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ABSTRACT

This study is concerned with an analysis of tae 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 compaset, but alsco 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 musiec
consequently reflects the spirit of those times. As a result,
cargain issues had to be investigated before the songs could be
anaiysed. The most important of tﬁese are:

i. Whether his music can be regarded as tonal or nat;

ii How far the ideal of Musik als Ausdruck influenced his composifions.

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

musizal 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 orx
completely ignored. Ernest Newman (of whom Max Graf has said, "some of

hig finest analysis has been bestowed on Richard Strauss"1) wrote that

"afcareful study of [the songs] gives one the impression that he is

not a born song-writer ... Nowhere ... does he show to such poor

advantage on the whole as here.“z Otto Erhardt, again, acknowledges

him only as a "Gelegen.heitskompouist”3 in this sphere of his work,
while the other extreme is voiced by G. R. Marek wio stated
eithusiastically that Strauss "will remain immortal because he wrote
songs surh as "Morgen', 'Traua durch die Dimmerung', and ‘Stéindchen'."4

There can, however, be nc doubt that & 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 regsrding the cowposer's developuent.
Closely related to this is the fact that the styls of composition

in 3trauss's songs does not differ from that of his okher works.
Several writers have commented, but nct elaborated, »n t'is point.
Ecnst Krause stated that “"Shrauss's song style can provide mno

turprlses if it is comsidered in conjunction with ... his personal

style in geusral. Everything that he later undertool in the large-

gcale forms of the musical stage he tried out in his early songs with

4 5 -~
piano." Artiur Jacobs also relates the sounps to Srrauss's other works

when he asserts that the songs "are not pavt of a special song style;

—

M. Graf, Composer and Critic, p.293.

I
0. Erhardt, Richard ftrauss, p.173.
G. R. Marek, Richacd Stranss: The Life of a Non-Hero, p.137.

Newman, Richard Strauss, pp.89-90.

AL S R T I )

. Krause, Richard Strauss: The Man and his Work, p.267.
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they are related to Strauss’s more distinguished fields of activity,
the symphonic poem and the opera."6 Willi S8chuh, too, touches on this
subject: "Im Lied hat Strauss auch viele seiner harmonischen Funde,
das spannungsvolle Mit— und CGegeneinander von Deklamations~ und
Begleitrhythmus, von Vokallinie und Akkordstiitze erprobt. Viele. Lieder

und besonders di - Orchestergesinge kdunen ais Vorstudien zur Oper

gelten."7
To discover that the songs are closely related to Strauss's other

works comes as no surprise. His most personal medium of expression i
embodied in the combination of words and music, and his concern witt

the problems which manifest themselves in this medium was latex to foir

thf central theme of his opera Capriccio. He regarded himself essential’,
'a composer of operas, a dramatist; and even his symphonic poems have

as
been termad "dramas without wo::ds".8 Each song is conceived as a type
of “opera—in—miniaturev, and almost always displays a full realization
of the dramatic possibilities inherent in the poem concerned. One

Jugsndliedey, Der weisse

thinks almost involuntarily of one of tha
Hizcch 0.0p.AV.6, the sketches of whick indicate the possibility of

dividing che melodic line between three singers to represent three

Pfennige, 0p.36 no.2, two

huntsmen. In a later song, Fiir funfzehn
characters &re indicated. This attraction for the dramatic never left

Strauss. On the contrary, it was to become one of the outstanding
features of all his muasic. Huneker describes the songs, for example,
as being "the epitome of his peculiar dramatic faculty for clothing ina
tone, or rather emptying in.o music, the meaning of the poet.”

Romain Rolland described tbis same characteristic as follows:

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

Where there are heroes, there is drama. With Strauss

6A. Jacobs, A Short History of Westerm Music, pp.262-263.
W. Schuh, 'Lied', in F. Blume (ed.), Die Musik in Geschichte und
Gegenwart, vol.8, col.771,

J. Huneker, Overtones: A Book of Temperaments, p.537. Marek expresses
gimilar sentiments in Richard Strauss, p.137.

_gﬁuneker, Overtones, p.11.

i - .
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there is drama everywhere, even in those of his works which
seem the least 1ik?&y to contain it: in certain of his Lieder,
in his pure music.

