elstern hab’ ich damit Here, look, I shot two magpies with them.
geschossen.

MAX: MAX:

Bist du toll? Are you mad?

CASPAR: CASPAR:

‘s macht mir Spass, so einen Galgenvolgel It amuses me to bring down these
herunter zu langen. hangman’s birds.

Wirft die Elstern hinter einen Busch. Throws the Magpies behind a bush.

Was kiimmert mich die ganze flirstliche Of what use is the courtly hunt to me!
Jagd!

MAX: MAX:

So hast du noch eine, gieb mir sie! So you still have one. Give it to me!

CASPAR: CASPAR:

Dass ich ein Narr wiére, ich noch eine, As if I were a fool. One for me,
du noch eine; one for you;

die heb’ dir fein zum Probeschuss auf. keep it safe for the trial shot.
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After Max leaves, Caspar sees a fox cub and shoots it with the sixth bullet. Although it is
necessary that Caspar waste his three bullets so that only the seventh remains for the trial
shot, the way he does this is significant. An important, if somewhat paradoxical, point of
hunting protocol discouraged killing wantonly. The motivation for the courtly hunt was
the demonstration of a huntsman’s skill, and the animal was treated with respect at all
times. Furthermore, animals were carefully categorized to indicate which were
honourable to hunt, and which were considered less important and not worth the hunter’s
efforts. By killing the magpies and the fox cub Caspar does not demonstrate any skill
and the act does not serve a particular purpose. He shoots them, as he admits, simply for
his own amusement and then shows his disregard by throwing them in the bushes. The
identity of the animals is significant as well. The magpie was considered a worthless bird
to hunt, and this is obvious from Max’s shocked reaction. The fox, although occasionally
hunted, was not highly valued, and in any case it was considered improper to kill a young
animal that could later be hunted as an adult. Caspar acknowledges his disdain for the
courtly hunt, implying that he is interested in another kind of hunt. Caspar, like the
huntsmen in Tristan und Isolde, pursues a nobler game than Max imagines.

Although Caspar does not demonstrate qualities consistent with other huntsmen,
he does fit clearly into another nineteenth-century stereotype. As Jonathan Bellman
points out, scheming, falsehood, contemptuous pride, and professed rejoicing while one
is really in a state of damnation are all inherent in the Gypsy stereotype.”* This

association is emphasized by the music as well. Whereas Max is defined musically by

% Jonathan Bellman, The style hongrois in the music of Western Europe (Boston: Northeastern University
Press, 1993), 146.
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the hunting style, an E-flat major triad sounded on the four horns (Example 12a), Caspar,

in the drinking song “Hier im ird’schen Jammerthal” is defined by music in the Gypsy

style (Example 12b).

Example 12a Der Freischiitz; Act 2,Max’s “heroic” E-flat major chords.
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Example 12b Der Freischiitz; Act 1, Caspar’s “Gypsy” music
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The use of Gypsy music does not suggest that Caspar is a Gypsy. It associates him with
the above-mentioned Gypsy characteristics to define his personality while distinguishing

him from the more heroic Max. Just as Caspar’s personality is defined by the ways he
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does not fit into the hunting stereotype, so is it defined by the ways it corresponds to the

Gypsy one.”

Parodies of the hunting stereotype

A stereotype, before it can be parodied, must first be established firmly in a
culture. The following examples, in which the expectations that define the huntsman are
subjected to parody, indicate just how strong was the hunting stereotype. Unlike the
above cases in which the boundaries defining the hunter’s identity are challenged or
subverted, the cases involving parody tend to be obvious. Even audience members who
are not entirely familiar with the cultural associations that defined the authentic hunter
will recognize the parody. Still, an understanding of the huntsman’s true qualities results
in a fuller appreciation of the parody as well as an awareness of its narrative function.

Any of the huntsman’s attributes could be parodied, but those subjected most
frequently to this treatment are his bravery and his amorous skills. The cowardly hunter
in particular appears to have resonated with eighteenth- and nineteenth-century audiences
in much the same way that the Cowardly Lion in the movie The Wizard of Oz (1939)
speaks to audiences of the present time. Another example is Papageno in Mozart’s Die
Zauberflote (1791). A hunter of sorts (a bird catcher), Papageno boasts of courage when
he is not in a dangerous situation, but is quick to show fear when he is. Papageno also
demonstrates a typical function of the hunting parody in operatic narratives. Both his

empty boasting and his cowardly acts result in comic situations, but he also provides a

# Caspar’s only other solo musical utterance, the aria “Schweig! Schweig! Damit dich niemand warnt”
recalls Don Pizarro’s “Ha! Welch ein Augenblick!” in Beethoven’s Fidelio (1805/1814) thus associating
him with the vengeful qualities inherent in this character as well.
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foil against which the authentically brave qualities of another character (in this case
Tamino) become apparent.

