
IHh OF RICHARD STRAUSS OP. 10 TO OP. 5 6

Marianne. Becker

A Dissertation submitted to the Faculty of Arts 
University of the Witwatersrand, Johannesburg 
for the Degree of Master of Music

Johannesburg 1979



11

ABSTRACT

This study is concerned with an analysis of tne songs of Richard 
Strauss, op,10 to op.56. The years during which these compositions 
were created (1882-1906) not only demonstrate clearly Strauss's 
individual development as a composer, but also represent a time of 
great change in music history generally, since they bridge the 
T.ate-Romantic and Twentieth-Century styles. Strauss stands as a 
central figure amidst all these developments and his music 
consequently reflects the spirit of those times. As a result, 
certjain issues had to be investigated before the songs could be 
analysed. The most important of these are:
i Whether his music can be regarded as tonal or not;
ii How far the ideal of Musik als Ausdruck influenced his compositions. 
The analyses of the songs were used to verify the findings that:
i His works are generally not structured according to tonal principles 

(if tonality is defined as existing because of a hierarchical 
structuring of tonal materials around a central tonic) despite their 
consonant nature;

ii Musik als Ausdruck was the single most important element in his 
musical philosophy and all else was subjugated to this ideal.
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INTRODUCTION

Richard Strauss's songs have long been the subject of dispute amongst
music scholars, there being wide differences of opinion regarding their
value and importance. In more than one lengthy work on the German Lied
Strauss's contributions are either only mentioned cursorily or
completely ignored. Ernest Newman (of whom Max Graf has said, "some of
hiî  finest analysis has been bestowed on Richard Strauss"^) wrote that
"a!careful study of [the songs) gives one the impression that he is
not a born song-writor ... Nowhere ... does he show to such poor

2advantage on the whole as here." Otto Erhardt, again, acknowledges3
him only as a "Gelegenheitskomponist" in this sphere of his work, 
while the other extreme is voiced by G. R. Marek x/no stated 
enthusiastically Chat Strauss "will remain immortal because he wrote 
songs such as 'Morgen', 'Tramn durch die Brmmerung', and 'Standchen'

There can, however, be nc doubt that a study of the songs provides 
at least an illuminating insight into the evolution and the growth to 
maturity of Strauss's style of composition. The most obvious reason for 
this is that the songs were composed throughout his life, with only 
one break from 1906 to 1918. They are thus a continuous source of 
information regarding the composer's development,.

Closely related to this is the fact that the style of composition 
in Strauss's songs does not differ from that of his other works.
Several writers have commented, but net elaborated, ok t" is point.
EiTnSt Krause stated that "Strauss's song style can provide no 
turpiiaes if it is considered in conjunction with ... his personal 
style In general. Everything that he later undertook in the large- 
scale fems of the musical stage he tried out in his early songs with 
piano,Artbur Jacobs also relates the songs to 2rrauss's other works 
when he asserts that the songs "are not part of a special song style;

M̂. Graf, Composer and Critic, p.293.
2E. Newman, Richard Strauss, pp.89-90.
3
0. Erhardt, Richard Ftrauss, p.173.
Ĝ. R. Marek, Richard Strauss: The Life of a Non-Hero, p.137.
5 . 'E. Krause, Richard Strauss: The Man and his Work, p.267.
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they are relaced to Strauss's more distinguished fields of activity, 
the symphonic poem and the opera.Willi Schuh, too, touches on this 
subject: "Im Lied hat Strauss auch viele seiner harmonischen Funde, 
das lipannungsvolle Kit- und Gegeneinander von Deklamations- und 
BegleitrhyChmus, von Vokallinie und Akkordstiitze erprbbt. Viele.Lieder 
und besonders di Orchestergesange konnen als Vorstudien zur Oper 
gelten.

To discover that the songs are closely related to Strauss's other
works comes as no surprise. His most personal medium of expression if
embodied in the combination of words and music, and his concern with
the. problems which manifest themselves in this medium was later to fom
th& central theme of his opera Capriccio. He regarded himself essential\#
as! a composer of operad, a dramatist; and even his symphonic poems have

8been termed "dramas without words". Each song is conceived as a type
of "opera-in-miniature", and almost always displays a full realization
of the dramatic possibilities inherent in the poem concerned. One
thinks almost involuntarily of one of tha Jugendlieder, Per weisse
Hiizch o.0p.AV.6, the sketches of which indicate the possibility of
dividing che melodic line between three singers to represent three
huntsmen. In a later song. Fur funfzehn Pfennige, op.36 no.2, two
characters are indicated. This attraction for the dramatic never left
Strauss. On the contrary, it was to become one of the outstanding
features of all his ruasic. Huneker describes the songs, for example,
as being "the epitome of his peculiar dramatic faculty fo7 clothing in
tone, or rather emptying in.o music, the meaning of the poet."®
Romain Holland described tt is same characteristic as follows;

Richard Strauss is at the same time a poet and a musician.
These two natures coexist in him, and sach tends to dominate 
the other. The equilibrium is often upset; but when his 
will-power succeeds in keeping it, the union of thepc two 
forces both aimed at the. same objective produces effects of 
an intensity which has not been known since Wagner. Both 
have their origin in heroic thought, which I consider to be 
even snore rare than poetic or musical talent. There are other 
great musicians in Eu-'ope; but this one is, in addition, the 
creator of heroes.

Where there are heroes, there is drama. With Strauss

Â. Jacobs, A Short History of Western Music, pp.262-263.
Ŵ. Schuh, ’Lied', in F. Blume (ed.), Die Musik in Geschichte und 

Gegenwart, vol.8, col.771.
Huneker, Overtones: A Book of Temperaments, p.57. Marek expresses 

similar sentiments in Richard Strauss, p.137.
qHuneker, Overtones, p.11.
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there is drama everywhere, even in those of his works which 
seem, the least lik^y to contain it: in certain of his Lieder, 
in his pure music.

Kurt Gudewill also acknowledges the dramatic force of the songs:
"Charakteristisch sind fur ihn die zahlreichen, nicht eigentlich
liedhaften Gesange, die eher als Opernmonologe anzusehen sind."^
In fact when a chronological table of the works is compiled, it
becomes clear that the songs could easily be regarded as being
specifically a preparation for the operas. It is significant that the
only periods during which Strauss did not compose songs'occurred when
he was working on an opera, (See Appendix for a chronological list of
the works.) Norman Del Mar has cited several cases of apparent 
,1 12influence of the songs on the operas. In all cases, however, the 
time-span is so great (at times thirty or more years) that the 
validity of calling the use of similar-sounding passages and techniques 
an "influence" of the earlier work can be questioned. In examining 
Strauss's works, one is forced to draw the conclusion that his 
developing style manifested itself in all his works at more or less the 
saud time.

In Strauss's outpu*- a period suitable for determining the growth
and maturing of his style could hardly be easier to delineate. The
period from 1882 to 1905 was an extremely prolific one for Strauss. The
year which ushered in his mature compositions is generally recognized
as being 1882, and tue period forming the basis for the present study
contains many of his most important works. They include the symphonic
poems Aus Italian, Don Juan, Tod und Verklarung, Till Eulenspiegel
and Also sprach Zarathustra, more than 100 songs, the two early operas
Guntram and Feuersnot, and the first of the mature operas, Salome.
These works established Strauss as the leading composer of that time.
In them he had refined his musical language to such an extent that
in Salome he was eventually freed from the overwhelming influence of
Wagner. Erhardt explains this emancipation as follows:

Die cigentliche Emanzipierung vollzieht sich mit 'Salome'.
Hier oefreit sich Strauss vollig von Wagner und iiberwindet 
die Romantik. Aus der Vertonung eines bedeutenden, auf sich

^R. Strauss and R. Rolland, Correspondence, p.178.
1 1 .K. Gudewill, 'Richard Strauss', in Blume, Die Musik in Geschichte, 

vol.12, col.1495.
1 2 .In Richard Strauss: A Critical Commentary on his Life and Works, 

vol.3, See especially pp.266, 273, 274, 301-302 and 307.



selbst beruhenden Schauspiels lasst er etwas neues, noch n̂ .ghc 
Exisfierendes hervorgehen: das mcderne rausikalische Drama.

Within this period falls the composition of the songs of op.10 to 
op.56. They will be used to discuss Strauss's growth as a composer, in 
particular with regard to the development of his harmonic technique.

There are few musical forms in which the various parameters have as 
close an interrelationship as in the art song. Stein terms it 
"potentially ... a miniature Gesamtkunstwerk".^  The parameters which 
are included in the analyses undertaken in this dissertation have 
been limited to harmony and melody. To the latter is linked the 
influence of the text, which can naturally not be disregarded in any 
sopg. In this study, the quality of the poetry warrants no discussion. 
Moj'e important is the content of the poem, since it provides the basis 
for the creation of the song. The limitations have been imposed 
because the other aspects would either require an independent study 
(e.g. rhythm, orchestration, piano accompaniments) or are of lesser 
interest (e.g. form, since the majority of the songs are through- 
composed). Furthermore, Strauss's interest as a composer lies chiefly 
in his harmonic usage. This aspect of his work will therefore receive 
the most attention.

The works are identified throughout according to E. H. Mueller von
15Asow's Thematisches Verzeichnis since this is the only comprehensive 

catalogue available. In this catalogue, Asow retained the opus numbers 
of the various works as they were numbered by Strauss. Those works 
without opus numbers were catalogued chronologically in the series
o.Op.AV.1 - o.Op.AV,15u, A chronological list of the works 
incorporating the Asow numbering with that of Strauss is to be found 
in the Appendix.

13 .Erhardt, Richard Strauss, p.190.
^J. M. Stein, Poem and Music in the German Lied from Gluck to Hugo 

Wolf, p.1.
^E. H. Mueller von Asow, Richard Strauss: Thematisches Verzeichnis. 