Rurt Gudewill also acknowledges the dramatic force of the songs:

"Charakteristisch sind fiir ihn die zahlreichen, nicht eigentlich
liedhaften CGesdnge, die eher als Opernmonologe anzusehen sind.”11

In fact when a chronological table of the works is compiled, it
becomes clear that the songs could easily be regarded as being
specifically & preparation for the operas. It is significant that the
only periods during which Strauss did not compose songs’ cccurred when
he was working on an opera. (See Appendix for a chronological list of
the works.) Norman Del Mar has cited several cases of appsrent
inEluence of the songs on the operas.12 In all cases, however, the
tiﬁe—span is so great {(at times thirty or more years) thét the
validity of calling the use of similar~sounding passages and techniques
an "influence" of the earlier work can be questionmed. In examining
Strauss's works, one is forced to draw the coneclusion that his
developing style manifested itself in all his works at more or less the
save time.

In Strauss’'s outpu* a period suitable fcr 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 gemerally 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 Italien, Dor Juan, Tod und Verklirung, Till Eulenspiegel

and Also sprach Zarathustra, more than 100 songs, the two early operas

Guntram and Feuersnct, 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 musicel language to such an exkent that
in Salome he was eventually freed from the ovarwhelming influence of
Wagner. Erhardt explains this emancipation as follows:

Die rigentliche Emanzipierung vollzieht sich mit 'Salome’.
Hier pefreit sich Strauss v81llig von Wagner uud dberwindet
die Romantik. Aus der Vertonung eines bedeutenden, avf sich

10R. Strauss and R, Rolland, Correspondence, p.178.

11K. Gudewill, 'Richard Strauss', in Blume, Die Musik in Geschichte,
vol.12, col.1495.

In Richard Strauss: A Critical Commentary on his Life and Works,
vol.3. See especially pp.266, 273, 274, 301-302 and 307.

12
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selbst beruhenden Schauspiels ldsst er etwas neues, nach night
Existierendes hervorgehen: das mcderne musikalische Drama,

Within this period falls the composition of the songs of op.10 to
dp.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

14

"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
song. In this study, the quality of the poetry warrants nc dlscussion.
More important is the zontent 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 composar lies chiefly

~in hie harmonic usage. This aspect of his -rork wili therefore receive

the most attention.
The works are identified throughout according to E. H. Mueller vom

. : . 15 .. .
Asow's Thematisches Verzeichmis ~ since this is the only comprehensive

catalogue available. In this catalogue, Asow retained the opus numbers
of the various works us they were numbered by Strauss. Those works
without opus pumbers were catalogued chronologically in the series

0.0p.AV.1 -~ 0.0p.AV.15u, A chronological list of the works

incorporating the Asow numbering with that of Strauss is to be found

in the Appendix.

1SErhardt, Richard Strauss, p.19C, )
14

J. M. Stein, Poem und Music in the CGerman Lied from Gluck to Hugo
WolFf, p.t.

15E. H. Mueller von Asow, Richard Strauss: Thematisches Verzeichnis.

Vol,3 hrsg. von Alfons Otk und Franz Trenner.




R R e T e ™

T

R e E e T )

e

o Wanty PRIE W TIARILE FPATEIN 32 4 pFFy

IR T IR By BRI AT G, T

CHAPTER 1
BACKGRCUND TO THE SONGS

.1.1 The early soungs ('Jugendliedex’)

Of the seventy-four works that Strauss had composed by the time that his

Festmarsch in Eb , op.1, was published in 1881, twenty--six1 were songs

for voice with pilano accompaniment. Two further compositions were for

voice and orchestra: Arie der Almaide, 6.0p.AV.44, and the song Der

Spielmann und sein Kind, o.Up.AV.46. A concert aria was by 70 means a

no»el 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 poetzy, Strauss immediately proved to be attracted to
the Romantic poets: Uhland, Von Fallersleben, Kdrper, Kerner, Geibel,
Von Lenau and Chamisso all make their appearance. £~ too dees the
Classicist Goethe? for whom Strauss was to maintais a life~long
admiration. k

There is little thar is remarkable about the poews themselves. The
general strongly Romantic mood is epitomized by poems such as Uhland's
Einkehr (which Strauss was to set a second time as 9p.47 mno.4), Kbrner's

Spielmann und Zither, Von Fallersleben's Abend- und Morgenrot and

Geibel's Im 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 “he German National Anthem - are, however, unsurpasser
for dullness of treatment in Strauss's entire oeuvre and appear ruather

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 triumt von Siegen, ich trdume von

1This fi_ure is debatable. Only twenty-one have been published in the
Flirstner—-Boosey & Hawkes Complets Edition of the songs, while Max
Steinitzer ecatalogued forty-two. 0f these, fourteen appear to have
been lost., See also comments in Del Mar, Richard Strauss, vol.3,
PP.248~249,

.




