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ABSTRACT 

Royal Winter Music (First and Second Sonatas on Shakespearesui 

Characters) by Hans Werner Henze is the largest composition for solo 

classical guitar written to date. It is comprised of nine movements, 

each movement a musical portrait of a character from Shakespeare's 

plays. My discussion focuses on the first sonata, comparing a detciiled 

examination of the Shakespearean characters, and any applicable 

dialogue, with Henze's musical portraits. The musical einalysis is from 

a performer's viewpoint and does not offer a strict theoretical 

ancdysis. Instead, my intention is to find key components of form, 

harmony, and other musical elements that illuminate the inner 

workings of Henze's music and its relationship to the Shakespearean 

character. 
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INTRODUCTION 

Hans Werner Henze's Royal Winter Music contains two sonatas 

with a total duration of about fifty minutes cind is the largest solo 

guitar composition written to date. The first sonata, composed in 

1975/76 and dedicated to Julian Bream, was originally conceived as a 

complete work in six movements. In 1980 Henze extended the cycle 

with a second sonata in three movements. Although conceptualized 

as a set, these sonatas are published separately and can be successfully 

performed individually. 

In this paper I will focus on the first sonata. I will refer to the 

second sonata only to illuminate the overall cycle. Julian Bream's 

comments regarding Royal Winter Music in his book A Life on the 

Road are an important source for this document. In addition to 

Bream's insights, I include information from an interview I conducted 

with guitarist David Tanenbaum, a strong proponent of Henze's 

music.' In March of 1986, Tanenbaum performed both sonatas of 

Royal Winter Music at a small private recital in New York City. Henze 

attended this performance and spoke at length about each individual 

movement. During my interview with Tanenbaum, he recounts 

Henze's remarks from this performance. 

' In 1986 Henze wrote a guitar concerto for Tanenbaum entitled An Eine Aolsharfe. 
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Inspiration for Royal Winter Music 

The nine movements of Royal Winter Music, all based on 

characters from the plays of Shakespeare, are an excellent example of 

Henze's compositionsil style. He frequently finds inspiration for his 

compositions in prose or poetry^. Of Henze's music Brecmi says "... 

he has written a lot of instnmiental music inspired by the drama of 

words. The words not only give the musical shape, but very much 

inhabit the spirit of the music."^ 

The title. Royal Winter Music, is a reference to Richard of 

Gloucester's opening monologue, "Now is the winter of our 

discontent..." Henze utilizes this monologue for the opening 

movement of the first sonata entitled "Gloucester." The remaining 

movements of the first sonata are: "Romeo and Juliet," "Ariel," 

"Ophelia," "Touchstone. Audrey and William" and "Oberon." The 

second sonata, shorter than the first, contains three movements: "Sir 

Andrew Aguecheek," "Bottom's Dream" and "Mad Lady Macbeth." 

Regarding Royal Winter Music Henze says: "The dramatis personae of 

this piece enter through the sound of the guitar as if it were a curtain. 

Through masks, voices and gestures, they speak to us of great 

passion, of tenderness, sadness and comedy: strange events in 

people's lives. Into this the whispering voices of spirits are 

- Specific examples are given in the text thai follows. 
•' Tony Palmer, Julian Bream: A Life on the Road (New York: Fra.iklin Watts. Inc., 1983) 82. 
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mingled.David Tanenbaum has said that Royal Winter Music is "the 

closest we will ever come to having a full blown opera on a solo 

guitar."^ It seems fitting that such a composition would come from a 

composer who has written nineteen operas and works for musical 

theater. 

In his musical portreiits of Shakespearean characters Henze uses 

the guitar's resources to the fullest. He probes the limits of the 

guitar's physical and expressive capabilities as well as those of the 

performer. Regeirding this, Bream comments that Henze "sometimes 

writes impossibly hard music for the instrument to play ... his 

gestures can be a bit Icirge for the guitar."® Bream thought this was 

particularly true of the last movement of the second sonata, "Mad 

Lady Macbeth." Bream suggested Henze re-write parts of this 

movement and Henze responded by saying he would instead send it to 

another guitarist in Cologne.^ Bream never did perform or record the 

second sonata although he was very fond of its first two movements, 

"Sir Andrew Aguecheek" and "Bottom's Dream." This second sonata 

carries a dedication to Bream, however the work was edited and 

fingered by the Cologne guitarist Reinbert Evers. 

' Hans Wemer Henze, Roval Winter Music First Sonata on Shakespearean Characters for Guitar. (Mainz: 

Schott, 1976) preface notes. 

• David Tanenbaum, personal interview, August 15, 1995. 
'' Palmer 83. 
' Palmer 83. 
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Henze's Interest in the Guit£ir 

Henze's first composition to extensively utilize the guitar was 

Kammermusik 1958 for classicsil octet, guitar and tenor. Dedicated 

to Benjamin Britten and first performed by Julian Bream and Peter 

Pears, this piece sets text from Friedrich Holderlin's poem "In 

lieblicher Blaue" (1822). Holderlin's poetic themes of classical 

antiquity and romanticism are echoed in Kammermusik 1958.^ Six 

movements from this work were published separately under the title 

Drei Fragmente nach Holderlin/Drei Tentos. The six movements 

include, three songs for guitar and tenor and three tentos for guitar 

solo. Bream's recording of the "Drei Tentos" brought Henze's music 

into the mainstream of guitar repertoire and his work on 

Kammermusik 1958 no doubt encouraged Henze to write a 

composition for solo guitar. Bream recounts the genesis of Royal 

Winter Music: "1 still can't remember whether I commissioned him 

and didn't pay him. or whether I just asked him or what. 1 think 

originally I asked him; 1 remember saj^g that I wanted an important 

piece, something of the profound quality of Beethoven's Hammer-

Klavier Sonata. It was hedf a joke really; I didn't expect him to take it 

seriously. I was flabbergasted."' Bream worked closely with Henze 

* Classical models play an important role in Henze's music and will be discussed in more detail later in 

this paper 

'' Palmer 83. 
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during the compostion process, making suggestions and 

demonstrating the wide variety of fingering and tonal possiblities of 

the guitar. "I can show him [Henze] what is possible and why a 

certain passage doesn't work. He understands; he csm see the 

technical problem in a flash, and he's so quick that he can adjust the 

music without losing any of the original shape or inspiration."'® 

Henze has also integrated the guitar into El Cimarron. Written in 

1970 for baritone voice, flute, guitar and percussion, this dramatic 

work tells the true story Estaban Montejo, a runaway Cuban slave. It 

utilizes graphic notation, improvisation, and extended instrumental 

techniques such as double and triple stops for the flute and 'bowed' 

guitar. In addition all four performers are required to play percussion 

instruments and vocalize. El Cimarron was originally without a guitar 

part, however in 1969 Henze heard the Cuban guitarist Leo Brouwer 

perform and decided that the instrument would "extend and 

harmonically enrich" the composition." Brouwer has since published 

a solo guitar adaptation entitled Memorias "El Cimarron." 

In 1974 Henze composed Carillon. Recitatif. Masque for harp, 

mandolin and guitar. The similsir timbre of these plucked 

instruments, combined with polytonal harmonies and regular 

rhythmic patterns, creates a light and shimmering texture that is the 

antithesis of El Cimarron. Atypical for Henze, Carillon. Recitatif. 

Palmer 84. 

" Hans Wemer Henze. Music and Politics (Ithaca: Cornell UP. 1982) 172-73. 
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Masque carries no extra musical program or prose/poetry 

relationships. "Carillon" is a reference to the musical instrument of 

the same name, a set of chromatically tuned bells activated by a 

keyboard. The sound quality of this instrument is representative of 

the timbre of this work. 

In addition to large works Henze has also used the guitar in 

smaller compositions. He extracted and arranged portions of 

Pollicino. his opera for children, for solo guitar. Published in 1982 

under the title Thrpe Fairy Tale Pictures, these short pieces are 

edited by Reinbert Evers. In 1988 he composed the short work 

Selbst - und Zwiegesprache for 'tasteful instruments' in this case: 

viola, guitar and small organ (or other keyboard instrument). 

Henze's largest work for the guitar after Royal Winter Music is the 

guitar concerto An Eine Aolsharfe. Written in 1986, and dedicated to 

David and Julie Tanenbaum, this work was inspired by the poetry of 

Eduard Morike (1804-75). The four movements "narrate wordlessly 

but in meticulous detail the content of Morike's verse".'* Morike 

prefaces his poem with a Greek Ijnic ode by Horace. This homage to 

Greek antiquity certainly strikes a chord with Henze. The title of the 

concerto is a reference to the aoelian harp; a resonator box containing 

strings of equEil length but of var3^g thickness. This box is placed in 

Hans-Klaus Jungheinrich. liner notes, Enseinble Modem: Hans Wemer Henze. Dueische Harmonia 

Mundi. 



the sill of a partially open window and the wind creates ghostly swells 

of overtone harmonies. 

Biographical Influences: A Sympathy for the "Underdog" 

Just as prose cind poetry have shaped and inspired Henze's music, 

powerful events in his life have also played an important role. Bom in 

1926, the eldest of six children, Henze was actively discouraged from 

studying music by his father, a schoolmaster. As a teenager, Henze 

was swept up in the greatest upheaval of this century. World War II. 

Henze relates a story from 1941, when he was fifteen years old: 

A neighbour's fiance in our village... was in the SS. [She] told at 

[her] wedding reception that her handsome, tall, blond Jurgen 

had terrible nightmares, ever since he had begun to serve in a 

concentration camp 8ind had to do guard duty at night on the 

watchtowers. From there he could see how the prisoners would 

deliberately kill themselves by clambering on to the electrified 

bsurbed-wire. While Jurgen's bride was telling me this I could 

hear my father, in his Nazi uniform, roaming drunkenly through 

the woods with his party cronies, bawling out repulsive songs: 

'When Jewish blood splashes off your knife'. These are 

traumatic memories.'^ 

Henze, Music and Politics 35. 
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These events had a tremendous impact on Henze and have influenced 

much of his music. 