Vol.3 hrsg. von Alfons Ott und Franz Trenner.
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CHAPTER 1

BACKGROUND TO THE SONGS

•1,1 The early songs ('Jugendlieder')
Of the seventy-four works that Strauss had composed t>y the time that his 
Festmarsch in El? , op.1, was published in 1881, twenty-six^ were songs 
for voice with piano accompaniment. Two further compositions were for 
Voice and orchestra: Arie der Almaide, o.Op.AV.44, and the song Per 
Spielmann und sein Kind, o.Op.AV.46. A concert aria was by no means a 
novel idea; however, a song conceived as having orchestral accompaniment 
was a rarity in 1878. Strauss was thus from the start drawn towards a 
voice - orchestra combination and his subsequent composition of operas 
was the inevitable outcome of this attraction.

Concerning the poetry, Strauss immediately proved to be attracted to 
the Romantic poets: Uhland, Von Fallersleben, Korner, Kerner, Geibel,
Von Lenau and Chamisso all make their appearance. Ei too does the 
Classicist Goethe, for whom Strauss was to maintain a life-long 
admiration.
There is V.ttle that is remarkable about the poe'.at1 themselves. The 

general strongly Romantic mood is epitomized by poems such as Uhland's 
Einkehr (which Strauss was to set a second time as op.47 no.4), Korner's 
Spielmann und Zither, Von Fallerslfiben's Abend- und Morgenrot and 
Geibel's Itn Walde. During this time Germany was experiencing an upsurge 
of nationalistic feeling in which the young Strauss joined. His settings 
of Husarenlied and Soldatenlied - both by Von Fallersleben, who also 
wrote the words for t"he German National Anthem - are, however, unsurpassed 
for dullness of treatment in Strauss'a entire oeuvre and appear rather 
as gestures to be expected from a promising young composer than as 
expressions of faith. The choice of poetry forms a strong contrast to 
his later wistful setting: "Das Volk traumt von Siegen, ich traume von

^This figure is debatable. Only twenty-one have been published in the 
Fiirstner-Boosey & Hawkes Complete Edition of the songs, while Max 
Steinitzer catalogued forty-two. Of these, fourteen appear to have 
been lost. See also comments in Del Mar, Richard Strauss, vol.3, 
pp.248-249.
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Ruh" (Per Stern, op,69 no.1).
While occasional signs of the composer-to-be do appear, the Jugendlieder

are not of outstanding importance. They clearly show his indebtedness to
his "tutors", Mozart, Schubert and Mendelssohn, as even a cursory glance
proves. A detailed discussica covering all the salient features of these

2songs may be found in Del Mar's authoritative, work on Strauss.

1.2 The mature songs-, op. 10 to op.56
1.2.1 The poets

That Strauss was a child of his age, "fundamentally a man of this world 
... the standard bearer of his day" is borne out in the choice of the 
poets whose works he set. In all, thirty-seven poets are represented 
in his 171 mature songs. While only a number of the poets were his 
contemporaries, all the poems reflect the fin de siecle Romantic spirit.
In the songs, fourteen poets are represented by only one poem each.

Into this category fall men such as Joseph von Eichendorff, who could 
hardly be more surely immortalized than by Strauss's setting of Im 
Abendrot, o.Op.AV.150; Christian Morgenstern, who in a letter to 
Strauss in 1695 wrote, "Dass meine Gedichte im al.lgemein nicht 
komponierbar sind, dachte ich von vornherein"^ (Leise Lieder, op.41 
no.5, was only composed in 1899); and lesser known poets such as 
Gustav Falke (Meinem Kindo, op.37 no.3), Anton Lindner (Hochzeitlich 
Lied, op.37 no.6) and G. A. Burger (Muttertandelei, op.43 no.2).
Emanuel von Eodmann, Friedrich Gottlieb Klopstock, Nicolaus Lenau 

and Pedro Calderon de la Barca each contributed two poems.
Two of Strauss's coi.Lemporarios (indicated by an asterisk) may be 

counted amongst the following. Bierbaum*, Busse, Von Arnim and 
Holderlin each contributed three poems; Hesse, Mackay*, Von Liliencron 
and Hafis, four; Ruckert and Uliland are each set five times; Heinrich 
Heine and Clemens Brentano, six times; Hermann von Gilm eight times;
Goethe and Felix Dahn nine times.
His favourite poets, however, were his contemporaries A, F. von 

Schack (his twelve poems comprise opp.17 and 19), Richard Dehmel 
(eleven poems) and Karl Henckell (ten poems). The works of the last 
two poets are spread from op.27 to op.56, that is from 1893/94 to 1906.
2 ‘ ! — -
In his Richard Strauss, vol.3.

3Krause, Richard btrauss, p.39.
F̂.’ Grasberger, Per Strom der Tone trug mich fort: Die Welt urn Richard 

Strauss in Briefen, p.92.
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Scrauss was thus much attracted by th works of the early German 
Romantic poets such as Holderlin anf! Brentano, but his attention was 
held chiefly by his contemporaries.

1.2.2 Organization of the songs 
Apart from the Jugendlieder and a few other loose songs such as 
Gas Bachlein (o.Op.AV.118) and Wir beiden wolien sprlngen (o.Op.AV.90), 
all Strauss's songs are arranged in sets. A feature of these sets is 
that only one, Kramerspiegel, op.66, was actually conceived as a song 
cycle by Strauss.
Although this cycle falls outside the period under investigation 

since it was written in 1918, its uniqueness in Strauss's output 
demands that, its cieation be explained.

In 1918 the publi::Mng firm Bote and Bock instigated a court action 
against Strauss to 1t fee him to honour a contract in which he had 
agreed that they publish his next collection of songs. The firm's 
application was upheld in court, and Strauss, in what he later termed 
a "harmlosen Kunstlerscherz""’, composed this satirical song cycle to 
fulfil the contract. The poems were written by Alfred Kerr, the 
literary critic of the Berliner Tageblatt.
Kramerspiegel was thus intended to fulfil a specific function for a 

specific occasion,and it is not surprising that it has become dated 
and ia seldom performed. In general, however, "most of his songs were 
born as an offspring of the mood of the moment, often while he was 
engaged upon the composition of large-scale works'1.̂  This impetuosity 
in the creation of the songs to some extent explains why the songs 
appear to be so haphazardly compiled.
Only three sets - opp.21, 22 and 71 - are actually supplied with 

titles (Sehllchta Weisen, Madchenblumen and Gesange des Orients 
respectively). The other sets are described according to the number 
of songs which they contain, for example "Op.48: Fiinf Lieder nach 
Gedichten von Otto Tulius Bierbaum und Karl Henckell".
Other facts indicate that Strauss also never envisaged the sets to 

be sung as cycles. The four songs comprising op.33, for example, are

^Grasberger. Per Strom der Tone, p.336.
^Krause, Richard Strauss, p.264.
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written for soprano or tenor (no.1)s soprano (no.2), baritone or mezzo- 
soprano (no.3), and baritone (no.4), thus making it impossible for a 
single person to sing the group in its original form.
Strauss’s song recitals with his wife also substantiate this point. 

They for instance often performed Muttertandelei (op.43 no.2), Meinem 
Kinde (op.37 no.3) and Wiegenlied (op.41 no.1) as a group called 
"Songs of a Mother".'7
The lack of a spontaneously composed song cycle is certainly puzzling 

when one considers that Strauss had no difficulty in sustaining interest 
in lengthier works. One can only surmise that he either did not find a 
set of poems which he considered suitable for such a form, or that he 
regarded the song essentially as a miniature lyric form complete in 
itself.
It has already been mentioned that Strauss was strongly attracted to 

the Romantic poets and this, too, can be regarded as a deterring factor 
in the composition of a song cycle. Most of the songs are related in 
theme or mood because tne poems themselves are Romantic Stimmungslieder. 
Of -necessity a number of these poems grouped together in a single set 
would create a uniform mood, so that there would have been no need for 
Strauss consciously to strive towards the unifying principles 
underlying the song cycle. His chosen poems were almost too similar 
for contrast (to mention only one factor which is usual in a song 
cycle) to be attained
In the earlier sets one finds that the poems are mostly by a single 

poet, while the later cats are more froely mixed as regards both poets 
and content. Henekell's Ruhe, meine Seele!, Hart's Cacilie and Mackay's 
Morgen1 and Heimliche Aufforderung are for example arranged as op.27.
The free manner in which Strauss grouped the songs together is
demonstrated by listing the sets to be studied according to whether
they contain works by one, or more than one, poet. Such a list follows.
Sets based on a single poet's works
Op.10; Eight noems from Letzte Blatter by Gilm
Op.17: Six lieder by A. F. von Schack
Op.19: Six Lieder from Locosblatter by A. F. von Schack
Op.21: Schlichte Weisen; five poems by F. Dahn

^Del Mar, Richard Strauss, vol.3, p.318.
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Op, : Madchenb lumen; four poems by F. Dahn
Opi26: Two songs based on poems by N. Lenau 
Op.29: Three songs based on poems by 0. J, Bierbaum
Op.46: Five poems by F. Ruckerb
Op. 47: Five poems by L. Uhland

Mixed sets
Op. 15 no. 1: Michelangelo

no. 2-5: A. F. von Schack
Op. 27 no. 1: K. Henckell

no. 2: J. Hart

1 no.3-4: Mackay
0p|31 no, 1-3: Busse

,4: Behmel
Op. 32 no. 1, 3, 4: Henckell

no. 2: Von Liliencron
no. 5: from Des Kraben Wunderhorn

Op. 33 no, 1: Mackay
no. 2: Von Bodmann
no. 3: attributed to Schiller
no.4: Goethe