Ruh" (Der Stern, op,69 no.l). .

' 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 Mendelsschn, as even a cursory glance
_proves. A detailed discussien covering 211 the salient features of these

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

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 dcy"3 is bornme out in the choice of the
poetg whose works he set. In all, thirty-seven poets are represented
in his 171 mature s&ngs. While only a number of the poets were his
contemporaries, all the poems reflect the fin de sidecle Romantic spirit.
In the songs, fourteen poets are represented by only one poem each.
Tnto this category fall men such asc Joseph von Eichendorff, who could
hardly be more surely immortalized than by Strauss's setting of Im
Abendrot, 0.0p.AV.150; Christian Morgenstern, who in a letter to
Strauss in 1895 wrotes, "Dass meine Gedichte im allgemein nicht
komponierbar sind, dazhte ich von vornherein"4 (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. Biirger (Muttertindelei, op.43 no.2).

Emanuel von Podmann, Friedrich Gottlieb Klopstock, Nicolaus Lenau
and Pedro Calderdn de la Barca each contributed two poems,

. Two of Strauss's counLemporarioss (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; Riickert and Uhland 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 wurks of the last
two poets are sprea§ from op.27 to op.56, that is from 1893/94 to 1906.

zIn his Richard Strauss, vol.3.

3Krause, Richard Strauss, p.39.

F. Grasberger, Der Strom der T&ne trug mich fort: Die Welt um Richard
Strauss in Briefen, p.92,

U S
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Strauss was thus much attracted by th: works of the early Cerman
Romantic poets su:h as Holderlin and Brentano, but his attention was

held chiefly Ly his contemporaries.

) 1.2.2 Organization of the songs

Apart from the Jugendlieder and a few other loose songs such as
Jas BHchlein (0.0p.AV.118) and Wir beiden wollen springen (o0.0p.AV.90),

all Strauss's songs are arranged in sets. A feature of these sets is
that only one, Krimerspiegel, op.66, was actually conreived as a song
¢ycle 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 ecreation ‘be explained.

In 1918 the publi:“ing firm Bote and Bock instigated a court action
against Strauss to ftrce 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 Kﬁnstlerscherz"s, composed this satirical song cycle to
fulfil the contract. The poems weve written by Alfred Kerr, the

literary critic of the Berlinmer Tageblatt.

Krimerspiegel was thus intended to fulfil a speciiic function fer a
specific occasiou.and it is not surprising that it has become dated
and is seldem performed. In general, however, "most of his songs were
boru as an offspring of the mood of the woment, oftan while he was
engaged upon the composition of lacge-scale works“.6 This icpetucsity
in the creation of the songs to sume extent nxplains why the songs
aprear to be so haphazardly compiléd.

Only three sets - opp.21, 22 and 71 ~ are actually supplied with

titles (Schlichte Weisen, Midchenblumen and Gesinge 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 vou 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

5Gras’berger. Der Strom der Tdne, p.336.

6Krause, Rirshard Strauss, p.264.,




written for sopranc or tenor {mo.1), seprano {(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 itse original form.

Strauss's song recitals with his wife also substantiate this point.

They for instance often performed Muttertindelei (op.43 no.2), Meinem

Kinde (o0p.37 no.3) and Wiegenlied (op.41 no.1) as a group called
"Songs of a Mbther".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 tiiat he either did not £ind 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
itgelf.

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 c2ts are more froely mixed as regards both poets

and content. Henckell's Ruhe, meine Seele!, Hart's Cicilie and Mackay's

Morgen! 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 poems from Letzte Blitter by Gilm

Op.17: Six Lieder Yy A. F. von Schack
Op.19: Six Lieder from Lotosblitter by A. F. von Schack

Op.21: Schlichte Weisen; five poems by F. Dahn

7Del Mar, Richard Strauss, vol.3, p.318.
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Op..1: Midchenblumen; four poems by F. Dahn

Op.26: 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. Riickert

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
no.3-4: Mackay

Opi31 »n.1-3: Busse

: 2437 Dehmel

0p.32 no.t, 3, 4: Henckell

no.2: Von Liliencron

no.5: from Des Kraben Wunderhorn

0p.35 no.t: Mackay
no.2: Von Bodmaon
no.3: attributed to Schiller
1.4t Goethe
Op.36 no.1: Klopstock
no.Z, 3: frem Des Knaben Wunderhorn

no.4: Rickert
Cp.37 no.1, 2: Von Liliencron
no.3: Falke
no.4: Dehmel
no.5: Von Bodwann
no.6: Lindner
0p.39 no.1, 3-5; Dehmel
no.2: Bierbaum
Op.41 no.1, 3: Dehmel
10.2: Mackay
no.4% Von Liliencron
no.5: Morgenstern
0p.43 no.1; Klopstock
no.2: Blrger
no.3: Uhland

s
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Op.44 no.t: Dehmel
no.2: Riickert