In 1944, Henze was forcibly conscripted into the army and was 

eventually assigned to a special unit devoted to making propaganda 

films. With painful honesty Henze comments on this time in his 

young life: "When I was drafted... I didn't kill myself or desert as I had 

planned, but switched off, made myself invisible and hid my 

humiliation and torment..."'^ While in the service, Henze taught 

himself to heeir complex combinations of intervals, training his inner 

ear so that he would never again need a piano to check his ideas." 

Even though he spent a brief time as a prisoner of war, Henze 

regarded the Allies as his saviors. 

During the Weir years the music of Hindemith, Stravinsky and 

others was labeled by the Nazis as subversive and banned. Henze 

begcin viewing music as a powerful tool for political and social chsinge. 

Henze's collected writings, entitled Music and Politics, contains 

chapters such as "Music as a Means of Resistance," "The Task of 

Revolutionary Music" and "Art and the Revolution." Henze regarded 

"free music, the music of freedom, as something mysterious, hostile 

to authority, as something that needs to be protected agEiinst outside 

dangers."'® 

'•* Henze, Music and Politics 30. 

Robert Henderson, "Hans Werner Henze," New Grove Dictionary. (London: 1980) vl 8 490. 

Henze. Music and Politics 123. 
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In addition to the complications of being a composer during this 

time, Henze also suffered as a result of his sexual orientation. Being 

homosexual in Germciny during and after the war was a nearly 

intolerable situation. In 1948-49, when Henze lived in Constance, his 

landlady became an informant. Henze was taken to the police station 

and questioned. Henze recalls "... in those days there was no 

alternative but to deny one's inclinations if one wanted to avoid a trial 

eind imprisonment; one had to behave like a criminal trying to slip 

through the net of justice."" 

Issues of censorship and oppression figure prominently in a great 

deal of Henze's music. In Royal Winter Music all of the characters 

Henze has chosen are underdogs. The innocent and powerless 

Ophelia, from Hamlet, is driven mad by the Danish Court. From The 

Tempest Ariel is imprisoned and forced into the servitude of 

Prospero. Richard III, deformed and rejected by his own mother at 

birth, tries to become gin oppressor but fails and dies cdone and in 

despair. Touchstone. Audrey and William, from As You Like It sire all 

part of the servant class. Touchstone dominates the physically and 

intellectually weaker William. In A Midsummer Night's Dream. 

Oberon, although possessing a certain amount of power as King of the 

fairies, is ultimately at the mercy of Titania, Queen of the fairies, and 

Henze. Music and Politics. 51. 
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Puck his own servant. And finally, Romeo and Juliet, separated by 

their domineering families, can unite only in death. 

A Performer's Analysis: A Focus On Musical Characterization 

In the sections that follow I will examine each of the six 

movements from the first sonata of Royal Winter Music individually. I 

will compare a description of the Shakespearean character and any 

applicable dialogue with Henze's musical portrait. My intention is to 

find key components of form, harmony cind other musical elements 

that illuminate the inner workings of Henze's music and its 

relationship to the Shakespearean chsiracter. In additon to spending 

many hours with the musical score, I also spent a considerable 

amount of time closely reading the plays. I believe an enhanced 

understanding of the Shakespearen character was invaluable in 

analyzing Royal Winter Music and is essential knowledge for both 

performer and audience. By bringing together a dicussion of the 

characters and an analysis of the musical portrait, I hope to encourage 

a deeper appreciation of this landmark composition for guitar. 
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AN ANALYSIS OF THE INDIVIDUAL MOVEMENTS FROM SONATA I 

"Gloucester" 

Sonata I begins with "Gloucester", a portrsiit of Richard III, 

who was certainly one of Shakespeare's most horrifying characters. 

During the course of the play Richard kills sinyone that even remotely 

obstructs his path to power. The first victim of his ambition is his 

brother for whom he shows utter contempt with the statement: 

"Simple plain Clarence, I do love thee so that I will shortly send thy 

soul to heaven, if heaven will tsike the present at our hands" (I.i. 118-

120). With Clarence soon disposed, Richard murders his nephew 

Edward and immediately begins courting Lady Anne, Edward's widow, 

who he ultimately takes as his bride. Richard even has his cousins, 

young children at the time, smothered as they lay sleeping in their 

beds. Paul Werstine, Professor of English at Kings College describes 

Richard as a "monstrous and hideous villian ... [with] a keen appetite 

for vengance."^® He is shockingly brutal in his relentless quest for 

the crown. 

In the opening scene we see him alone on stage, having just 

returned from leading his men in a victorious battle. While the 

soldiers are celebrating, Richard reveals his plan to take the throne. 

Paul Werstine. forward. Richard HI. by William Shakespeare (New York: Washington Square Press, 

1996) 2-3. 
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His contempt and rage build to the point of almost consuming him. 

Regardless of his barbarous nature, Richard also has an unmistakable 

regal quality. Henze obviously senses this quality in Richard and uses 

the word "majestically" as a character marking for this movement 

(fig. 1). 

Henze stated that Richard's opening monologue inspired this 

movement and also served as neirrative for the construction of its 

musical form. He told David Tanenbaum that he reads sonata form in 

the text of Richard's opening monologue and as a result has 

composed this movement using that form." Henze provides double or 

dotted barlines throughout Royal Winter Music which usually 

delineate formal divisions. Identifying sonata form in the text proves 

more problematic than identifying it in the music. I will give a 

possible realization of how the text, with its punctuation, changes of 

mood, emotion and imagery, relates to musical sonata form. Because 

of the importance of this monologue, the complete text has been 

given in the appendix. 

The first theme runs from m. 1 to m. 30 (fig. 1), where a change of 

tempo, texture and dynamics begin the second theme. Harsh 

intervals, biting tri-tones, major sevenths and minor seconds, 

combined with fortissimo dynamics, dominate the first theme as 

relentlessly as the character they portray. 

Hans Werner Henze. lecture, "Roval Winter Music." witii guitarist David Tanenbaum, New Yoric City, 

Marcli 1986. 



Figure 1 

Henze ROYAL WINTER MUSIC 
© B. Schott's Soehne, Mainz, 1976 
All Rights Reserved 
Used by permission of European American Music 

Notice the angular, halting rhythms that characterize Richard's 

physical gait (fig. 1). It is historical fact that Richard's body was 

deformed, probably due to what would have been, at that time, 

21 

untreatable scoliosis. 20 In his opening monologue Richard comments 

on his deformity: 

cheated of feature by dissembling nature, 

deform'd, unfinish'd, sent before my time 

into this breathing world, scarce half made up, 

and that so lamely and unfashionable 

that dogs bark at me as I halt by them. (l.i.19-23) 

20 Herschel Baker, preface, Riverside Shakespeare: Richard III , (Boston: Houghton Mifflin 1974) 790. 
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Despite these jagged rhythms, there is an air of stately pride and 

authority in this passage with the short sixteenth note upbeats 

creating an opening reminiscent of a French Overture (fig. 1). The 

first theme also introduces a loud crashing chord that will later be 

used constructively in the development section and will be discussed 

as a separate motive (fig. 2). 

Figure 2 

> 

'1 9 

-==== fff 3 

Henze ROYAL WINTER MUSIC 
© B . Schott's Soehne, Mainz, 1976 
All Righ ts Reserved 
Used by permission of European American Music 

The voicing of this chord covers nearly the entire range of the guitar 

from the lowest possible note, 'e', to an 'a ', one whole step short of 

the highest possible note on the instrument. Its tessitura, combined 

with fortissimo dynamics is a terrifying characterization of the 

powerful hate that consumes Richard III. I will refer to this chord as 

the "hate" motive. 

In the monolgue, Richard continues his tirade, stalking around the 

stage pouring out bitterness, jealousy and frustration. He listens from 
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a distance, as his men celebrate their victorious battle. He hears the 

sound of a lute obscured by distance and filtered through the sounds 

of the party, as he imagines the men "caper(ing) nimbly in a lady's 

chamber to the lascivious pleasing of a lute" (I.i.12-13). The second 

theme (mm. 30-55), Henze has stated, is the sound of the lute (fig. 4). 

2 1 An excellent example of Henze's use of the monologue as a musical 

narrative, is heard when he sets the words "campers nimbly" with a 

dance-like rhythm that skips adroitly on the guitar. This music 

functions as a transition to the second theme (fig. 3). 

Figure 3 

L__3___j 
l._3~ l._3~ PPP 

Henze ROYAL WlNTER MUSIC 
© B . Schott's Soehne, Mainz, 1976 
All Rights Reserved 
Used by permission of European American Music 

Henze often makes specific references between text and music. 

At a 1987 public lecture on An Eine Aoelsharfe, he demonstrated the 

text/music relationship by reading a passage of poetry while David 

Tanenbaum played a corresponding passage of guitar music. 22 Since 

the guitar part in An Eine Aoelsharf e is an instrumental setting of the 

poetic passage, the relationship between text and music remains a 

21 Henze lecture. 
22 Hans Werner Henze, An eine Aolsharfe, lecture , Vienna Jan. 1987. 
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hidden one. Regarding this demonstration. David Tanenbaum 

remarked that the rh5rthm of the poetry and the music matched 

perfectly.'^ 

Richard's reference to the sound of the lute, and the appearance 

of the lute in the composition directly after this reference, conjure an 

interesting memory of the film production of Richard III and the 

performance of Lawrence Olivier. After Olivier deUvers the line 

refering to the lute, he tilts his head and listens for its sound in the 

distance. In the film, no music is actually heard; this is left to the 

imagination of the audience. In Henze's composition, a fermata 

elongates the silence between the announcement of the lute and its 

actusd appectremce. It is likely that Henze has seen the Olivier 

production, it being the quintessential film version of the play. With 

this fermata Henze may also be coaxing listeners to tilt their heads for 

the distant sound of the lute (see fig. 3). 