Perrucchetto in Haydn’s La Fedelté Premiata is such a character. Although he is
a member of the nobility, a count, he is neither brave nor a proficient huntsman. His
cowardice is established initially in a non-hunting context. In an attempt to coerce Celia
into marrying Lindoro, Amaranta and Malibeo bring in Fileno, who has been bound, and
threaten him in front of her. Before she can respond, a troop of Satyrs attacks and
attempts to carry off the women. Amaranta turns to Perrucchetto for help, imploring him
to pursue the Satyrs with his sword (“Conte, caccia la tua spada™), but he declines,
insisting that he cannot since it has been stained with rust (“Me la macchia la
rugiada...”).

The hunting scene in Act 2 provides an even more decisive example. The
characters gather in a grove sacred to Diana where they are to battle wild beasts in her
honour. But during the course of the hunt, both Perrucchetto and Amaranta are chased by
animals rather than the other way around. Perrucchetto enters fleeing a bear, which the
hunters eventually kill, and then, from the safe vantage point of a tree, he informs the

audience of Amaranta’s situation:

PERRUCCHETTO: PERRUCCHETTO:
Amaranta contrasta con un porco Amaranta battles a wild boar
E se I’¢ rotto il dardo! And her arrow is broken!
Anima mia, Amor ti posso dare, My soul, I’ll give you my love
Ma il pelliccione mio non lo sperare. But I cannot spare my hide.

As noted above, it is Fileno who intervenes to save Amaranta from the boar. Yet when

the catch is laid out on Diana’s altar in the temple, Perrucchetto offers the boar in
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Amaranta’s honour, claiming it was he who killed it. When Lindoro challenges him on
this point Perrucchetto responds with an aria describing his bravery, calling on the dead
boar as a witness in the first verse, and the tree in which he saved himself in the second

(but it, too, is silent):

PERRUCCHETTO: PERRUCCHETTO:
Parlando col Cignale mort Addressing the dead boar
Di questo audace ferro Before this bold metal

al fiero lampo e fosco, that shone brightly and menacingly
Di, non vedesti il bosco, Did you not see the woods
la selva impallidir? themselves turn pale?
Pala, svenato verro: Reveal the bloody truth:
chi ti mando nell’ Orco? who sent you to Hades?
Parla, parla, parla! Speak, speak, speak!

Ma che birbante porco! But what a lying pig!

Lo sa, né lo vuol dir. He knows, but will not say.

As he reaches the end of the aria however, the boar stirs on the ground and Perrucchetto
flees in terror.

The boar hunt had a strong tradition of defining a character’s bravery, and it is
significant that both Perrucchetto and Fileno are associated with this animal. But
whereas Fileno demonstrates bravery by slaying it, Perrucchetto demonstrates cowardice
by running away from it. Perrucchetto’s actions in this scene contrast with those of
Fileno to emphasize the latter’s bravery, and this contrast is apparent in the music as well.
Despite his nobility, Perrucchetto is a buffa character whereas Fileno is cast as a seria
role. Furthermore, the opera was written for Haydn’s patron, Prince Esterhazy, an avid
huntsman, for performance at his hunting lodge, Eszterhaza. The Prince was surely
pleased with the references to a favourite activity and no doubt identified himself with the

hero, Fileno. As well, he probably counted several less-than-proficient noble hunters
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among his acquaintances, and would have enjoyed recognizing and laughing at them in
Perrucchetto.

Another version of the cowardly hunter appears in Carl Maria von Weber’s
Silvana (1810). The opera opens with an elaborate bear hunt. After the hunters kill the
bear, they disperse. Krips, a squire to Count Rudolph, comes upon the dead animal and
assumes it was he who killed it. In the midst of congratulating himself on his courage,
however, he catches sight of Silvana and, believing she is a ghost, falls to the ground in
fear. The huntsmen return and Krips assures them that it was he who killed the bear,
singing an aria in praise of bravery. However, when the bear stirs on the ground he runs
off in fear. Rudolph arrives and bemoans the fact that he cannot find the love that he so
ardently seeks. He is joined by Krips who once again sees Silvana. Krips remains under
the impression that she is a ghost, but Rudolph thinks it is a girl and orders Krips to enter
the cave into which she has disappeared and bring her out. Krips refuses out of fear and

they argue. The extent to which they differ is apparent from the following exchange:

RUDOLPH: RUDOLPH:

Ein wahrer Held bedenkt nicht lange; A true hero does not stop to consider,
Zum Waffenspiele stets bereit, but is always ready for combat

folgt er des Herzens inner Drange, He follows the inner urgings of his heart
und scheut nie Gefahr und Streit. and fears neither danger nor strife.
KRIPS: KRIPS:

Ein Held, wie ich, bedenkt sich lange, A hero like me considers long

und ist nicht so im Nu bereit, and is not so quickly ready,

wird ihm auch nur ein wenig bange, he will only be a little bit anxious

sagt er adieu, Gefahr und Streit. as he bids adieu to danger and strife

Rudolph eventually enters the cave himself and, finding Silvana, who turns out to be a
girl, albeit a mute one, decides to take her home. She is obviously the love interest that

he seeks.
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Krips’ role in the opera is essentially a comic one, and the scenes in which he
asserts his bravery and expresses his fear of Silvana serve this purpose. But he, like
Perrucchetto, provides a foil against which Rudolph’s truly brave character is apparent.
Since Rudolph, unlike Fileno, does not participate in the hunt, his bravery must be
established by other means. The exchange with Krips in front of Silvana’s cave
accomplishes this not only by showing Rudolph’s willingness to enter the cave and
confront the unknown being that lives there, but also by providing the context for him to
state his position on the qualities that a truly heroic person must demonstrate.

In Marschner’s Hans Heiling, it is not the hunter’s bravery that is parodied, but
his amorous skills. Just before Konrad and Anna enter the church to be married, they are
entertained by Stefan singing a comic hunting song. The text describes a hunter who
encounters a bear and a badger, but instead of giving chase, he asks their advice on how
to live happily with his wife. The bear holds himself up as the best example, saying one
has to be thick skinned, whereas the badger advises the hunter to sleep as long and as
deep as he can, since that is the only way one finds peace and quiet with women around.
There are countless folksongs that describe the hunter as irresistibly attractive and depict
him as an expert pursuer of women. This one is unusual in its depiction of the hunter
after the wedding. The suggestion that the hunter must seek advice concerning his
relationship with his wife is a truly humorous and amusing reversal of the stereotype.

The scene containing the hunting song is situated between a melodrama in which
Heiling calls on the earth spirits to assist him in carrying out his revenge, and the final
confrontation between him and Konrad. An important function of the scene is to provide

comic relief, but it also helps to define the Hunter-Other paradigm of the narrative. Like
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the village celebration in Act 1, this scene depicts the village society that is associated
with Konrad, the hunter. The way that Stephan’s song draws the villagers into active
participation in the choral refrain shows them to be a coherent group, while the sense of
camaraderie and light hearted mockery directed at Konrad (since he is a hunter about to
be married, one assumes that the song is intended for him) depicts their society as one
that privileges humour and stresses enjoyment. This stands in stark contrast to Heiling’s
society in which the members toil ceaselessly in the gloomy depths of the earth.

The hunting motif is used in Albert Lortzing’s Der Wildschiitz (1842) to define
the male characters in terms of their amorous skills. Baculus, who is the Wildschiitz, or
poacher of the title is, by implication, a type of improper hunter. This identity also
defines his amorous skills. As both a lover and a hunter he parodies the hunting
stereotype. Furthermore, as an aging schoolmaster, Baculus is associated with a
profession holding cultural associations that are as distinct from those of the hunter as
possible. Whereas the hunter is involved in the natural world and the active pursuit of
animals, the schoolmaster remains inside and concerns himself with the realm of books
and ideas.

The story unfolds as follows: in order to please Gretchen, his young fiancée, by
procuring a decent roast for their engagement celebration, Baculus decides to poach a
deer on Count von Eberbach’s hunting grounds. The attempt, however, ends in disaster:
BACULUS:

Ich bin ja auch kein Wilddieb von Profession; du héttest mich sehen sollen mit dem
Mordgewehr in der Hand. Und das gute Tier stand so ruhig da, als ob es fragen wollte:
,Ist das Nichstenliebe?* Pautz! Da ging der Schuf los und gleich darauf ich auch, weil

ich jemand kommen hérte; am Ende des Tiergartens wurde ich erwischt, und ich glaubte
bis jetzt noch gut weggekommen zu sein, dass ich nur die Flinte eingebiifit hitte.