Op.36 no. 1: Klopstock
no. 2, 3: from Des Knaben Wunderhorn
no,4: Ruckert

Op. 37 no. 1, 2: Von Liliencron
no. 3: Falke
no. 4: Dehmel
no.5: Von Bodmann
no. 6: Lindner

Op. 39 no. 1, 3-5: Dehmel
no. 2: Bierbaum

Op. 41 no.1. 3: Dehmel
no. 2: Mackay
no. 4: Von Liliencron
no.5: Morgenstern

Op. 43 no.1: Klopstock
no,2: Burger
no. 3: Uhland
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Op. 44 no.1: Dehmel
no.2: Riickert

Op. 48 no.1: Bierbaum
no.2-5: Henckell

Op. 49 no.1. 3: Dehmel
no. 2: Remer
no. 4: Henckell
no.5: Panizza
no. 6: from Des Knaben Wunderhorn
no. 7, 8: from Elsassische Volkslieder

Op.51 no.1: Ohland

I no. 2: Heine
Op 156 no.1: Goethe

no. 2: Henckell
no. 3: Meyer
no.4, 5, 6: Heine

1,2.3 Orchestration of the songs 
As has boon mentioned, Strauss was attracted to th= combination of 
voice and orchestra from the very beginning. It is therefore not 
surprising that he orcnestrated the piano accompaniments of several 
of his songs, and exploited the genre still further by composing a 
number of songs specifically for this combination. Songs; composed 
originally with orcht°tral accompaniment's were termed Orchestergesange 
to distinguish them from the orchestrated versions of the songs with 
piano accompaniments.
The Orchestergesange are contained in opp.33 (four songs), 44 (two 

songs), 51 (two songs) and the two groups which fall outside this s<"udy, 
op.71 (three songs) and the Vier latzte Lieder.
The orchestrated versions of the songs were made during the years 

specified in the following chronological list.
1897: op.27 no. 2, Cacilie

op. 27 no. 4, Morgen!
op.32 no. 3, Liebeshymnus
op, 36 no„ 1, Das Rosenband
op.37 no. 3, Meinem Kinde

1X)0: op.41 no.1, Wiegenlied
op.43 no. 2, Muttertandeiei



1906: op = 56 no. 6, Die heiligen drei Konige aus Morgenland
1918: op. 47 no. 2, Des Dichters Abendgang

op. 48 no. 1, Freundliche Vision
op .48 no. 4, Winterweihe
op. 48 no. 5, Winterliebe
op. 49 no. 1, Waldseligkeit

1933: op .37 no. 4, Mein Auge
op. 39 no. 4, Befreit
op.56 no. 5, Friihlingsfeier
op. 68 no. 6, Lied der Frauen

1940: op. 10 no. 1, Zueignung
op.68 no. 1, An die Nacht
op. 68 no. 2, Ich wollt' ein Strausslein binden
op. 68 no. 3, Sausle, liebe Myrthe
op. 68 no. 4, Als mir dein Lied erklang
op. 68 no. 5, Amor

1941: op.39 no. 3, Der Arbeitsmann
1943: op. 37 no. 2, Ich liebe dich
1948: op. 27 no. 1, Ruhe, meine Seele!

Stravys was one of a number of composers, notably Mahler, Reger and 
Pfitzner, who at the turn of the century focussed their attention on 
the song with orchestral accompaniment. This genre has an interesting 
history which two studies have attempted to trace. It is virtually 
impossible to agree with the superficial reasons propounded by Kravitt 
for Strauss's composition of this type of work when he writes: 
"Apparently, the symphony concert hall for Strauss had proved an ideal 
place to draw his public's attention t.ot only to Pauline [his wife] 
but also to his own neglected Lieder,"^ Not only were the orchestrated 
songs some of Strauss's most popular ones, but the majority were 
orchestrated long after his wife had retired from public singing.
Danuser, however, points out that "der Hiedergang der Konzertarie 

als Komposition,sgatt"ng im Verlauf der erste Jahrzehnte des 19. 
Jahrhunderts ... zeitlich ungefahr mit dem Beginn der Klavierlied=

^Danuser, H. 'Der Orchestergesang des Fin de siecle; eine historische
und astetische Skizze', in Die Musikforschung, vol.30 no.4,1977 

Kravitt, E. F. 'Thfe Orchestral Lied: An Inquiry into its Style and
Unexpected Flowering around 1900', in The Music Review, vol.37 
no.3, 1976.

^Kravitt, The Orchestral Lied, p.212.
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orchestrationen durch Berlioz in den dreissiger Jahren zus&mmenfiel, 
He traces the history of the orchestral song from this point, and 
concludes by stating that, although the Late Romantics by their own 
admission needed means larger than the piano to reflect the greatness 
of their ideas, "der Orchestergesang darf nicht zuletzt darum als 
representative Gattung das musikalischen Pin de siecle, gelten, well 
er die intendierte und in den hasten Werken realisierte Dialektik 
von Monumentalitat, von ausserer Grosse und innere Nuancierung auf

* i |besonders greifbare Weise austragt." Danuser further maintains that 
Strauss created "Modelle fur den hymnischen bzw. den dramatischen 
Typus des Orchastergesangs" in his Hymnus, op.33 no.3, Notturno, 
op.44 no.1, and Nachtlicher Gang, op.44 no.2.
The polemic surrounding the Orchestergesang as a genre is, however, 

a peripheral issue in the study of Strauss's songs. These Gesange 
are therefore analysed as are the other songs. Orchestration is not 
considered, since this would then involve evaluating the piano 
accompaniments of the remaining songs: a matter which requires an 
independent study of an aesthetic nature,

^Danuser, Der Orchestergesang, p.432.
11 Ibid., p.431. 
l2Ibid,, p.448.
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CHAPTER 2

'BACKGROUND TO THE ANALYSES

When making an analysis of any of Strauss' works, one of the most 
important aspects to be considered is that of the harmonic techniques 
involved. Such an analysis immediately challenges the entire approach 
to harmoi.ic analysis, mainly because one is dealing with works which 
form a transition between Romanticism and the application of twentieth- 
century techniques, in particular the use of atonality. The approach to 
the analyses must perforce be pragmatic, and the aspects which must be 
isolated are, firstly, to what extent the works may be regarded as tonal 
and secondly, what constitutes the aesthetic ideal behind the process of 
composition. These two questions are closely related and both require 
clarification before one can proceed to any actual analysis.

2.i The problem of tonality 
The problem of tonality, and more specifically that of maintaining the 
dominating influence of a fundamental tone in a piece of music, is not 
one which arose in Late-Romantic music. Its history goes back as far 
as the beginning of the eighteenth century, when Rameau discussed the 
concept of modulation. He was well aware that, if modulation were to 
be employed freely, it would result in the clouding of the original 
tonic. To enable this tonic to be easily distinguishable, he made a
number of recommendations, which were summarised by E. C. Verba as
follows:^

1. [The tonicj should be maintained for four or more measures 
at the beginning of a piece, and should return repeatedly 
during the course of a piece.

2. Repetition of other keys should be avoided as much as 
possible.

3. The movement away from the principal tonic and back should 
be so gradual, so imperceptible, that one is barely aware 
that the original tonic has been left.

4. When the final return occurs, the tonic should be reinforced
by maintaining it for several measures.

YE. C. Verba, 'Rameau's Views on Modulation and their Background
in French Theory', in Journal of the American Musicological 
Society, vol.31 no.3, 1978, p.478.



Verba continues by stating that""
Through all ol the above recommendations for the special
treatment of the original tonic, Rameau shows a clear 
recognition of its supremacy in a composition. While each 
new key has a function within its domain which is totally 
analogous to the original tonic, the latter has as its ultimate
domain the piece as a whole ... this supremacy becomes 
increasingly apparent as the piece unfolds, through repeated 
returns to the original tonic and a constant orientation of all 
other keys to that tonic. It is fully confirmed at the end of 
a piece when all the preceding events are shown to have been
directed towards that tonic as a final goal.

Rameau’s views have directly influenced writings on music theory for
the last two centuries. The interesting question which arises is why
itjshould have been necessary at all to demand the supremacy of a
single tonic in a piece of music and how much of this insistence was
note simply because of formalistic rather than aural or "natural"
considerations. These points, however, demand an independent study
rather than cursory treatment here. For the moment it is of importance
only to note that the foundation had been laid for the acknowledgement
of tonal1'ty as the all-important, directing force in musical structures.
All writers on music theory since Fetis have attempted to define

this elusive phenomenon. Some have tried to define tonality according
to a physical basis determined from the overtone series. Among such
theorists are Rameau, Riemann, Yasser and Hindemith. Others have
based their definitions solely on the aural experience of music.
Generally, two views have prevailed, regardless of whether the theorist
accepts a physical basis for tonality or not:
- either that tonality is a universal phenomenon;
- or that the term may be applied only to music based on the major- 
minor system.

Apel supports the first point of view by defining tonality as "Loyalty 
to a tonic, in the broadest sense of the word".^ This view is upheld 
by W. E. Thomson who applies the term equally to primitive music, 
plainchant and most conventionally notated music. Ha defines tonality 
as "that quality of the musical perception which finds its origin in 
the organization of a tonal complex about a central point of emphasis."

2 ' : "Verba, Rameau's Views on Modulation, p.479,
Apel, ’Tonality’, in Harvard Dictionary of Music. 2nd edition.