Tanenbaum interview. 



Figure 4 

30 tempo guisto 

nat. 
p 

3 

I~ ':::, poco ;;;=== 

Henze ROYAL WINTER MUSIC 
© B. Schott's Soehne, Mainz, 1976 
All Rights Reserved 
Used by permission of European American Music 

The second theme (fig. 4), which runs from m. 30 to m. 55, 
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features chords built with fourths and thirds. These more consonant 

harmonies contrast with the harsh harmonies of the first theme. This 

music has a much less dissonant sound due to the close resemblance 

of the chords to standard major and minor triads. For example, in 

figure 4 the chord on the second beat of the first measure closely 

resembles an ah major chord. If the bb in this chord was replaced 

with a c natural, the chord would then be a root position triad. 

Similarly, the chord in the next measure would become a bb dominant 

seventh chord if the eh was replaced with an f natural. Although these 

chords are not arranged into a standard progression, their nearly 

triadic harmonies help to create the more "tonal" music that 
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represents the sound of the lute. The suggestion of triadic 

harmonies, quiet dynamics, ponticello timbre, and low tessitura 

combine to create the muffled and distorted sound of the distant lute. 

The rhythms become more regulsir, with quarter notes and quarter 

note triplets replacing the angular rhythms of the first theme. The 

dance-like eighth note triplets from the transition appear again at the 

end the second theme in mm. 45-49. The second theme settles 

down and ends in m. 55 with pianissimo harmonics. 

The closing theme (fig, 5) begins with an abrupt change of mood, 

returning to the harsh intervals and loud dynamics of the first theme. 

This abrupt change also occurs in the monologue as Richard's 

thoughts return to his deformity, the reason he is not taking part in 

the victory celebration. He angrily laments: 

But I, that am not shap'd for sportive tricks, 

nor made to court an amorous looking-glass; 

I, that am rudely stamp'd and want love's majesty 

to strut before a wanton ambling nymph; (I.i. 14-17) 
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The exposition ends quietly and pensively with a long series of 

harmonics. Henze definitively marks the end of the exposition with a 

double bar line m. 90. Similarly a period punctuates the fourteen 

lines of monologue that began "But I, that am not shap'd for sportive 

tricks" (I.i.14) and ended "And descant on mine own deformity" 

(l.i.27). 

Henze begins the development section (fig. 6) with another abrupt 

change of character, returning to forte dynamics and abrasive 

harmonies. This change reflects the mood shift in the monologue as 

Richard's thoughts turn, from his deformity, back to his bitter and 

relentless quest for power. He vows: "since I cannot prove a lover to 

entertain these fair well-spoken days, I I am determined to prove a 

villain and hate the idle pleasures of these days" (I.i.28-31). Henze, in 



keeping with sonata form, constructs the development section by 

using thematic material from the exposition. However, unlike 

standard sonata form , exposition material is not developed in the 

traditional way, instead it is recycled as exact, transposed or re-

ordered repetitions. 

Figure 6 
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Figure 6 shows the opening of the development section. The measure 

numbers placed above the staff refer to music previously heard in the 

exposition (see fig. 1). The chords in m. 92 correspond to the chords 

from mm. 5 and 6 , now transposed down a perfect fourth. Similarly 

the chords in m. 93 are from m. 10, and are also transposed down a 

perfect fourth . The music in the first half of m. 94 is from the closing 

theme m. 58 (see fig. 5). It is also transposed this time down a major 
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second. Measures 94 and 58 also share identical rhythms. Except for 

the transposition, the abbreviation of the four note chord in the 

second half of m. 94 to a double stop is the only difference between 

the two passages. 

Music from the second theme is also heard in the development. 

In figure 7 the sound of the lute, notated on the upper stave, is paired 

with a percussive effect notated on the lower stave. 

Figure 7 
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The percussive effects heard in this movement are the only special 

effects used in the Royal Winter Music cycle. The note heads marked 

with an "x" are to be fingered by the left hand, at the pitch indicated, 

then sounded by the right hand thumb striking the strings at the 

bridge, creating an effect know as tambora, the Spanish word for 

drum. 

The performer is also required to percussively strike the 

soundboard of the guitar in three specified places represented by the 
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letters A. B or C (appendix 3). These percussions, notated on the 

lower system, represent Richard's growing frustration and anger, an 

anger that will eventually consume him.-"* Richard's exclusion from 

the victory celebration, and in his view, from a normal life, are the 

source of his frustration and anger. The development section 

juxtaposes these elements. The more Richard hears the sound of the 

lute the more he rages on to his eventual demise. 

Although some of the percussive chords in figure 7 are newly 

composed, based on the original lute harmonies, two chords from this 

example eire in their original voicings. The chord in the first half of 

m. 98 is taken directly from m. 32. Similarly the second chord in m. 

99 is from the second chord in m. 33." 

Henze lecture. 
The piu mosso at m. 98 was suggested by Tanenbaum and approved by Henze. It does not appear in the 

published score. 
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Henze continues to recycle material from the exposition in the 
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development section. The crashing chord from the first theme, the 

"hate" motive, is developed extensively in mm. 116-132 (fig. 8). This 

startling chord, that spans nearly the entire range of the guitar 

reappears in the development with even louder dynamics. It is 

combined with the percussive effects discussed earlier, creating an 

even more frightening picture of a man whose rage is now 

uncontrollable. 26 This passage recalls the point in the monologue 

26 Tanenbaum suggests a piu mosso at m. 123 and rit. at m . 134 returning to tempo primo at m. 135 
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where Richard declares that he is "determined to prove a villain and 

hate the idle pleasures of these days." 

Closing material from the exposition (mm. 55-61, 77 and 74), is 

used as retransitional material to the recapitulation, which begins on 

m. 135. Recycled material is so prevalent in this movement that it is 

impractical to cite all examples. Instead, I have compiled a chart 

giving a complete list of repeated material including the original 

measure, the reoccurring measure gind how the material is varied (see 

appendix 2). 

The recapitulation arrives rather unexpectedly in m. 143 in a 

much abbreviated form. The first theme is at a softer dynemiic and is 

now interspersed with the percussive effects heard in the 

development. The texture becomes starker as the first theme chords 

are broadened with longer note Vcdues and rests. Some figures, like 

that in m. 9, are 

prolonged by repetition, as in mm. 156-159. The sound of the lute 

returns in tambora chords just before Richeird breaks down in an 

uncontrolled, speechless rage. All that remains now are the 

percussive strikes on the body of the guitar which build to a 

shattering fortissimo, ending the movement. At the end of the play, 

Richard dies on the battlefield, in despair, alone, and helpless. 
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"Romeo sind Juliet" 

The second movement of Royal Winter Music. "Romeo and Juliet," 

is set in two-part texture. These two voices form a call and response 

dialogue. In the play, Romeo £ind Juilet's most famous dialogue is 

from the balcony scene (II.ii), where under the cover of darkness, the 

fated couple secretly declare their love. Henze has remarked that he 

wanted to compose music associated with Juliet's line "parting is 

such sweet sorrow" (II.iil84).^^ This line is from the end of the 

balcony scene and suggests that Henze had this specific scene and 

dialogue in mind for this movement. I will show in this chapter how 

Henze mirrors Shakespeare's sequence of dialogue from this scene. 

The music unfolds as a duet (fig. 9) with Juliet as the upper voice 

(stems up) and Romeo in the lower voice (stems down). Juliet's 

dialogue almost always leads in the play and the same is true in the 

music. From her balcony, she initiates the dialogue with the famous 

question "O Romeo, Romeo, wherefore art thou Romeo" (II.ii.33)? In 

the music, Juliet begins the duet with an ascending fourth (d-g) 

which is immediately answered by Romeo with a descending fourth 

(g*-d*). Juliet leads again with a descending fourth (e-b), £ind Romeo 

responds with an unexpected perfect fifth (a*-e*) ascending. 

^ Henze lecture. 
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Although the intervalic dialogue of a perfect fourth and perfect fifth 

do not match, these two intervals are related by inversion, 

maintaining a sense of continuity. While the flexibility of intervalic 

relationships here does have an impact on theoretical analysis, it does 

not however have an impact on the overall effect of call and response 

that is so central to this movement. 

Figure 9 
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Henze returns to exact intervalic relationships in the music that 

follows. For example, still on the first system of figure 9, Juliet's 



35 

triplets form the interval of an ascending minor third (f-a) and 

Romeo answers with a descending minor third (c*-a*). This Ccill and 

response disdogue continues throughout the movement in one guise 

or another, using intervalic, rhythmic or timbral relationships. 

At the beginning of the third system (fig, 9) the voices come 

painfully close to each other, but do not come together in the unison 

they so strongly desire. This painfully close separation, with the voice 

parts hovering a half-step apart but never converging in unisons, 

occurs again on systems 9,12 and 14. These minor second passages 

are strategically placed to heighten the overall tension of the 

movement. For example, the passage on system 9 occurs right before 

the return of section A in this ABA form (see fig. 11). On system 14, a 

similar minor second passage appears at the climatic ending of the 

movement, just before a brief coda. 

While Juliet takes the lead most of the time in the play, and in the 

music, there is one notable exception when Romeo leads. In figure 10 

Romeo begins with a large leap of a major seventh (b^-a), which is 

answered in Juliet's part by a large leap of a minor ninth (f-g''). Once 

again although these intervcd do not match, they are related by 

inversion. More importeintly the idea of imitation and dialogue 

between the psu*ts remains constant. 
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Figure 10 
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This brief moment in the music when Romeo begins and Juliet 

answers could have a reference point in Shakespeare's dialogue. Only 

one time in this scene does Romeo lead the conversation when he 

poses the question: 

Rom. O. wilt thou leave me so unsatisfied? 

JuL What satisfaction canst thou have to-night? 

Rom. The excheinge of thy love's faithful vow for mine. 

(Il.ii. 125-128) 

Although plausible, it is unclear whether Henze meant more than to 

hint at specific text/music references in this movement. Unlike with 

"Gloucester," Henze has made no specific statements that would 

illuminate this matter. 
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Henze remains faithful to the dialogue-like relationships between 

the two voices throughout this movement. He does not, however, 

restrict his connections to intervalic relationships. Voices frequently 

share common rhythms as well as intervals, for example the second 

system of figure 10. Juliet calls with triplets and Romeo responds 

with a similar rhythmic figure. It is also interesting that the voices in 

this example cross. Unlike the earlier passage where the two parts 

come painfully close to unison, here they seem to miss each other 

completely, crossing but not meeting. This type of voice crossing 

happens again on system 11. 

Sometimes the relationship between the voices is more textural 

than intervcdic (see the end of system 1 fig. 10). In this exeunple 

Romeo begins with a perfect fourth descending (a-e) and Juliet 

answers with an unexpected major third ascending (g-b). The timbre 

of the harmonics, and not the intervalic relationship connects this 

call aind response dialogue. 

Vertical sonorities are notably absent in this movement. 

Interestingly, one of the more prominent vertical sonorities in this 

movement is the half-diminished chord occurring on the second 

system of figure 10. This appears to be a reference to the so called 

Tristan chord" that plays such an important constructive role in 

Wagner's Tristan und Isolde. Upon closer examination, it is apparent 

that Henze has voiced this chord in the exact manner as Wagner. 
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A reference to the Wagner opera is not so far fetched, on the 

contrary, the two stories have many similarities. Both have fated 

lovers who find themselves on opposite sides of irreconcilable clans, 

both carry on a clandestine affair hidden by day, cind both are 

ultimately united only in death. Another resemblance to Tristan und 

Isolde is the use of poison as the chosen means to death. Tristan and 

Isolde consume what they think is a death drink (actually it is a love 

potion), and Isolde chides Tristan for almost drinking it all. In 

Shakespeare we hear a familiar echo of Isolde's words spoken by 

JuUet at the sight of Romeo dead from poison: 

What's here? A cup closed in my true love's hand? 

Poison, I see, hath been his timeless end. 

O churl, drunk all. and left no friendly drop 

To help me after? I will kiss thy lips. 

Haply some poison yet doth hang on them. 

Thy lips are Wcirm. (V.iii. 161-167) 

Unlike "Gloucester" there is a notable lack of repetition in 

"Romeo and Juliet." The repetition of a particular call and response 

interval occurs only once, on system 9 (fig. 11) about two thirds 

through the movement. 
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Figure 11 
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Juliet sounds a descending perfect fourth (c*-g*) and Romeo answers 

with vertical fourths (g/d). This intervalic dialogue is then repeated 

with harmonics and ppp dynamics. Again the voices are painfully 

close with Juliet's c* and g* contrasting Romeo's d and g naturals. 

This passage occurs right before the return of section A. 

This repetition may be a symbolic affirmation of the meeting they 

have plarmed for the following day. Or, the more consonant fourths 

and quiet dynamics may relate to Juliet's line at the end of this scene, 

"Pcirting is such sweet sorrow, / That I shall say good night till it be 

morrow" (II.ii, 184-185). Still another reference might be to Juliet's 

line: "Bondage is hoarse and may not speak aloud, / Else would I tear 

the cave where the echo lies, / With the repetition of my [Romeo's 

name.] Romeo!" (ll.ii.160-163). This dialogue includes the words 

"repetition" and "echo" that accurately describe the musical passage. 

The dynamics also reverberate just as a echo would from p-pp-ppp. 
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"Romeo and Juliet" with its ABA form helps retain the overall 

outline of sonata form in Royal Winter Music. Although the A section 

returns (fig. 12) in a much modified version, it is still recognizable as 

the opening material. The two A sections do, however, differ in a 

number of interesting ways. 

Figure 12 

The voices answer each other as expected, the perfect fourth (b-e) in 

Juliet's part is answered with a perfect fourth (c-f) in Romeo's part. 

However, at the end of system 11, and the beginning of system 12 

(not shown), Juliet calls out with a perfect fourth (a'^-d") and Romeo 

responds unexpectedly with a minor second (g-f). Unlike the 

imperfect intervalic dialogue heard previously in this movement, 

these intervals c£m not be explained by inversion. Juliet asks again 

with a perfect fourth (c-f) and ageiin Romeo responds with an 

"incorrect" interval, a major sixth (d-b). After the voices once again 

become painfully close, b'' against b natural and e'' against e natural. 
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the intervalic dialogue resumes its complementary call and response. 

The relative consonEmce of perfect fourths in each part is offset by 

their tritone juxtaposition which mirrors the lovers agonizing 

separation. 

As in the play, the climax of this movement occurs at the very end 

with the lovers united in death. 

Figure 13 
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Here the loudest passage of the movement, which rises to Jff, is made 

even more intense by a three-against-four rhythm. Both voices climb 

to their highest pitches with Juliet's voice climbing to the highest 

note on the guitar (fig. 13).^® 

Shakespeare's choice of nsmies for the characters in this play are 

interesting in that they are all metrically equivsdent. Romeo, Juliet 

-* Tanenbaum describes this passage as a polyrhythmic double suicide! 



42 

and their feuding families the Montagues and Capulets all contciin 

three syllables. Henze mirrors Shakespeare's use of three syllable 

names with triplet figures which occur forty-one times in this brief, 

two page movement. Juliet is named for her birth month while 

Romeo's name brings to mind related words such as Roman, romantic 

or roaming. The genealogy of his last name, Montague, has been to 

traced to the word "mounting." While Juliet's last name resembles 

"capitulate."-' The Latin "capulus" means coffin and is a eerie 

foreshadowing of the final scene at the tomb of Juliet. 

^ Murray J. Levith, What's in Shakespeare's Names. (Hamden: Shoe String Press, 1978) 



"Ariel" 

In Elizabethan times, a play such as The Tempest, with its 

elements of magic and the supematured, appeared plausible or at least 

not implausible to audiences of the day. The fairy was a familiar 

manifestation of the supernatural world. In her book. Pagans and 

Christians. Robin Lane Fox states "... belief in fairies which flourished 

in Northern Europe ... seemed genuine to men of the sixteenth 

century."^" 

Elizabethan fairies were not however like the fairies of Walt Disney. 

Instead, they were dsirker spirits such as Shakespeare's Ariel. Dale 

Blount, in his article for the journal Fifteenth Century Studies , states 

that "... traditional faiiy practices included stealing changelings, 

canying away mortals, betwitching humans with disease or blindness 

and other similar activities. These actions are ascribed to them by 

the authors and scholars of the period as well as by common 

people."^' Regarding Shakespeare's treatment of this subject, Blount 

goes on to say that "All of the principal Elizabethan popular beliefs 

about fairies and magic are to be found somewhere in his canon." 

Imprisoned and required to do the biding of Prospero, the 

cindrogynous Ariel is messenger and observer for his master. Ariel 

Robin Lane Fox. Paeans and Christians. (Harper Collins, 1986) 120. 

" Dale M. Blounl, "Modificaiions in Occult Folklore." Fifteenth Century Studies 9 (1984) : 2, 6. 
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conveys his messages through airy and mysterious song. In The 

Tempest. Ariel plays the harp and sings on three occasions. 

Henze depicts these songs using unbarred measures and 

arpeggiated chords that represent the sound of Ariel's hgirp (fig. 14). 

The three song episodes that appear in this movement act as pillars 

around which other musical motives are set, creating a free fantasia 

form. 

Figure 14 
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At the beginning of this movement we hear the first of Ariel's main 

motives (fig. 15). 
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Figure 15 
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This rapid passage, high in the guitar's range, mimics the movement 

of a swift, airy spirit. In this paper I wiU refer to this as the 

'swiftness' motive. Exact repetitions of this motive occur three 

times, in mm. 26, 30, and 50. Although the pitches remain identical. 

Henze colors these repetitions with changes of dynamics and timbre. 

Variations of this motive, if viewed as a rhjrthmic figure rather than a 

melodic one, occur frequently in this movement. Examples will be 

given in the text that follows. 

A second important motive begins in m. 2 (fig. 16). David 

Tanenbaum refers to this motive as Ariel's 'sadness' because of the 

plaintive minor harmonies that reflect the spirit's longing for 

freedom. Ariel's 'sadness' motive continues until it is interrupted by 

a variation of the 'swiftness' motive in m. 8 (fig. 16). 
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This passage , utilizing extended chords built in thirds, contains the 

most tonal music yet heard in Royal Winter Music. Although these 
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harmonies do not express a key in the traditional sense, they do hint 

at a tonal center. The chords in the first half of this passage (m.3-5) 

oscillate between b minor nine and c major seven with an added sixth 

before coming to rest on a g major /minor chord that contains a major 

seventh with both major and minor thirds. The chords in the second 

half of this passage again move from b minor to c major, this time 
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coming to rest on a b** major chord with an added ninth sind 

thirteenth. This is followed by more variations on the 'swiftness' 

motive (m. 8-10). 

The motivic material of mm. 33-38 (fig. 17) forms a varied 

repetition of mm. 3-10 (fig. 16). In comparing these two examples it 

is apparent that they differ harmonically, however they are linked 

immediately in the listener's ear by their triadic harmonies. Ariel's 

'sadness' motive, because it is the most tonal writing in this 

movement, is easily recognizable. 

Figure 17 
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Close examination of these two passages revecils their relationship. 

Figure 17 begins with triadic harmonies as does figure 16. In the 

varied repetition of figure 17, the triads d major and e major (m.33) 

are suspended polytonaly over bass notes (b^'-f-b*'), which resemble 

dominant to tonic motion tonicizing b". This is followed by a 

repetition of the original b minor chord from m. three, revoiced with 

the ninth an octave higher, and colored with an added sixth and 

major seventh (m.34). The g major/minor chord (m.35) is from m. 5 

revoiced with the root note up an octave, an added sixth and the 

minor third b'' spelled enharmonically as a*. An added c sharp further 

varies the original color of the chord. 