Ŵ. E. Thomson, A Clarification of the Tonality Concept, p.205.
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Schoenberg, while refuting the idea of the universal existence of 
touslity, defined the phenomenon broadly as "a formal possibility that 
emerges from the nature of the tonal material, a possibility of 
attaining a certain completeness or closure (Geschlossenheit) by means 
of a certain uniformity. To realize, this possibility it is necessary 
to usu in the course of a piece only those sounds (Klange) and 
successions of sounds, and t\ese only in a suitable arrangement, whose 
relations to the fundamental tone of the key, to the tonic of the 
piece, can be grasped without difficulty."^
John Vincent has attempted to reconcile the prevailing two points of 

view by distinguishing between tonality as manifested in plaiachant, 
Renaissance polyphony, the major-minor system, and its extension, 
harmonic modal tonality.^ He defines the general manifestation of 
tonality as "that principle by which a mental grasp of the musical 
texture is maintained "through melodic and/or harmonic conventions 
relating all component tones to one of their number which is thus the. 
tonal center and ordinarily the final■ The conventions may or may not 
have physical bases. Harmonic modal tonality is to him an extension 
and adaptation of the procedures found in major-minor tonality, which 
he defines as

a system by which a mental grasp of the musical texture is 
maintained through a very circumscribed and highly characteristic 
harmonic (vertical) means of relating all melodic and harmonic 
elements to the tonic or its triad. Among the differentiae are:
a) Gadential conventions:

(1) V-I and IV-V-X are the normal formulae.
(2) The major third of the V normally progresses up to the 

tonic .,.
(3) The seventh of the V lias a normal resolution downwards 

to the third of the tonic.
(4) The arresting 1^ is normally used before the V in the 

cadence.
b) Restricted are the progressions II-I, V-IV, VI-V, and any 

extended employment c£ the secondary triads II, III, VI, 
and VII0.

c) The chromatic conventions require that each chromatic note 
or chromatic chord 1 lean on' and resolve to a note or triad 
occurring normally within the scale. (This includes secondary 
V' chords which resolve to the triad whose root is a fifth

"’a . Schoenberg, Theory of Harmony, p.27.
*\t. Vincent, The Diatonic Modes in Modern Music. Revised edition. 
7Ibid., p.22.
8Ibid., p.23.
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below the root of the secondary dominant, [)]
d) Modulation, an important Major-minor vesource, is the

shifting to another key typically through the introduction 
of the V? of the new key.

The use of harmonic modal tonality specifically includes those
progressions restricted under (b) above, but, apart from this obvious
extension, its characteristics are largely the same as those of major-
minor tonality.
A writer who has limited the definition of tonality more severely,

is Jim Samoon. He defines ;he principle of tonality aŝ '
the requirement that all the events in a musical group 
(normally a complete work) should be co-ordinated by, and

j experienced in relation to, a central point of reference. ...
| In its most fully realized form classical tonality may be
I distinguished by its use of two modes only, each of them

transposable to any pitch level, and by its total clarification 
of the relationships existing between pitches grouped around 
a single tonic, relationships which are only partially 
clarified in modal music and in most twentieth-century tonal 
languages. The central harmonic unit of classical tonality is 
the major triad, its fundamental tonal-harmonic progression 
T.-V-I. However widely ranging the harmonic movement within 
this fundamental progression, it takes place against a 
background of hi ararchical relationships between di atonic 
triads grouped around a tonic triad and between vjcondary 
tonal regions grouped around a central tonality. ... In most 
tonal compositions the gravitational leaning of harmonies 
towards their tonic is further supported by strongly 
directional, tonally focussed melodic and bass .notions. There 
is, moreover, a close relationship between harmonic and 
rhythmic organization and between tonal and phrase structures, 
the latter expressed I'hrough the cadcnce.

No matter how widely ranging these various defintiuns appear to be,
they fundamentally remain the same by emphasizing one basic truth:
that for tonality to be present in a musical tomposiuion, the musical
materials must be structured hierarchically. It therefore follows that
where a clearly discernible hierarchical structure is not present, the
music is not structured according to tonal principles. Narmour has
pointed out that most music theories concentrate on determining
defining attributes and avoid the matter of criterial attributes; that
the importance of falsiflability in constructing theories (as expounded
amongst others by the philosopher Karl Popper) is not included in
standard defintions.^ Nowhere is this lack c.*, noticeable as in these

g
J. Samson, Music in Transition, pp.2-3. 
^E. Narmour, Beyond Sehenkerism.
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attempts to define tonality. The only writer Who iv made any attempt 
to determine under what conditions tonality may be said to be weakened
or negated, is Hindemith. He described these conditions as ncing
detrimental to "smooth chord-progressions", thereby avoiding the 
acknowledgement of a situation in which tonality is no longer the 
governing factor. The conditions which he lists are:
1. The absence over a long pariod of the strong-relationship intervals 

of the fourth and fifth.
2. The melodic use of the interval of the tritone.
3. The use of broken chords of any recognized species except major and

minor,
4.|Chromatic progressions - that is, several minor seconds in 

uninterrupted succession, or so little separated that the feeling 
<?f chromaticism persists.

5. Explicitly melodic treatment - that is, serious impairment of the 
clarity and intelligibility of the succession by the presence of 
subordinate tones such as passing tones, anticipations, etc.^ ̂

12Mursell his defined tonality as the "sysytem of tonal expectation" 
and it betome^ clear that Hindemith bases nis factors largely on the 
fact that each tone generates enpect^ions as to where it will lead.
This, of course, presupposes in turn that the listener's judgement 
is based on the expectation of an hierarchical structuring of music; 
in other words, on the expectation of r tonal experience.
Yasser states that "Atonalii-y ... appears to be simply a negation 

of whatever this latter notion [tonality] affirms. Inus, Atonality 
negates any principle of gravitation oi the scale-tones toward some 
uniting 'autocratic' center ... the division of all scale-tones into 
two different groups labeled diatonic and chromatic .., [and] the 
division of all harmonic combinations into consonances and dissonances,"^ 
He adds,

inasmuch as Atonality is regarded as the negation of Tonality 
in the broad sense of the word (not merely as its final phase), 
its inception from the historical point of view must go back to 
the time when music first touched the borderland of (diatonic) 
Tonality, whose heretofore infallible absolutism began to

Hindemith, The Craft of Musical Composition, Book One. 4th edition,,
J. L. Mursell, The Psychology of Music, p.122.,

J. Yasser, A Theory of Evolving Tonality. 1st reprinting, p.122.



18

inspire certain doubts, ... it will be proper to assume the 
beginning of the second half of the nineteenth century as the 
approximative line of demarcation between Tonality and Atonality, 
if they are regarded aŝ jrwo schematic evolutionary stages 
of the dialectic chain.

Hull writes that ''the desire to elude a fixed tonality (key) is at 
least as old as Mozart. The term |atonalit^} was first given to the 
works of Arnold Schonberg."^"*
There is therefore obviously still a lack of clarity not only as to 

what constitutes tonality and atonality, but also regarding the 
application of these two terms. It appeals that the confusion arises 
in Late-Romantic music especially, because of a lack of distinction 
between the sensation of a tonal centre being created due to 
psychological expectation, and the actual application of the structural
principle of tonality as defined most closely by Vincent and Samson.

* • . 16 Chrisman has summarised this problem as follows:
The term "atonality" generally describes music in which 
"traditional" harmonic functions - the tonal associations of 
triadically-structured tonic-dominant harmony and the 
functional implications of diatonic scale-orderings - no longer 
govern pitch relationships. This suggests that in atonal music 
the twelve notes of the chromatic scale are no longer related 
to each other by functional connections as defined by principles 
of traditional tunic-dominant harmony. There exist some musical 
compositions written in the twentieth-century which by this 
definition would be considered atonal, yet which also exhibit 
one major feature of traditional tonal music: the presence 
throughout the music of certain pitches which in context seem 
more important than others and which serve as a type of tone- 
center for the composition as a whole. This type of music lies 
somewhere between the categories of tonality and atonality, 
displaying some aspects of-both classifications yet excluding 
particular characteristics of each.

Although Chrisman is here referring more directly to the techniques 
used by composers such as Bartok for tonicization, much of Strauss's 
music also falls into a category between tonality and atonality. The 
reasons for this will become more apparent as the study proceeds. For 
the present, the futility of an harmonic analysis based on traditional 
harmonic functions and employing traditional procedures is easily 
demonstrated by analysing a work which generates a tonal "feeling", ,
A short, typical example from Strauss's oeuvre, is the opening bars of 
Ruhe, meine Seelei, op,27 no.1, composed in 1893.

Yasser, A Theory of Evolving Tonality, footnote, p.332.
15A. E. Hull (ed.), 'Atonality', in A Dictionary of.Modern Music and 

Musicians'.
^R. A. Chrisman, A Theory of Axis-Tonality for Twentieth-Century 

Music, p.1.



19

Ruhe, meine Seelei, bars 1-14 
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Various analyses are possible. All are unsatisfactory, for either of two 
reasons:

If the chords are regarded as all belonging to one "extended" tonality, 
a number of objections may be raised. Chief of these is that the tonic 
chords to which the chords are to be related is not heard until bar 14 
or else does not appear at all; the chords are all chromatically 
altered and will in any case have an ambiguous function, even within 
a main key; and the relationship (roots an augmented fourth apart) in 
the opening two bars is the progression least successful in establishing 
a tonal centre.

- Almost every chord progression is analysed as belonging to a different 
key, which contradicts the point of departure that, since the music is 
tonal, events must be easily relatable to a dominating tonal centre. 
Apart from these two main objections, a. rther facts also point away 

from a tonally-based analysis. Using Yasser's criteria, it is clear 
firstly that the conventional division of harmonic combinations into 
consonances and dissonances is not possible. In this particular example, 
&1J the chords are dissonant. Yet the degree of dissonance is relative: 
there is no clear definition of which chords are the least dissonant, 
such as one would be able to determine in "pure" tonal music.
Secondly, it is not possible to divide the tones into categories as 

being diatonic or chromatic, since it is often not clear what the tonal 
centre is. In an "extended" tonality, these terms are in any case 
virtually inapplicable since any notation of any degree of the scale 
may be accepted as being "diatonic", i.e. as belonging to the key.
Thirdly, the scale-tonas do not gravitate towards a uniting centre. 

Chords in particular have a clearer reference to those chords directly 
following or preceding them, than to a single tonic. Often, the chords 
may have no clear reference to the supposed tonic at all.

It appears that an analysis based solely on the concept of tonality 
will be one which is inadequate, since in this extremely chromatic 
idiom the choice of a tonal centre and the interpretation of chords 
(especially where they are chromatically altered) with regard to that 
tonal centre becomes arbitrary and to a large extent subjective. The 
solution to this problem appears to be to limit tonal harmonic analysis 
to only those conditions as described by Samson in particular. By so
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doing, the determination of a tonal centre is no longer arbitrary, and 
tonality regains its basic attribute of an hierarchical structuring of 
tones around a dominating centre. If this limitation of tonality is 
a.ccepted, the classification os almost all Late-Romantic music, and 
certainly much of Strauss's, as tonal becomes invalid.
One of the most pronuunent features of Strauss's style has been

described by Krause as the creation of "a multi-voice texture from the 
17melodic standpoint". Even in Strauss's most complex works, the basic 

principle to be discerned is that melodies are combined to form a 
polyphonic texture. Huneker maintains that one ;an in fact only 
understand Strauss's style once one has recognized its affinity with 
that of J. S. Bach. Strauss is also quoted as writing to Ferdinand 
Schreiber in 1919 that "what I really considered worthwhile, was 
discovering how to compel two mutually antagonistic themes to come 
together."^
This emphasis on the contrapuntal aspects of composition is another 

factor which often makes an harmonic analysis based solely on the 
vertical structures present inaccurate. There ?.re many instances in which 
voice parts are notated enharmonically, depending on voice-leading 
considerations. A prominent example occurs in Notturno, op.44 no.1.

Motturno, bars 10-15

so stirn im  undDcnn H e-b en

"Correctness" of notation had little importance for Strauss. Thus - as 
in the above example - there are many instances where the interpretation

^Krause, Richard Strauss, p.154.
^Huneker, Overtones> p.6.
19Krause, Richard Strauss, p.155.
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of the chord structure will vary according to the analyst. Where such 
subjectivity of analysis exists, the composer's considerations could 
not have been centred around that specific element. As will be shown 
in the analyses, Strauss's considerations were rarely purely harmonic. 
They were above all programmatic, and his melodies were employed to 
aid this aspect.

2.2 Aesthetic elements 
That Strauss was chiefly a composer of programme music and an ardent 
supporter of the ideal of Musik als Ausdruck are well-known facts, and 
regarded superficially one could easily dismiss them as extra-musical

20concerns which need not influence an abstract analysis. As Schoenberg
points out, however, the Romanticists

believed that music should "express" something. As so often in 
preceding periods, extramusical tendencies, such as poetic and 
dramatic subjects, emotions, actions, and even philosophical 
problems of Weltanschauung ... had become influential. These 
tendencies caused changes in every feature of the musical 
substance. Alterations in the constitution of chords decisively 
changed the intervals of the melodies and also resulted in richer 
modulations; the rhythms and dynamics of the accompaniment, and 
even of the melody, symbolized their extramusical objects instead 
of deriving from purely musical stimuli. The origin of these new 
features may be debatable aesthetically, if not psychologically; 
however, whatever the source of the musical inspiration may have 
been, it resulted in great developments. In descriptive music 
the background, the action, the mood and the other features of 
the drama, poem or story become incorporated as constituent 

, . and formative factors in the musical structure. Tneir union 
thereafter is inseparable. Neither the text nor the music 
conveys its full significance if detached irnm its companion

As far as Strauss's music is concerned, the adoption of these ideas 
is more significant than providing merely an opportunity for the musical 
expression of extra-musical objects, as in the fanous, often-quoted, 
examples from Don Quixote and Sinfonia Domestica, to mention but two 
of the symphonic poems. The obvious programmatic technique of portraying 
musically biid calls, rippling streams, the wind and other sounds from 
nature are techniques which abound in his music, tut are certainly not 
exclusive to the works of Strauss. His significance as a composer lies 
far deeper because techniques which were at first employed purely for 
their programmatic importance eventually lost this value to become 
absorbed as part of his stylistic characteristics.

20A, Schoenberg, The Structural Functions of Harmony, p.76.



The most important example of this occurs in Strauss's frequent and 
characteristic employment of the chord progression in which the chords 
lie in the relationship of an augmented fourth to each other. Tenschert
first isolated this technique with regard to Strauss's treatment of

21 . . cadences and he named it a Tritonuskadenz. Tenschert explains the
technique by describing the chords involved as altered versions of the
dominant or subdomi'nant, depending on the notation. "He thereby assigns
to the chords functions within a basic, essentially diatonic key. However,
since these chords are not perceived aurally as having either of these two
basic functions within the key, it is questionable to classify them as
such. Furthermore, the use of the augmented fourth relationship is not
confined solely to cadence points, so that it is the relationship rather
than the cadence which requires investigation.

Some of the earliest examples of the use of this technique occur in
Don Juan, op.20 (1887-89). Two typical examples are to be found six bars
before F and twenty-three bars after M.

Don Juan, 6 bars before F

i-O

1  J F

Don Juan, 23 bars after M

,-W - k !a

21 *R. Tenschert, 'Die K'adenzbehandlung bei Richard Strauss', in Zeitschrift
fur Musikwissenschaft, vol.8 no.3, 1925/26, pp.161-182.
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In both cases, the use of the relationship is transitory and serves to 
effect a modulation, in the first case from E to ĉ , and in the second 
case from Ajj to G, It is, however, only at a slightly later stage that 
the relationship as such starts to be exploited, and in the songs an
early example of this occurs in the opening and closing bars of
Ruhe, meine SealeI, op,27 no,1 (1893-94).

In this case, the relationship develops because the tonic of one key,
C, is contrasted with the dominant of another key, B. Both keys are
unambiguously established in the song: bars 4-13 are in B and bars 14- 
43 in G.

The reason for this opposition of keys is to some extent structural, 
but this is not the only reason for its use. Strauss’s best-known 
experiment with two keys lying a minor second apart (is it entirely 
co-incidental that the .keys are also B and C?) occurs in Also sprach

22Zarathustra, op,30 (1896). Willi Schuh writes as follows about this work:
Dass dem viel bersdeten Schluss mit der nochmaligen Gegenuber= 
stellung beziehungsweise Uberlagerung der balden das Werk 
beherrschenden Tonarten H und G symbolische Bedeutung zukommt, 
versteht sich von selbst, Weltanschauung konkretisiert sich im 
musikalischen Bezugen. Was Strauss beabsichtigte, war die 
objektive FestsLallung und Anerkennung zwoiat das Schiksal 
des Menschen besnimmenden Grundkraite:
Natur und Mensch (Sehnsucht) erscheinen miteinander konfrontiert 
... Das Denken in Tonarten bestatigt Strauss selbst, wenn er in 
seincn Aufzeichnungen schreibt:
"Zanthustra" ist musikalisch genommen als Wechselspiel zwischen 
den zwei entferntesten Tonarten (die sekunue) angelegt.

In Ruhe, meine Seele! the isolation of the poetic idea as being the 
conflict between Man and Nature also clarifies the use of two independent 
keys. Thus the augmented fourth relationship is not to be explained in 
terms of one single key, but in terms cf two keys. This will be fully 
elucidated when the song is discussed in Chapter 4.

A further prominent example of the same technique occurs in Mein Auge, 
op,37 no.4 (1896-98). This will also be discussed in detail at a later 
stage, as will the other examples which appear in the songs.

2.3 Harmonic analysis as applied in this study 
In the foregoing discussion, the fact which comes to the fore is that 
Strauss's use of his most characteristic harmonic technique did not 
develop because of a purely musical stimulus, but because of the

W. Schuh, Richard Strauss: Jugend und friihe Meistcrjahre. Lebenschronik 
'1864-1898, p.429.
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expression of a philosophical idea. To then attempt to analyse all 
harmonic progressions as occurring within one basic tonality, is futile.
It also becomes evid that in Strauss's works, tonality had virtually 
ceased to be of structural or formalistic value. Yet, because this 
music , s so predominantly consonant, one is tempted to try to analyse 
it within one extended tonality despite the actual, obvious disappearance 
of the use of tonality as a structural principle.

In the analyses undertaken in this study, a clear distinction is drawn 
between the analyses of works which are according to Samson's definition 
tonal, and those'which are not tonally structured. In the absence of a 
satisfactory analytical premise for the harmonic structuring of works in 
the latter category, an attempt is made to explain rather than to analyse 
the harmonic progressions!. For clarity, the chords are identified where

7necessary as, for instance, C:I , but this will not mean that the chord 
has the function of the tonic chord in C, but only that the chord is 
structured as such.

As far as the figuring; of the chords is concerned, figured-bass 
symbols are avoided because they a^e anachronistic to music of this 
period. The root position of a chord is indicated onlv by its symbol 
(e.g. I or V^)$ first inversion by adding "b" (e.g. lb or V^b); second 
inversion by adding "c" (e.g. Ic or V^c); third inversion by adding 
"d" (e.g. V^d), etc. Where chord mem? j are chromatically altered, the 
alteration is figured from the tonic of the key, not from the root of
the chord. Thus ^ consistently indicates the raised fourth degree in

7 7the key in all the following chords; II ; CT ; VII . The symbol C:IV L
’ I + i t . . .would therefore mean that the quartad F^-A-C-Ep appears in its first 

inversion.