Measure 6 and its pickup notes are also reworked in m. 35 

beats 2 and 4. The five pickup notes are re-ordered and moved to a 

higher register. Measure 6, written mostly in vertical chords, is now 

arppegiated in m. 35 beat 4, creating, with its rapid burst of notes, a 

resemblance to Ariel's 'swiftness' motive. 

The third appearance of Ariel's 'sadness' motive occurs in m. 42, 

this time in a more restless mood (fig. 18). 
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A long melodic line with wide leaps (stems up) is heard over agitated 

dissonant chords below. These chords gradually become more 

consonant, their rhythm slowing to a calmer quarter note pace. Then 

we hear the characteristic lush consonant chords that represent 

Ariel's sadness, expressed here with an f major seven chord plus an 

added sixth. This passage resolves with a plagal cadence moving from 

b flat minor to f major, creating a further sense of repose. This third 

statement of Ariel's 'sadness' motive ends like the first, with a g 
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major seven chord that contains both major and minor thirds. These 

two statements of Ariel's sadness have notable differences. The 

length has doubled in the third occurrence, resulting from the 

expansion of the agitated chords at the beginning of the passage into a 

separate phrase (mm. 42-46). The insertion of Ariel's swiftness 

motive cdso adds to the length of the second statement (m.50). 

Although the harmonies of the two passages are not repeated literally, 

their use of consonant chords amidst rather dissonant music creates a 

strong similarity. 

Near the end of the movement, Ariel's 'sadness' motive is heard 

for the fourth and last time (mm. 62-65). This truncated statement 

contains the original chords b minor nine and g major seven cuid uses 

similar or identical voicings. As before, it is followed by the 

'swiftness' represented by a quick burst of thirty-second notes. 

In The Tempest. Ariel gains his freedom from Prospero at the 

very end of the play. Ariel returns, in Prospero's words, "back to the 

elements." This movement ends with a long passage of high pitched 

harmonics as Ariel gradually vanishes in pppp dynamics. 
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"Ophelia" 

No character in Shakespeare is more deserving of an audience's 

sympathy and pity than Ophelia. Through the course of Hamlet she is 

used, abused and abandoned. Her innocent happy world, poisoned by 

the Danish court, crumbles into madness. Frances Barber, an actress 

with the Royal Shakespeare Theater, describes Ophelia as "the 

obedient young girl whose sense of self is defined by the court in 

which she lives, and hence the men around her. [She] is used as an 

instrument of political machinations and ends up hysterical."" 

First Opheha's brother Laertes plants in her mind the idea that cJl 

men are deceitful regarding matters of love, including Hamlet. 

Laertes counsels her: 

Then if he says he loves you. 

It fits your wisdom so far to believe it 

As he in his particular act and place 

May give his saying deed, which is no further 

Than the main voice of Denmark goes withal. 

Then weigh the loss your honor may sustain 

If with too credenet ear you list his songs. 

Fear it, Ophelia, fear if my dear sister... (I.ii.24-33) 

Frances Barber. "Ophelia in Hamlet." Plavers of Shakespeare, ed. Russell Jackson and Robert 

Smallwood (Cambridge UP. 1988) 137. 
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Ophelia at first does not understand what her brother is implying. It 

does not even occur to her that Hamlet might step beyond the 

boundaries of the day's social constraints. Laertes claims to want to 

protect his sister's virtue, yet what he really wants is to protect the 

family's name. His lecture is manipulative and h3rpocritical because, 

as a man, he is not obligated to follow the same chaste, virtuous path. 

Later in the play Poloniuos, her father, tactlessly questions her 

about her intimate relationship with Hamlet. 

Pol. Tis told me, he hath very oft of late 

Given private time to you, and you yourself 

Have of your audience been most free and bounteous. 

If it be so—as so 'tis put on me. 

And that in way of caution—I must tell you. 

As it behooves my daughter and your honor. 

What is between you? Give me up the truth. 

Oph. He hath, my lord, of late made many tenders 

Of his affection to me. 

Pol. Affection, puh! You speak like a green girl. 

Unsifted in such perilous circumstances. 

Do you believe his tenders, as you call them? 

Oph. I do not know, my lord, what I should think. 

Pol. Marry, I will teach you... (I.ii.91-104) 

Polonius assumes the worst regarding Hamlet's intentions and has no 

confidence in his daughter's response to those intentions. He shows 
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no tenderness or love towards his daughter. Polonius' primary 

interest in Ophelia is her usefulness as a source of information 

regarding Hamlet. Information that he csin pass along to the Claudius 

in hopes of maneuvering himself into the good graces of the royal 

court. 

Shakespeare's choice of the name Ophelia is interesting. Murray 

Levith, in his book What's in Shakespeare's Names suggests that her 

name may stem from the Greek word opheleia meaning use. help or 

support. Both Laertes and Polonius use Ophelia to promote their own 

agendas.^ 

Ophelia's world stcirts to unravel when Polonius is 'accidentally' 

killed by Hamlet. Then Hsimlet berates cmd abuses Ophelia, assuming 

that she has been spying on him for Polonius. Hamlet harshly states: 

If thou dost marry, I'll give thee this plague 

for thou dowry: be thou as chaste as ice, as pure as 

snow, thou shalt not escape calumny. Get thee to a 

nunn'ry, farewell. Or if thou wilt needs marry, marry 

a fool, for wise men know well enough what monsters 

you make of them. (III.1.134-139) 

It is more than she can bear, and her mind snaps completely. She 

goes mad with grief, not the feigned madness of Hamlet, but true 

insanity. In her last appearance she enters with her hair down 

" Levith 52 
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playing a lute gind singing bits of songs. Elizabethan social norms 

required women to wear their hair tightly bound. "Hair about the 

ears can Indicate public shame, mourning or madness."" She sings of 

death, presumably a reference to her father. 

"He is dead and gone, lady. 

He is dead and gone. 

At his head a grass-green turf. 

At his heels a stone." (IV.v.29-32) 

We understand how fully she has been corrupted by the Danish court 

when she sings of country matters that, esirlier in the play, she would 

have known nothing about. 

"By Gis, and by Saint Charity, 

Alack, and fie for shame! 

Young men will do't if they come to't. 

By Cock, they eire to blame. 

"Qouth she, 'Before you tumbled me. 

You promis'd me to wed.'" 

(He answers.) 

"So would I 'a' done, by yonder sun. 

And thou hadst not come to my bed.'" (IV.v.58-66) 

We leam later in the play from Gertrude of Ophelia's death. Ophelia, 

wandering by the waters edge, absent-mindedly weaving a garland of 

^ Allan C. Dessen, Elizabethan Stape Conventions (Cambridge: Cambridge UP. 1984) 36. 
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wild flowers, falls into the water. Gertrude relates the scene as 

follows: 

When down her weedy trophies and herself 

Fell in the weeping brook. Her clothes spread wide. 

And mermaid-like awhile they bore her up. 

Which time she chaunted snatches of old lauds, 

As one incapable of her own distress. 

Or like a creature native and indued 

Unto that element. But long it could not be 

Till that her garments, heavy with their drink, 

Pull'd the poor wretch from her melodious lay 

To a muddy death. (V.vii.175-183) 

Ophelia's drowning, which takes place off stage, is the scene 

Henze has chosen to capture in musical images." "Ophelia" the 

fourth movement of Royal Winter Music is set as a song with a singing 

top part, (written with stems up), and sm accompaniment of 

arpeggiated figures, (stems down) (fig. 19). 

" Henze lecture. 
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Figure 19 
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Henze has stated that the top voice is Ophelia singing and the 

accompanying bottom voice is the water that surrounds her." The 

contour of the accompaniment does indeed have a wave-like 

appearence. Its irregular rhythm is as unpredictable as the rhythm 

water has as it gently laps at the shore. Henze has said he was 

inspired by a painting of John Everett Millais (1829-96) depicting 

Ophelia floating on her back right before her clothes become soaked 

and heavy, pulling her under." 

Henze uses the Viermese trichord, with its characteristic interval 

structure of a tri-tone and a minor second, as the blueprint for 

constructing this movement. This trichord is he£ird at the very 

beginning of the movement with the notes b-f#-f (fig. 19). It should 

Henze lecture. 

" Henze lecture. 
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be noted that in this movement without barlines, accidentals apply to 

one note only. The Viennesse trichord, known in set theory analysis 

as the pitch class set 0,1,6, saturates this movement just as the water 

saturates Ophelia's clothing. Interlocking 0,1,6 sets mirror her 

dizzjring mental illness with their constsmt twisting and dovetciiling. 

The following example (fig. 20) shows all 0,1,6 sets by using a circle 

to group them together. The rest of this movement continues with 

the same saturated use of the 0,1,6 set. 

Figure 20 
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We do not know the actual song Ophelia sings as she briefly floats 

in the water. Gertrude's words tell us only that it is an "old laud." 

Henze was inspired by a poem from the 19th century Irish writer and 

musician Thomas Moore entitled Tis the Last Rose of Summer."'® 

Henze lecture. 



58 

Moore wrote the lyrics and then set them to a traditioneil Irish Air 

The Groves of Blamev.^ The words to this sentimental song take on 

an eerie sense of abandonment when we imagine Ophelia singing 

them: 

Tis the last rose of summer. 

Left blooming all alone; 

All her lovely companions 

Are faded and gone." 

These words ring heartbreakingly true for Ophelia. Moore's poem is 

also remarkable for its images of death: 

"Since the lovely are sleeping, 

Go sleep thou with them. 

Thus kindly I'll scatter 

Thy leaves o'er the bed. 

Where thy mates of the garden 

Lie scentless and dead... 

When true hearts lie wither's, and fond ones are flown. 

Oh! who would inhabit This bleak world alone?" 