2.4 Melodic aspects
Roland Tenschert has made a close study of the construction of Strauss's
melodies in his article "Versuch einer Typologie der Richard Strauss'schen

23Melodik", Although Temschert's article deals only with melodies taken 
from the orchestral work;: and the operas, the conclusions which he 
reaches and the classifications which he makes are equally valid for the 
songs. There is only one way in which the melodies for voice differ from 
those for other media: the compass of the melodies is more limited. These 
limits did not at any stage inhibit Strauss. On the contrary: as inr the

23 In Zeitschrift fur Mmsikwissenschaft, v.ol.XVI, 1934.
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instrumental works, so too in the songs he was quick to exploit the 
dramatic impact which the uce of the greater part of a particular range 
could have. The songs contain many examples of this exploitation, of 
which the best is contained in Zueignung, op,10 no.1, In this song the 
compass of the entire song is covered in a one and a half octave drop 
within two bars;

Zueignung, bars 25-26
f----
— 1 f---

a  . - ..........  Ij: s---^ -
Wi~ luj, kei- !i<j ak’-S Mevz dir Sawk

It must be stressed, however, that this technique is not exclusive to the 
songs. Almost every other work contains a similar instance of this. It 
tniist also be stressed that the instrumental melodies need not necessarily 
always display a wide range. It is, for instance, interesting to note 
that the oboe melody in Don Juan has been compared to the opening of 
Die Nacht, op.10 no.3, by Norman Del Mar.̂

3 1 •Don Juan, bars 4 -ID after letter L

Die Nacht, bars 2-5

MttO t'OCt

Aus dem Wnl dc t r t l t  d ie  Naiiit, aus den Bau-mcnsdilcidxtsie tel -

The previously mentioned comparison by Hanelcer of Strauss's style to 
that of J. S. Bach is relevant not only with regard to Straufis's 
contrapuntal combination of melodies, but also to the nature of the 
melodies, in particular those for voice. As with Bach, his melodies for 
voice have often been criticized as being "unsingable", chiefly as a 
result of his concern with expression rather than with practical 
considerations such as a comfortable range for the singer, easily managed 
phrases or convenient breathing places.
OA

Richard Strauss, vol.3, p.266.
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Steinitzer maintains that Strauss's orchestral works contain a more
mature melodic style far earlier than do his vocal works, with the
exception of those for unaccompanied choir "wo ei eben mehr in seiner

25instrumentalen Art schaffen konnte". As far as the melodic style of
the songs is concerned, this statement is indeed justified. In viewing
the body of songs from op.10 to op.56, it is striking that there are
clear stages of development, corresponding roughly to the composition of
the major orchestral works. Thus one finds that, although opp.10, 15 and
17 contain some of Strauss's best known and loveliest songs (such as
Zueignung, Nichts, Die Nacht and ATlerseelen from op.10; Heimkehr from
op.15; Seitdem dein Aug1 and Standchen from op.17), the stylistic
characteristics of the sets from op.19 onwards correspond more closely
to his output as a whole. The songs become, to a large extent, less
directly lyrical in style, more "conversational" - a style with its
origins "in the flexibility derived from the contours of speech".As
a result of this new-found flexibility, changes in time-signature, for
example, become commonplace. This contrasts directly with the first three

9 &sets, in which Barkercle, Op.17 no.6, which fluctuates between g and g, 
is an exception.

This superficial manifestation of a change in the melodic style of the 
songs has deep roots. One of the most important occurrences was the 
meeting, at this time, of Strauss with Alexander Ritter, who was an 
enthusiastic supporter of Wagner, and who encouraged Strauss to adopt the 
philosophy of "Musik als Ausdruck". The resultant change in Strauss's 
entire approach to composition can be seen in the type of work which he 
now began to write. There were to be no more Classically influenced 
string quartets, trios, symphonies or pieces for the piano. Insteadt his 
output consisted almost entirely of symphonic poems and songs until 1905. 
His initial step in the field of the symphonic poem, Don Juan, op.20, 
was to be followed by Tod und Verklarung, Macbeth, Till Eulenspiegels 
lustige Streiche, Also sprach Zara thustra, Don Quixote, Bin Heldenleben 
and Symphonia Domestica. Each successive orchestral work shows greater 
concern with the expressive and programmatic abilities of music, until in 
Symphonia Domestica the limits of literal, expression were reached in 
Strauss's detailed attempt to portray family life. It is interesting to 
note that he did not attempt a similar portrayal again.

25M. Steinitzer, Richard Strauss, p.127. 
^Krause, Richard Strauss, p.156,
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The concern with the expressive properties of music was, in turn,
transferred to the songs, and Steinitzer comments

Wo Strauss starke Orchesterfarben zum Ausdruck dor Situation 
und Empfindung braucht, wendet er sie an, auch wenn die 
Verstandlichkeit der gesungenen Phrase darunter leidet. In 
dieser will er zuweilen, wie beim Instrument, den Ausdruck 
durch die besonders hohe oder tiefe Lage, oft auch durch 
plotzlichen Wechsel beider geben, obgleich grosse Spriinge, 
besonders nach unten hin, bchon an sich selbst die Verstand= 
lichkeit der melodischen Zeichnung schadigen. Auch manche 
unsanglichen Synkopen, kleine Notenwerte, wie Triolen mit einer 
Silbe auf jeder Note, entspringen mehr der gewohnheitsmassig 
instrumentalen Phantasie.

Strauss's melodies for voice dn indeed reflect a "gewohnheitsmassig 
instrumentalen Phantasie", It is this property which has resulted in the 
greatest criticism of the songs since, because of it, the text is 
Virtually sublimated in sound. The reason for less consideration being 
given to the straightforward understanding of the text was that the more 
sophisticated concept of expression of the poetic idea now became of 
paramount importance in Strauss's works.

It has already been mentioned that opp.19, 21 ane 22 mark the first 
stage of development in the songs. In the works composed subsequently 
one of tha most important aspects of the melodic style changes: the 
melody is no longer intended to be abstract. Serauss's entire style 
becomes programmatic, with melody merely another manifestation of a 
prugrammatic technique.

It is as a result of this use of melody chat Tenschert can, for instance
classify the opening melody of Don Juan as a "Bewegungstyp", compare it to
the main themes from Macbeth, Also sprach Zarathustra, Don Quixote,

28Till Eulenspiagel and Selome and conclude that
All diesen Melodien ist die - graduell naturlich verschieden 
abgestufte - Ausserung von Aktivitat und positiver Einstellung 
gemeinsam. Die Verlaufstendenz der Melodien ist im wesentlichen 
von untcn nach oben gerichtet ... Es ist hier uberall der Impuls 
des Dramatikers sptirbar ... Die meisten dieser Themen bewegen 
sich in einem ungewohnlich grossen Tonumfang. Schweifende 
Motovik, haufiges Ubergreifen aus einem Oktavraum in den anderen 
erfordern die Inanspruchname breiten Bewegungsraums ...
Begreiflicherweise knilpfen sich viele dieser Themen an den 
jeweiligen Helden der Tondichtung, charaktensieren den Don Juan, 
den jugendlich feurigen Oktavian, den tragikomischen Abenteurer 
Don Quixote,' den lustigen Streichmacher Till Eulenspiegel, die 
Hauptfigur des 'Heldenlebens1 und andere mehr.

27Steinitzer, Richard Strauss, p.128.
28Tenschert, Versuch einer Typologie, pp.282-285.



This type of melody is not only to be found in the large orchestral 
works: Wozu noch, Madchen (op.19 no.1) for example also contains an 
accompaniment figure similar to the opening theme of Don Juan. This is 
but one of many examples which substantiates the point of view that the 
songs reflect Strauss's general stylistic characteristics.

2Don Juan, bars 1-*2

i
Wozu noch, Madchen, bars 9-12

sons ho -  h e mdu liubsti
& & jZ A.HS-Y-p-S

The point which is of prime importance in the present study is whether
there is a common programmatic purpose behind the construction of the
melodies. In this regaid Krause states:̂

Straub,3's melodies are not'muuic which is beautiful in itself.' 
They grow from the psychological and musical expressive 
possibility of i.he voice, from che human rel^cionship and 
social conditions of the dramatic story.

In addition to the changes in style already mentioned, the songs of 
and subsequent to op.19 also show a distinct change in the choice of 
poems. The choice veers away from ,':he abstract towards the more 
descriptive providing ample opportunity for the application of the 
programmatic techniques in the melodies. At first the. techniques used 
were fairly simple, at times even obvious, and limited to the 
accompaniment: the murmering of the waves and the whispering of the wind 
in Wozu noch, Madchen (op.19 no.1); sleepiness and closing of the eyes in 
Hoffen und wieder verzagen (op.19 no.5); and the sound of horns in Mein 
Herz ist stumm (op.19 no.6) being ready examples.

29Krause, Richard Strauss, p.157.



Woau nocb Hadchen, bars 2t-24
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Slick as these programmatic techniques may be, they are by no means
unique, being of the kind that would be expected in the works of any
Romantic composer, Far more interesting is the aspect Which Krause 

30mentions briefly:
A curiosity of Strauss's formation of motifs is his Way of 
anticipating particular turns of melody. While writing music 
for specific poetic images and events of nature he would 
sometimes recall earlier settings of similar id'as and now, 
after many years, would give them new and enhanced musical 
form ... One might here ... think in terms of basic motif 
associations with such features of nature as the sky, light, 
sunshine and storms in Strauss's sub-conscious mind. We also 
come across connections between one work and another when 
similar human emotions are concerned ... This is naturally 
true to an even greater extent of the songs, which are 
predominantly lyrical in conception, and in which similar 
imagery often occurs.

Most writers, including Del Mar, have been at pains to point out 
Strauss's indebtedness to composers such as Mozart, Schubert, Liszt and 
Wagner as far as his melodic construction is concerned, while the 
application of "basic motif associations" (in fact an important part of 
his individual melodic style) has been ignored.