Henze utilizes the original Irish Air for this movement shown in 

(fig 21). He retains the melodic contour of the Air with its ascending 

stepwise motion followed by a large leap and then descending by step. 

Francis Roche. Traditional Irish Music. (New York: Oak Publications 1983) 21 
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Figure 21 
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This melody appears seven times in various guises. The first, seen in 

figure 19, is somewhat obscured. The stems up part does begin with 

three step-wise ascending notes although its motion is interrupted by 

the e'' appogiatura. It is also followed by a large leap but while it does 

descend in direction, it does not do so by step. 

The second statement of the tune, however, is more recognizable 

(fig. 22). The melodic contour is the same as the original Air, if the 

a# is viewed as an extra neighbor tone. Indeed, the intervalic 

relationships are identical except for the leap which is a perfect fifth 

rather than a minor sixth. This statement of the tune is heard 

without accompaniment making it easier to grasp its resemblance to 

the original. The rhythm is also more like the original in contrast 

with the first statement which is written in longer note values. 

Figure 22 
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The third statement of the tune is also very close to the original, 

ascending by step, leaping a minor sixth and descending by step (fig. 

23). The note values however are again augmented and although this 

might obscure the original melody, it emphasizes Ophelia's distracted 

state of mind. She absentmindedly repeats the notes c#-b (third 

system fig. 23) over and over, having forgotten the words or melody to 

the song. She begins mumbling to herself, depicted here with 

unstemmed pizzicato notes. The general meemdering and drifting 

quality of this movement paints a picture of a lost and distracted soul, 

searching her memory for the words to a forgotten song.^° 

Figure 23 
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Curiously, Julian Bream, in the premiere recording of RWM. leaves these pizzicato notes out. 
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The fourth statement of the tune also has Ophelia searching for 

the right notes. It begins with the characteristic melodic shape £ind 

then once again breaks off in repeated notes that drift away as she 

loses herself in distracted thought/' 

The fifth statement of the tune (fig. 24) once again is rhythmically 

augmented and the large leap is a tenth rather than the original sixth. 

The repetition of the b note (end of first system) extends the 

descending stepwise portion but the melodic contour of the original 

tune is otherwise unchanged. 

Figure 24 
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This melody is composed of all 'white notes' (i.e. notes from the 

white keys of the piano). Henze has utilized 'white note' harmony in 

•" not excerpted 
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many of his works. For example, in Kammermusik 1958. with its 

text/subject of Greek antiquity, Henze frequently uses 'white notes' to 

set words such as purity or virtue.^- This relates to the idea of ethos, 

the doctrine in musical philosophy given by Plato that correlates 

moods and emotions with specific musical modes. In the Classical 

and Romantic periods it was popular for composers to use the white 

notes of the piano to symbolize purity and strength."*^ In addition to 

using a 'pure' mode for Ophelia's last moments, Henze also utilizes 

natural harmonics which, since they do not emphasize the 

fundamental pitch, have a more 'pure' tone. 

The accompaniment depicts the water, and in this passage (fig. 

24), the water gets deeper sind deeper as the tessitura of the stems 

down part drops in pitch. The accompaniment gets lower and lower 

until it reaches the bottom of the guitau^s range, a low 'e* at the very 

end of the movement, as Ophelia is pulled under to a "muddy death." 

Henze uses an ABA form for this movement. Dotted barlines 

delineate the large sections. The first A section ends on the fourth 

system and is followed by a longer B section which ends on the 

second page, fifth system. After the fermata the A section returns 

(fig. 25). 

•*" James Smith. Kammermusik 1958. diss.. UCLA 1980, 24. 

Nicholas Slonimsky. Lectionarv of Music (New York: Doubleday, 1989) 152. 
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Figure 25 
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The melody here is a literal repeat of the melody in the first A 

section. This time however, the accompaniment is left out until the 

melody reaches the high "a" note. The second A section has been 

shortened by leaving out the second and third statements of the tune. 

The return of the A section is otherwise the same as before sind 

clearly gives the impression of a return. The remaining music after 

the dotted barline csin be viewed as a coda. The ABA form of 

"Ophelia" retains the general outline of sonata form in Royal Winter 

Music. 

Dynamics that rarely move above piano combined with a veiy slow 

tempo (quarter note = 50) give the impression of someone who is 

exhausted. In addition, frequent ralletandi andjermati create a sense 

of suspension. The music floats in the air as Ophelia floats on the 

surface of the water. 
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"Touchstone, Audrey and William" 

Touchstone, Audrey and William are a collection of characters from 

the play As You Like It. Touchstone (a clown) has a substantial role 

in the play, while Audrey (a country wench) and William (country 

fellow) are more peripheral characters. 

Henze composed this movement in a modified Scherzo and Trio 

form. The use of standard, though modified forms is common in 

Henze's music. Indeed, all the movements of Royal Winter Music 

utilize established designs such as scherzo and trio, sonata-allegro, 

ternary and binary forms. Henze states, "In my world the old forms 

are striving to regain significance, even where the music's new sounds 

scarcely, or no longer permit them to come to the surface."'^ 

The scherzo portion of "Touchstone, Audrey and William" is divided 

into three sections, delineated by double barlines, with the music of 

each section representing a character. The three characters enter in 

the order stated in the title. First we hear the music that represents 

Touchstone, the contentious quipster and one of Shakespeare's more 

famous clowns. Touchstone's name is a reference to the basalt stone 

formerly used to test the purity of gold and silver.''^ Throughout the 

play Touchstone tests the mettle and patience of all characters who 

encoimter him with his argumentative banter. 

•" Henze, Music and Politics, pp. 132-33. 

Levith 89 
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Touchstone always takes the opposing point of view in any discussion. 

He is witty, if annoying, and always ready with a stinging retort, as in 

this exchange with the shepherd Corin: 

Cor. And how like you this shepherd's life, Master Touchstone? 

Touch. Truly, shepherd, in respect of itself, it is 

a good life; but in respect that it is solitary, I like 

it naught. In respect that it is solitary, I like 

it very well; but in respect that it is private, it is a 

very vild life. Now in respect it is in the fields, it 

pleaseth me well; but in respect it is not in the court, 

it is tedious. As it is a spare life (look you) in fits my 

humor well; but as there is no more plenty in it, 

it goes much against my stomach. (III.ii. 11-22) 

In the opening measures of the scherzo, Henze portraits 

Touchstone's sour wit with tritones cuid minor seconds (fig. 26). The 

staccato articulations of this passage have a taunting speech-like 

quality and the notes a''-g repeat incessantly painting a musical 

picture of a character who is not inclined to brevity. Henze 

characterizes Touchstone's two-faced personality with bitonality. For 

example, in figure 26, m. 9, an A" major triad is suspended over a bass 

line that progresses from A natural to E natural, and returns in m. 10 

to A natursd, creating the sound of a tonic-dominant-tonic relationship 

in A major/minor. 
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Variation, a concept that Henze regards as "infinitely rich and 

malleable,"46 plays a key roll in this movement. As I will show, the 

musical portraits of all three characters in this movement are 

developed through the systematic use of variation. Touchstone's 

music is comprised of two phrases of unequal length, with the second 

phrase (mm. 10-19) forming a varied repetition of the first (mm 1-9). 

The beginning of both phrases are based on the repetition of the 

notes ab-g, with the second phrase forming a varied diminution 

46 Henze , Music and Politics, p. 92 



67 

of the first (fig. 27). This variation creates an even stronger 

illustration of Touchstone's verbose character. 

Figure 27 
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The next portion of phrase one (mm. 2-5) is repeated almost exactly 

in phrase two (mm. 12-14 , not shown). Two bass notes from m. 4 

have been dropped down an octave in m. 13. and the chord from m. 5 

has been expanded into sixteenth notes; otherwise these passages are 

identical. The remainder of the second phrase (mm 15-19) is based 

on bl-tonal music from the first phrase mm. 7-9. Figure 28 shows 

how Henze developes the bi-tonaJ idea from the first phrase, 

juxtaposing a D major/minor chord and an A*' major triad. Henze is 

continuing to emphasize Touchstone's duplicity with these bi-tonal 

passages. In addition, the rapid alternation of these chords mirrors 

Touchstone's ability to quickly twist words to his best advantage. 

Staccato articulations sind taunting rhj^ms from phrase one. are now 

combined with a ponttcello timbre, all of which reinforce 

Touchstone's cirgumentative nature and sour wit. This brief two 
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phrase musical portrait of Touchstone ends at m. 19 with a double 

barline. 

Figure 28 
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In the second section of the scherzo we hear the music 

representing Audrey, "a country wench", as stated in Shakespeare's 

Dramatis Personae. In the Elizabethan era, Audrey was a favored name 

of the poorer classes. The word tawdry was coined from this name 

and was used to describe cheap or garish goods/' The following 

conversation with Touchstone illustrates Audrey's character in the 

play. 

Aud. Well, I am not fair, and therefore I pray 

the gods make me honest. 

Touch. Truly, and to cast away honesty upon 

a foul slut were to put good meat into an unclean 

dish. 

Levith 89 
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Aud. I am not a slut, though I thank the gods 

I am foul. 

Touch. Well, prEiis'd be the gods for thy foul

ness! sluttishness may come hereafter. (III.iil.33-41) 

Henze uses smoother triplet figures and slurs to depict Audrey (fig 

29). Softer more consonant hcirmonies also appear, with chords built 

in thirds which form major seventh and major ninth chords.^® 

Figure 29 
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A meno mosso is suggested here by Tanenbaum. the tempo change allowing the triplet figures a slower 
more 'seductive' quality. 
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Audrey's music is comprised of two eight bar phrases. This regular or 

simple phrase structure reflects her simple character. Audrey's 

music is also set in simple two-part texture with a melodic upper part 

(mostly stems up) and a lower part which functions as an 

accompaniment. Again Henze uses variation as a constructive device, 

with the second phrase (mm. 28-35) forming a varied repetition of 

the first phrase (mm. 20-27). In the second phrase, Henze varies the 

accompaniment while retaining the melodic upper psirt. There are 

small Vciriations in the melody such as octave displacement, minor 

rhythmic alterations or timbral changes; the melody however remains 

largely intact. The most noticeable change in the melody occurs 

rhythmically, as the triplet figures of phrase one become simple 

quarter notes in phrase two. Henze then shifts the triplets to the 

accompaniment. The repetition of the melodic upper part can be 

traced by comparing the stems up notes of both phrases. The ending 

of the scherzo's second section is clearly marked with a double bar 

line at m. 35. 