It is possible to trace the application of the technique because of the 
similarity of subject matter in many of the poems (see Chapter 1). Since 
it forms such an important part of Strauss's melodic style, the present 
study will be limited to a discussion of this technique. The various 
evocative words which are encountered regularly in the poems will be 
isolated, and their treatment discussed in each of chapters 3 to 6. Thus 
the actual construction of the melodies will not be analysed, Tensckert's 
work in this respect being considered definitive.

30 Krause, Richard Strauss, pp.153-154.



CHAPTER 3

THE SONGS OP.10 TO OP.22

The sets of songs with which Strauss established himself as a composer in 
this genre, opp.10, 15, 17, 19, 21 and 22, were composed between 1882 and 
1888. They contain a number of his best-known songs, including Zueignung 
(op.10 no.1), Die Nacht (op,10 no.3), Allerseelen (op.10 no.8), Heimkehr 
(op.15 no,5), Standchen (op.17 no.2), Wozu noch, Madchen, soil es frommen 
(op.19 no.1), Wie sollten wir geheim sie halten (op.19 no.4), All mein 
Gedanken (op.21 no.1) and Du meities Herzens Kronelein (op.21 no.2).

" 3.1 Harmony
The first set, op.10, contains typically Romantic settings of Romantic 
poems. The music has an abstract quality reminiscent of Brahms with the 
lush accompaniments playing a secondary role to the melodic line. The 
harmonic techniques employed are characteristic of the Romantic style, 
and there is little that marks these songs as being of any particular 
interest. Tonal organization throughout is simple. The harmonic structure 
is clearly tonally directed and is established at strong, diatonic 
cadence points.

3,1.1 Op.15
In op.15 two songs deserve attention; Lob des Leidens (no,3) and Aus den 
Liedern der Trauer (no.4).
i Lob des Leidens presents the gem of the later, typically Straussian 
technique of tonal ambiguity. The key signature implies D(i or bt> ; the 
opening chord is Gt>-Bl>-Dfr, which might be interpreted as belonging to 
either key; and the melody uses leaps which might also imply either key.

Lob des Leidens, bars 1-8

Hr V| L
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It is only• in bars 73-8 that an unambiguous cadence in d!> i s  heard, but
movement to bt? occurs again immediately after this, this duality is to a
large extent maintained until the closing section when bj> finally 
predominates, as the following scheme indicates.
Dji ?bt> ? (b ̂rs - 6) - Dkbar 8) - bjr (bar 11) " G}»(bar 15) - Bt>(har 17) -
Fkbax 19) - Dj>(bar 23) - B^(bar 29) - D(bar 35) - 4  (bar 43)

ii Ans den Liedern der Irauer contains no polarity o6 keys, being tonally 
centred in a. Its interest lies in"the loose construction of the opening
eleven bars, of which an analysis in a is only possible in retrospect. 
Since music is essentially a progressive art, not a retrospective one, 
this section is more accurately analysed as being tonally vague. As may 
be seen from the analysis which follow.,, these bars may be interpreted 
as being in either a or e, with the possibility of C also not excluded. 
However, the first cadence (in bars 7-8) establishes d, and this key 
is confirmed in bars 9 and 10. It is only in bars 12-14 that a is 
established.
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Aus den Liadern der Trauer, bars 1-14
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3.1.2 Op.17
The next set, op.17, does not proceed beyond the techniques evident in 
op.15. In many ways, the harmonic techniques employed are far simpler, 
with diatonic progressions receiving preference over chromatic ones. A 
typical example of the nature of this set is the well-known Standchen 
(no, 2).

The fourth song, Aus den Liedern der Trauer, is an exception. Here the 
first hint at the opposition of keys lying a minor second apart to express 
the confrontation of Man and Nature (as discussed in Chapter 2) is 
encountered. In this case, Death (another guise of Nature), confronts 
Man. The semitone juxtaposition occurs -between E and in bar 21,
Of Importance is also the tritone relationship between G|?:VH'' and E:V^ 
in bar 18 - a relationship nrr.rlly created by semitone juxtaposition
of keys. The semitone relatien.-vbLp is here present between the roots of
i 7 " 7Gp;VII and B:I, with E:V acting as an interpolation. Both shifts

occur to highlight Death which, assuming the form of a young girl, calls,
"Ich bin vorangegangen: was zogerst du?"

Aus den Liedern der Trauer, bars 15-23

VP

;?u Mifdvhvn, bM ch von W a tt-g u n ,,  wink! m ir vvu
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3,1.3 Op.19 and Op.22 
The six songs comprising op.19 and Madchenblumen, op.22, contain no 
innovations in the harmonic techniques employed. One could almost regard 
these two sets as representative of a period of stagnation in Strauss's 
development, since even the aspects previously discussed are not 
encountered. The only point of interest is that Wozu noch, Madchen, 
soil es frontmen (op.19 no,1) ends on the dissonant chord, symbolising 
harmonically the question on which the song ends. 7

2Wozu noch, Madchen, soli es frommen, bars 32 -38

3.1.4 Op.21
The composition of op.19 and op.22 stretches over a period of three years,
from 1885 to 1888. During this time the symphonic poems Aus Italien,
Don Juana Tod und Verklarung and Macbeth were also composed. These works
show a mastery of style and technique which contradicts the impression
gained from the previous two sets of songs that Strauss was not
progressing as a composer. The comparative simplicity of these songs may
be found in the uncomplicated nature of the poems concerned. In this
period, Strauss was paying particular attention to the formal structuring
of his work. While engaged on the composition of Don Juan, he wrote
as follows to Hans von Billow*■

Ich habe mich von der Fmollsinfonie weg in einem allmahlich 
immer grosseren Widerspruch zwischen dem musikalisch-poetischen

^Quoted in Schuh, Richard Strauss, pp.152-153.
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Inhalt, den ich mitteilen wollte und der uns von den Klassikern 
uberkommenen Form des dreiteiligen Sonatensatzes befunden ,.. Was 
nun bei Beethoven einem hochsten, herrlichsten Inhalte absolut 
kongruente "Form" war, wird nun seit 60 Jahren als eine von 
unserer Instrumentalmusik unzertrennliche (was ich entschieden 
bestreite) Formel gebraucht, der ein "rein musikalischer" (in 
des Wortes strengster und niichternster Bedeutung) Inhalt 
einfach anzubequeman und einzuzwangen, Oder schlimmer, die mit 
einem ihr nicht entsprechenden Inhalts an- und auszufiillen war 
Will man nun ein in Stimmung und konsequenten Aufbau einheitliches 
Kunstwerk sehaffen und soil dasselbii auf den Zuhorer plastisch 
einwirken, so muss das, was der Autor sagen wollte, auch 
plastisch vor seinem geistigen Auge geschwebt haben. Dies ist nur 
moglich infolge der Befruchtung durch eine poetische Idee, mag 
dieselbe nun als Program dem Werke heigefiigt werden oder nicht. 
Ich halte as nun doch fur ein rein kiistlerisches Verfahren, sich 
bei jedem neuen Vorwurre auch eine dementsprechende Form zu 
sehaffen, die schon abgeschlossen und vollkommen zu gestalten 
allerdings sehr schwer, aber dafiir desto reizvoller ist. Ein 
rein formales, Hanslick'sches Musizieren ist dabei allerdings 

1 nicht mehr moglich, nun wird" es aber keine planlosen Floskeln, 
bei denen Komponist und Horer sich nichts denken konnen, und 
keine Sinfonien (Brahms selbstverstandlich ausgenommen) mehr 
geben, die mir immer nur den Eindruck eines riesigen, einem 
Herkules angemessenen Gewandes machen, in dew ein diinner 
Schneider sich elegant bewegen will.
Der genaue Ausdruck meines kiinstlerischen Denkens und Empfind=ns 
und im Stil das selbstandigste und zielbewuscte Werk, das ich 
bin jetzt gemacht habe, ist nun "Macbeth".

The clarification of his ideas on form and the importance of expressing
the poetic idea as clearly as possible resulted in much progress in
Strauss's harmonic technique, since he was no longer bound by the
ideals of absoluce music. The advances which he had made during this
period are chiefly to bp found in op.21, a set of five songs on poems
by Felix Dahn. In this set, the fifth song. Die Frauen sind oft fromm
und still, provides the most interesting material for study. After
opening in G, the music cadences in e in bar 22, returns to G in bars
27-33, and immediately moves to B. After cadencing in B a direct shift
to A takes place and the song ends with six bars of the tonic chord
in this key.
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D i e  Frauen sind oft fronun und still, bars 22'~41 —  — -
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If one were to take only the chordal succession in the final seven bars 
into account, one might be inclined to view the song as ending on the 
interrupted cadence V-1V in E. The melodic line, however, strongly 
suggests A by using the tonality-defining I-V-I leaps in thi« key, with 
the result that the aural effect is one of finality, not of incompleteness 
This sudden, harmonically inexplicable, move to A is expressive of the 
poetic idea, The essential component of the poem is the fundamental 
polarity between the mundane (i.e. the poet or man) and the spiritual 
(i.e. woman), with the spiritual (here represented by the move to A) 
being inexplicable in terms of the mundane.

3.2 Melody
3,.2.1 One of the clearest manifestations of the association of certain 

motifs with specific words or situations is the melodic-rhythmic motif 
introduced in Don Juan to denote mockery. F.om this time, the figure is 
used consistently for the same purpose, There are a number of cases of. 
its appearance, particularly in the works surrounding op.20, three 
examples occurring in Wozu noch Madchen (op.19 no.1), Ach weh mir 
ungliickhaftern Mann (op,21 no.4) and Mohnblumen (op,22 no.2).

i Don Juan, bars 1-5" after letter C

ii Wozu noch Madchen, bars 25-28
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iii Ach weh raxr ungliickhaftera Mann, bars 0-7
.dim.