The third and final section of the scherzo is a portrait of 

William, a "country fellow". In the play, William and Touchstone 

compete for the affection of Audrey. William however, is no match for 

Touchstone's sharp tongue. Touchstone plays a major role in the play 

and has a substantial amount of dialogue. William on the other hand is 

a rather minor character in the play with only a few lines. In Henze's 

musical portrait this scenario is reversed. William's has 26 measures 
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of music while Touchstone has only 19. The sincere yet naive William 

is another of Shakespeare's underdog characters that Henze seems to 

identify with more closely. The music representing William is 

comprised of the three phrases. The first phrase (fig. 30 mm. 36-44) 

has two distinct sections, a jocular tune accompanied by drone fifths 

(mm. 36-40), and a more graceful melody that sequences upward in 

pitch (mm. 41-44). The drone fifths depict William's masculine 

posturing, presumably for the benefit of Audrey. William is a soft 

spoken man and his music never rises above the dynamic of piano. 

The more amiable side of his character is represented, in the second 

half of the phrase marked con grazia, with a melodic sequence that 

rises sweetly to the upper range of the guitar. 

Figure 30 
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This phrase, with its two distinctive sections, is varied to form 

subsequent phrases. For example, the second phrase (fig. 31), begins 

with the drone fifths from the first phrase, combined with a 

somewhat disguised variation of the jocular tune, which is now 

marked giocoso. The tune is stated at a different pitch level but the 

melodic contour remsiins roughly the same. The tune is obscured by 

additional drone notes and its abbreviated, skeletal form. The second 

statement of the William's tune (fig. 31) can be traced and compared 

to the first statement (fig. 30) by following its melody as follows: e-e-

b''-a. Although the pitches have been changed, the drone fifths in the 

accompaniment, the melodic contour and the grace notes, recall 

enough of the character of phrase one to create the effect of variation. 

The second section of phrase two is a literal repeat of the more 

graceful rising sequence from phrase one and is once again marked 

con grazia (fig. 32). 

Figure 31 
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The third and final phrase (mm. 53-61) is another variation of phrase 

one. The drone fifths are more sporadic now and sometimes are 

arpeggiated rather than sounded simultaneously. The pitches of the 

jocular tune, while similar to the original, are obscured by octave 

displacement. For example the notes at the beginning of phrase one 

(fig. 30) are: eb 1 -d 1 -eb1 -a 1 • In phrase two (fig. 32) the notes are the 

same but the octaves have been scrambled to: eb 1 -d-eb2 -a1
• The drone 

fifths and grace notes once again make a strong association with the 

original phrase. 

Figure 32 
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The more lyric second half of the phrase has been extended by one 

measure and its melodic contour has been altered. The three 

descending notes that originally sequenced upward, are now three 

descending notes followed by three ascending notes, which are then 

sequenced upwards (fig. 33). Throughout William's music the 

character markings, giocoso and con grazia, help to delineate the 
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contrasting sections of the phrase and their subsequent variations. 

The double barline at m. 61 concludes William's music and the third 

and final section of the scherzo. 

The trio section of Touchstone, Audrey and William" begins in m. 

62 and ends with a double barline at m. 73. In this section the 

musical elements of all three characters intermingle. For example in 

figure 34, Audrey's triplets reappear (m. 64), followed by William's 

drone fifths (m. 63) and Touchstone's sour tritones (m. 66 and 68). 

Fig. 33 
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Figure 34 
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After the trio there is a coda that Henze has said depicts a fight 

between Touchstone and William over Audrey/' Henze is referring to 

a scene in the play where Touchstone belittles and threatens William 

into relinquishing his pursuit of Audrey. In this verbal confrontation 

mild mannered William has no chance of defending himself against 

Touchstone's quick wit: 

Touch. ... Wast bom i' the forest here? 

Will Ay, sir, I thank God. 

Touch. Thank God"— a good answer. Art thou rich? 

Will Faith, sir, so, so. 

Touch. "So, so" is good, very good, very excellent 

good: and yet it is not, it is so, so. Art thou wise? 

Will Ay, sir, I have a pretty wit. 

Henze lecture. 
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Touch. Why, tJiou say'st well. I do now re

member a saying. The fool doth think he is wise, 

but the wise mem knows himself to be a fool." 

... Do you love this maid? 

Will I do, sir. 

Touch. Give me your hand. Art thou learned? 

Will. No, sir. 

Touch. Then leam this of me: to have is, to have. 

For it is a figure in rhetoric that drink, being pourd'd out 

of a cup into a glass, by filling the one doth empty the 

other. For all your writers do consent that ipse is he: 

now, you are not ipse, for I am he. 

Will. Which he, sir? 

Touch. He, sir, that must marry this woman. 

Therefore, you clown, abandon ... the society 

of this female, or, clown, thou perishest; or to thy better 

understanding, diest; or to wit I kill thee ... I will kill thee a 

hundred and fifty ways: therefore tremble and depart. 

Aud. Do, good William. 

Will God rest you merry, sir. (V.i.22-59) 

Touchstone's music completely dominates the coda just as his 

dialogue dominates the fight scene in the play. All the music from 

this point forward is based on Touchstone's motifs. In figure 35 his 
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building in intensity from piano to forte. 50 

Figure 35 
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Figure 36 shows music derived from the repeating notes ab-g, first 
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heard in m. 2 (fig. 26). These repeating notes were originally eighth 

notes, they then were expanded to sixteenths in m. 9 (fig. 27), and 

are further expanded into groups of five (fig. 36). William's music 

does not appear in the coda, making it clear that Touchstone has won 

the altercation. 

50 Tanenbaum suggests a meno mosso in m. 74 returning to tempo poco a poco. 
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In figure 37 this passage is varied yet again, as Touchstone gloats at 

his victory. The rh5rthm returns to quarter notes and the double stops 

create a denser texture. 

Figure 37 

Henze ROYAL WINTER MUSIC 
© B. Scholfs Soehne. Mainz. 1976 
All Rights Reserved 
Used by permission of European American Music 

The certainty of Touchstone's victory over William is clearly 

illustrated at the end of the movement as his music appears as a kind 

of last word (fig. 38). Touchstone's tri-tones (e-a'') and bi-tonality, 

both illustrating his duplicity and sour wit continue until the very end. 
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Fig. 38 
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"Oberon" 

In A Midsummer Night's Dream. Oberon presides over the play as 

King of the fairies. He possesses supernatural powers such as the 

ability to change physical form. For example, Titania, Queen of the 

fairies, accuses him of taking the form of a shepherd and meiking love 

to a shepherdess. Oberon's powers also include the ability to 

influence elements of nature such as weather conditions. In the play 

he is credited with sending unseasonal rains that rot the farmer's 

crops in the field. 

However, Oberon's powers have limitations. He c£tn not compel 

people to act against their nature. For instance, when Titsinia refuses 

to give up the changeling boy she has raised, Oberon is powerless to 

force her. Instead, he relies on a magic concoction from the juice of a 

flower to achieve his goal. The potion, squeezed into the eyes, causes 

the recipient to fall in love with the first creature they see. When the 
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potion is applied to Titania, she falls in love with Bottom who is 

temporarily wearing the head of an ass. While Titania's mind is 

muddled, Oberon convinces her to relinquish the changeling. 

Oberon's major source of agitation is Puck, one of the fairies of his 

entourage. Although Puck serves him, Oberon has difficulty 

controlling Puck's mischievous nature. It is Puck, for example, who 

turns Bottom's head into that of an ass. His carelessness with the 

initial application of the love potion also leads to the conflict between 

the pairs of lovers. Oberon, despite his grievances with Puck and 

Titania and his domineering nature is, at the end of the play, a noble 

reconciler. He uses the same potion, with which he manipulated 

Titania, to correct the confused sets of lovers, and averts a disastrous 

situation. Henze, referring to the final movement of the first sonata 

says: The epilogue is spoken by Oberon, pacified and reconciled, as 

though nature had been subjected to man." 

In the opening of this movement we hear the music that 

represents Oberon (fig. 39). Six note chords built with consonant 

triadic harmonies create a sense of repose and calm. These chords 

are stnmimed, producing a lush expansive timbre. Henze utilizes 

'pure' 'white note' harmony to represent the "pacified and 

reconciled" nature of Oberon's epilogue. 'White notes' form a rising 

scale on the pitches d-e-f and continue up in double-stop thirds. 

Henze highlights Oberon's initial musical material, setting it off with a 

dotted bar line, the only bar line in this movement. 



Figure 39 
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The calm of Oberon's opening music does not last long however. 

After the dotted bar line the music becomes increasingly dissonant. 
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The cause of the disturbance in Oberon's music is soon understood as 

a rapid burst of 32nd notes representing Puck appears (fig 40). This 

rapid burst resembles the music that depicted Ariel's swift and airy 

spirit. Both characters are portrayed with 32nd notes high in the 

guitar's upper register. Of course Puck and Ariel share the same 

musical characteristics because the are both fairies. Puck's music, 

contrary to Oberon's 'white note' harmony, contains many accidentals 

and is usually prefaced with a sixteenth note rest. 

Figure 40 
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Oberon and Puck's music is frequently linked together £ind returns 

throughout the movement as varied repetitions. Each time this 

material returns, some or all of the characteristics of each motive 

accompany the restatement. The return of Oberon and Puck's music 

is easily heard because of the contrast it has with the surrounding 

music. The linked appearances of these motives, and their 

subsequent return, form the pivotal points around which the 

movement is organized, creating a resemblence to rondo form. Much 

of the other music surrounding these pivot points is also derived from 

the original motives of Oberon and Puck. 

The first return of the linked motives occurs on system nine (fig. 

41). Once again, six note chords with consonant harmonies are 

combined with a rising 'white note' figure. No longer present, 

however, are the double stop thirds. Oberon's music is followed, as 

expected, by a 32nd note rest and an exact repetition of the rapid 

high notes representing Puck. Staccato articulation combined with a 

ponticello timbre create a small variation to Puck's original music. 



Figure 41 
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The second return of this linked material is on system 19 (fig. 42). 
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This time Oberon's music is further varied. Still present are the six 

note strummed chords and the ascending contour. However, the 

harmonies, while remaining consonant in relation to the surrounding 

music, begin to display more tension with the addition of accidentals 

and If dynamics. Mter a fermata, a 32nd note rest occurs and is 

followed by a rapid burst of high notes representing Puck. The 

pitches in Puck's music have been varied but still share many notes in 

common with the original. The melodic contour remains the same. 

Figure 42 

f ff f 

Henze ROYAL WINTER MUSIC 
© B. Schott's Soehne, Mainz, 1976 
All Rights Reserved 
Used by permission of European American Music 



84 

The next return of Oberon and Puck (system 24 fig 43) is varied in 

several ways. Oberon's music is shortened considerably and it does 

not contain the rising figure or the thirds. The consonant strummed 

chords are now lengthened to seven notes. The tension and impurity 

associated with accidentals is balanced in this passage with the 

addition of the purer quality of harmonics. The sonority of E major, 

commonly thought of by guitarists as the tonality to which the 

instrument gravitates, creates a point of natural repose. Puck's music 

in this example is also considerably varied. The melodic contour and 

rhythm (although still rapid) has changed. The 32nd note rest is 

retained and the tessitura remains high. This passage, while different 

in contour, does contain many common notes with the original. 

Figure 43 
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Near the end of this movement, Henze has stated that all the 

previous characters re-enter, represented in harmonics. This series 
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of high pitched harmonics (system 39 and 40) combined with pppp 

dynamics creates an eerie ghost -like effect (fig. 44). 

Figure 44 
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Did Henze intend to assign specific pitches to the re-entrance of 

individual characters and if so, were these pitches derived from the 

characters original music? I believe the answer to these questions is 

yes. In the six movements that make up the first sonata, there are 

nine characters represented. The passage of harmonics (fig. 44) 

contains nine different pitches, excluding repetitions and changes in 

octave. Assuming that the characters re-enter in their original order, 

the notes would correspond to the characters as follows: Richard (e), 

Romeo (:fi}, Juliet (c#}, Ariel (g), Ophelia (d#}, Touchstone (g#}, Audrey 

(b), William (a) and Oberon (d). It is certainly no coincidence that the 

pitch representing each character occurs prominently at or very near 

the end of their movements respectively. For example, "Gloucester" 

ends with a percussive effect that does not indicate specific pitch. 

However, when the guitar's soundboard is struck the open strings 

vibrate sympathetically. Of the six strings, the lowe string is heard 
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most prominently because the striking point near the bridge is 

closest to that string. This, in addition to the e string's greater 

diameter allows a stronger sustained pitch. Furthermore, besides 

being the last note of the movement, the e note also acts as a kind of 

tonal center around which other notes gravitate. In "Romeo and 

Juliet" the two parts of the duet come to rest on the notes f and c", 

with the f below cind the c* above. The finsd note in "Ariel" is a g 

played as a harmonic pppp. "Ophelia" ends with a prominent e'' 

(enharmonic equivalent of d*) harmonic, a striking, color tone heard 

against an e minor chord. This harmonic is repeated three times, 

giving it additional emphasis. Touchstone, the first of three 

characters in movement five, begins and ends with an a'' note 

(enhsirmonic spelling of g*) and an a'' major chord respectively. The a'' 

also acts as tonal center. Audrey's music, although not ending on a 

prominent b, does gravitate toweirds that pitch through out her 

section. The pitch b occurs melodically ten times in two phrases. 

William's music climaxes on an 'a', in the penultimate measure, by far 

the highest pitch in his section. Oberon's music, before the 

characters re-enter, ends with a passage that repeatedly emphasizes a 

high d note. 

The first sonata ends with an extended passage of tonal music 

based on Oberon's lush six note chords, 'white note' harmony and the 

rising melodic line (fig. 45). The chords in the first half of this 

example move in a plagal cadence from a minor (with an added 
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seventh and fourth) to e major. Again Henze utilizes e major chords, 

the guitar's natural tonal center. 

Figure 45 
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This movement is organized around the returning, linked motives of 

Oberon and Puck. However this final statement of Oberon's motive 

(fig. 45) is not followed by Puck. Instead, after the characteristic 

short rest, more of Oberon's music is heard (fig. 46). The tension 

associated with Puck's music is no longer present. Remaining Eire a 

series of white note harmonies cind rising perfect fifths expressing 

the calm and resolved mood of Oberon. This resolution occurs in the 

play as well, as the lovers are paired with their proper partners and as 

Oberon resolves his grievcince with Titania and Puck. 
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The last three chords form a fined cadence as the minor ninth 

dissoncinces (g*-g, e-f) in the first two chords resolve leaving a root 

position e major chord that retains the f natural, but buries it in the 

middle of the guitar's range. Oberon is "pacified and reconciled" yet 

the final chord hints at an illusion "as though Nature had been 

subjected to Man." 
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EPILOGUE 

Henze's intricate musical portraits provide what David Tanenbaum 

calls the "closest thing we will ever have to a full blown opera for solo 

guitar." Henze reveals the essentially dramatic nature of Royal Winter 

Music when he says The dramatis personae of the piece enter 

through the sound of the guitar as if it were a curtain. Through 

masks, voices gind gestures, they speak to us of great passion, of 

tenderness, sadness and comedy: strange events in people's lives." 

Henze is a Romantic composer in terms of musical gesture, a Classical 

composer regarding formal procedure and a Contemporary composer 

in his use of pitch and harmony. The diverse compositional style of 

Royal Winter Music chcdlenges and expands the technical and musical 

capabilities of the guitar. Clearly, Henze understands the nature of 

the instrument when he says "The guitar is a 'knowing' or 

'knowledgeable' instrument, with many limitations but also many 

unexplored spaces and depths within these limits. It possesses a 

richness of sound capable of embracing everything one might find in a 

gigantic contemporeiry orchestra; but one has to start from silence in 

order to notice this: one has to pause, and completely exclude noise." 

The Royal Winter Music cycle the longest and certainly one of the 

most profound pieces written for the guitar this century. 
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Appendix 1 

Glow Now is the winter of our discontent FT 
Made glorious summer by this son of York; 
And all the clouds that low'r'd upon our house 
In the deep boson of the ocean buried. 
Now are our brows bound with victorious wreaths, 5 
Our bruised arms hiing up for monuments. 
Our stem alarums chang'd to merry meetings, 
Our dreadful marches to delightful measures. 
Grim-visag'd Wcir hath smooth'd his wrinkled front: 
And now, in stead of mounting barbed steeds 
To fright the souls of fearful adversaries, 
He capers nimbly in a lady's chamber 
To the lascivious pleasing of a lute. 

But I, that am not shap'd for sportive tricks. 
Nor made to court an amorous looking-glass; 
I, that am rudely stamp'd, and want love's majesty 
To strut before a Wcinton ambling nymph; 
I, that am curtail'd of this fair proportion. 
Cheated of feature by dissembling nature, 
Deform'd, unfinish'd, sent before my time 20 
Into this breathing world, scarce half made up. 
And that so lamely and unfashionable 
That dogs bark at me as I halt by them 
Why, I, in this weeik piping time of peace. 
Have no delight to pass away the time, 
Unless to see my shadow in the sun 
And descant on my own deformity. 
And therefore, since I cannot prove a lover 
To entertain these fair and well-spoken days, 
I am determined to prove a villain 
And hate the idle pleasures of these days. 
Plots I have laid, inductions dangerous. 
By drunken prophecies, libels, and dreams. 
To set my brother Clarence and the King 
In deadly hate the one against the other; 
And if King Edward be as true and just 
As I am subtle, false, £ind treacherous. 
This day should Clarence closely be mew'd up 
About a prophecy, which says that G 
Of Edward's heirs the murtherer shall be. 40 
Dive, thoughts, down to my soul, here Clarence Re-cap 
comes! 
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Appendix 2 

Repetition of musical materi£il in Richard III 

varied measure type of vgiriance original measure 

m.65-67 exact repetition m.4-6 

m.68 small rhythmic alteration m.8 

m.69 arpeggiated / expanded m. 10, 

m.32 arpeggiated m.70 

m.92-93, transposed down P4 m.5-6 

m.932.3 transposed down P4 m. 10 

m.94 transposed down M2 m.58 

m.98i extended m.332 

m. 983.4 extended m.Slj 

m.lOl extended m.Slg 

m. 1032 re-ordered m.55. 2-m.56i 

m.l032-104i transposed down TT/expanded m.57 

m. 1042 rhythmic alteration m.4 

m.105-106 exact repetition m.5-6 

m.l07 extended m.8i 

m. 108 arpeggiated/rhythmic alt. m. 14-15 

m.l09-llli  transposed down M3/extended m. 10 

mlll2-114 exact repetition/extended m.69-71 
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ml 15 exact repetition m.l 1 

mll6-117 extended m. 12 

m.ll9-122i rhythmic alteration/expainded m.32-33 

m.l226 rhythmic alteration m.3l2 

ml23-133 rhjrthmic alteration m. 12 

ml352-140 exact repetition m.552-60 

m.l41 exact repetition m.772 

m. 142 exact repetition m.74. 

m.143-159 extended/re-ordered/rhythmic m.9 
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