■■f " """f " r r — irr-
Ach wrh mif un-giuikhaf-iem  Mann, dass ich Geld

a tempo

Gut

I ritard. > "  ' 
j p  c r « c ,

Here the luckless man is using a tone of mockery to describe his dream 
of being able to claim the woman that he loves. Since he has no money 
and no possessions, it can be no more than an idle wish.

iv Mohnblumen, bars 1-4
A l l e g r o  g l o c o s o .

The acciaccatura-figure here illustrates the cheerfulness, cheekiness 
and love of dancing of poppies. The manner in which they always appear 
to be teasing cornflowers is also stressed. (It must be remembered ''hat 
in Europe poppies and cornflowers often grow together in the fields,)

3.2.2 Although it is only subsequent to the sets discussed in this 
chapter that the choice of poems alters, there are certain key-words 
which do receive prominently similar treatment. The first of these is 
Licht (light). This image is portrayed by the use of a rising melodic 
line and a sustained note accompanied by repeated, often ascending, 
chords. Four such instances occur,

eraegMmaBSMaBii





42

3.2.3 The word "love" (Liebe) is approached by a leap, often of a 
fourth, after which the melodic line generally descends. Examples are 
plentiful.

i Die Georgine, op.10 no.4, bars 49-50

ii Geduld, op.10 no.5, bars 98 -103

ich—  a - b e r  ball zum  L ie

T̂ ra

ben und zum Kus

Jh?4» sSS- $

0
iii Allerseelen, op.10 no.8, bars 11 -13

und Infi uns wto-der von dcr Lto -  bo re

This example is an exception, being neither approached by leap, nor 
followed by a descending melodic line.

iv Winternacht, op.15 no.2, bars 60-63^

b tt lh t . dor F r t ib .  ling  d w  Lio_
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3 4v Das Geheimriis, op. 17 no.3, bars 24 -26

Other derivitives from Liebe, such as Liebste and liebend, receive the 
same treatment.
vi All mein Gedanken, op.21 no.1, bar 3

du, die Lleb -  s fe is i .

vii Epheu, op.22 no.3, bars 27 -31

m u fin  mi -  l i r r  L e  .  -  u n u

  Mm
(ifep

, .'•'icll Ml hill -
Tr

& —

3.2.4 The image of heaven (Himmel) is closely connected to the concept 
of eternity (Ewigkeit) for Strauss, and these two words are treated 
similarly, as °re their derivitives. Of especial importance is the rising 
figure in the accompaniment which supports the sustained word, rather 
than that the word itself appears on an apex in the melodic line. If the 
emphasis were to fall only on the melodic line, this treatment of the 
word would be quite mundane.
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i Aus den Liedern der Trauer, op.15 no.4, bars 26-27^

xi Seitdem dein Aug1 in meines schaute, op.17 no.1, bars 3-5^

Dud Lliibv,w$i‘ xoni
a—||<i-.-■— 1. 1 ,--- :—

• K T no Himnml bvr aus ilu’i auf oih h

trvmte:— r~“ .r-rTr-r 7~-~r-,_
- * v*'

V .

■—r*

=tv̂ -rz=̂ :..r=«&
r 3 « .

iii NurMut!, op.17 no.5, bars 33-35
trnngmllo

iv Die Frauen sind oft tromm and still, op.21 no.5, bars 33-41
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v In the symphonic poem Tod and Verklarung, op,2.4, composed at the end 
of this period (1888-89), the same technique is used to express the 
associated ideas of heaven and transfiguration.

Tod and Verklarung, bars 482^-501
poco apo£opik calando sin alh’ Fine.

■a- -&£-

Lento..
 1

W-
'
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CHAPTER 4

THE SONGS OP.26 TO OP.32

4.1 Harm^ay
From 1888 to 1896 Strauss was engaged in the composition of several of 
his major works, including Tod und Verklarung, Macbeth, his first opera, 
Guntram. Till Eulenspiegels lustige Streiche and Also sprach Zarathustra, 
and the influence of these works are clearly fp.lt in the spirit of the 
songs composed during this time.

4:1,1 Op.26

During the composition of Guntram (1888-1892) Strauss wrote Only two 
songs. Both are contained in op.26, which was written in 1891. The first 
song, FriihKngsgedrHirge, is entirely conventional in the harmonic 
techniques employed and does not require detailed analysis. The second 
song, 0 warst du mein I; on the contrary, is considerably further 
advanced than any of his works up to that.time. Del Mar is of the 
opinion that it "might even be said to look ahead to early Schonberg 
with its daring and unconventional harmonic?. Although the music 
carries a key signature of three sharps it can hardly be said to be in 
any key at all ,..

The final cadence of this song contains a clearly notated £||:/bt> 
polarity. Neither key is however firmly established in the song, and 
at times one must be content to represent the bj? level only by the note 
Bj?. An attempt at a conventional harmonic analysis would probably 
result in the claim that, since ew'ry chord is definable within a key, 
the music must be tonal. As has been stated \n Chapter 2, however, the 
term tonality is in this study used exclusively to denote the application 
of a structural principle, not a series of aural impressions. The 
argument against a tonal analysis is further strengthened by examining 
the intervals which comprise the melodic line. Strauss's melodies play 
an extremely important role in the confirmation or establishment of 
tonal centres, and in this case the melodic line is not directed 
towards a tonal centre, but appears rather to arise out of the effects 
of the chord successions.

^Del Mar, Richard Strauss, vol,3, pp.282-283.
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Because of these facts, one must acknowledge chat, although the 
sounds involved are mostly consonant, tonality is not used as a structural 
principle. This is true even if the f̂ _ level is interpreted enhanrtonically 
as g|> (thus the submediant minor of bi>) . At most two loose tonal 
structures may be detected; the first around bjj and the second around 
f̂ . The following extract, which indicates the two tonal levels, 
illustrates these points
0 warst du mein!, bars 16-43

r .
—  i ifi   |r i n i i j<<i i -yt — .

wobl ..nd jo  - dcs i.cid der

jal mei - do Freud’ in Lei. cbe,
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s io

motto rit. dim.

<s tempo diminuendo g calando

PPP

- " jf " — -y——>

This is one of the songs which falls between tonality and atonality (see 
the comments by Chrisman on p.18). It could be described as being 
structured non-tonally, with the avoidance of a clear point of rest 
being expressive of the poetic idea. This centres around the denial of 
the fulfillment of love- the futility of the man's longing for the 
woman who does not return his love.

4,1.2 Op.27
Pour songs are contained in op.27* Of these, the first, Ruhe, meine
Seelej, is the one which displays the continuing development of Strauss's
harmonic technique. In the forty-three bars, there are only five
consonant chords, which appear at the following points:
bar 27: "Zeiten"
bars 35-37: "und vergiss"
bars 42-43: final bars; no text
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There is one quintad at the climax of the song, on the word "Not" in 
bar 30. All the other chords are quartads,

The reason for the use of the consonant chords in this song is to be 
found in the creation of tension in the music. The triad on "Zeiten" is 
the first chord in the phrase which leads to the climax of the song: 
the quintad on "Net". The triads on "und vej-giss" precede the dissonant 
quartad on "bedroht", marking the difference between the poet's longing 
for forgetfulness and the threatening reality. The consonant tonic 
triad in the last two bars discharges the tension built up throughout 
the song. The use of consonance and dissonance is thus expressive of 
the text, with dissonance increasing towards the climax and thereafter 
decreasing until consonance is reached in the last two bars.

The first four bars contain a restless shifting between four 
different quartads, the,first two of which lie an augmented fourth
aparu. The parts are arranged in such a manner that, except for the
bass movement in bars 2-j each part moves in shifts of a semitone. This 
shifting is repeated over a tonic pedal in bars 39-41 to set the phrase 
"was dich bedroht", thereby consolidating the underlying mood of the 
song. There is unlikely to be rest for the poet's soul.

Ruhe, meine Seele!, bars 1-4̂
L a n g s a m

# 0
>-

> r.-n—r-4-^ n - l— ,1,51 §
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In comparison to these opening bars, bars 4 -13 contain less tension. 
Although the sonorities are all quartads, each one is resolved quite 
conventionally. This corresponds directly to the restfulness created by 
the first stanza of the poem.

Nicht ein LLiftchen regt sich leise, 
sanft entschlummert ruht der Hain; 
durch der Blatter dunkle Hulle 
stiehlt sich lichter Sonnenschein.

Not a breeze is stirring, 
the wood slumbers softly; 
through the dark veil of leaves 
light sunshine is stealing.

This idyllic scene is shattered by the main body of the poem (bars 14-39):



Ruhe* ruhe, meine Seele, 
deine Sturme gingen wild, 
hast getobt und hast gezittert, 
wie die Brandung, wt.,in sie schwillt! 
Diese Zeiten sind gewaltig, 
bringen Herz. und Hirn in Not - 
Ruhe, ruhe, meine Seele, 
und vergiss was dich bedrohtl

Rest, rest my soul, 
your storms raged wildly, 
you have throbbed and trembled 
like the raging surf.
These are troubled times, 
disturbing heart and mind - 
Rest, rest my soul, 
and forget what threatens you.

In this section, too, mainly quartads are employed. The difference in 
treatment to the first thirteen bars, however, is marked. Whereas the 
operjing section contained conventional resolutions based on the circle 
of fifths, the treatment here is far freer. The dissonant seventh in 
each.quartad is resolved either by step, or is suspended to become 
consonant in the following chord, while the other parts move freely, 
mostly in conjunct motion. The treatment of the sevenths is indicated 
in the following extract.
























































