0p.48 no.1: Bierbaum
no.2-5: Henckell

Op.49 no.1, 3: Dehmel
no.2: Remerx
no.4: Henckell
no.5: Panizza

no.6: from Des Knaben Wunderhorn

no.7, 8: from Elsissische Volkslieder
Op.51 no.1: Uhland

} no.2: Heine

Op:56 no.1: Goethe
no.2: Henckell
no.3: Meyer

no.4, 5, 6: Heine

1.2 .3 Orchestration of the songs

As bas beeon mentioned, Strauss was attracted to thz combination of
voice and orchestra from the very beginning. It is therefore not
surprising that he orcnestrated the plano 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 orchectral accompaniments were termed Orchestergesinge

to distinguish them from the orchestiated versions of the songs with
piano accompaniments,

The Orchestergesdnge are contained in opp.33 (four songs), %44 (two

songs), 51 (two songs) and the two groups which fall sutside this study,

op.71 (three songs) and the Vier letzte Liedex.

The orchestrated versions of the songs were made during the years
specified in the following chronological list.
1897: o0p.27 no.2, Cécilie
op.27 no.4, Morgen!
op.32 no.3, Liebeshymnus
op.36 no.1, Das Rosenband
op.37 no.3, Meinem Kinde
1300: op.41 no.1, Wiegenlied

op.43 no.?, Muttertdndelei
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1906: op.56 nc.6, Die heiligen drei Kdnige 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

0op.56 no.5, Frithlingsfeier

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 Strdusslein binden

0p.68 no.3, SHusle, liebe Myrthe

op.68 no.4, Als mir dein Lied erklang

0p.68 no.5, Anor
1941: op.39 ne.3, Der Arbeitsmann
1943¢ 0p.37 no.2, Ich liebe dich

1¢48: op.27 no.1, Ruhe, meine Seele!

Stravds was one of a number of composers, nmotably Mahler, Reger and
Pfitzner, who at the turn of the century focussed their atuention on
the song with orchestral uccompaniment. This genre has an intefesting
history which two studies have attempted to trace.8 It is virtually
impossible to =agree with the superficial veasons propounded by Kravitt
for Strauss's composiiion of this type of work when he writes:
"apparently, the symphony concert hall for Strauss had proved an ideal
place to draw his publlc’s attention ot only to Pauline |his wife]
but also to his own neglected Lieder."9 Not only were the orchestrated
songs some of Strauss's most popular ones, but the majority were
orchestrated loug after his wife had retired from publiec singing.

Danuser, however, points out that "der Miedergang der Kouzertarie
als Kompositionsgattuag im Verlauf der erste Jahrzehnte des 19,

Jahrhunderts ... zeitlich ungef3hr mit dem Beginn der Klavierlied=

8Danuser, H. 'Der Orchestergesang des Fin de sitcle; eine historische
' und dstetische Skizze', in Die Musikforschung, vol.30 no.4,1977;
Kravitt, E. F. '"The Orchestral Lied: An Inquiry into its Style and
Unexpected Flowering around 1800', in The Music Review, vol.37
no,3, 1976. '

Kravitt, The Orchestral Lied, p.212,

9

I otors
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orchestrationen durch Berlioz in den dreissiger Jahren zusimmenfiel."

. 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
'repriasentative Gattung des musikalischen Fin de sikcle gelten, weil
er die intendierte und in den besten Werken realisierte Dialektik
von Monumentalitiit, von Husserer GrBsse und innere Nuancierung auf
besonders greifbare Weise austrﬁgt."11 Danuser further maintains %hat
Straugs created "Modelle fiir dem hymnischen bzw. den dramatischen

Typus des 0xchestergesangs"12 in his Hymnus, op.33 no.3, Notturno,

op.44 no.1, and Nichtlicher Gang, op.44 no.2.
The polemic surrounding the Orchestergesang as a genre is, however,

P pgripheral issue in the study of Strauss's songs. These Gesdnge
are therefore analysed as are the other songs. Orchestration is not
éonsidered, since this would then involve evaluating the pianc
accompaniments of the remaining songs: a matter which requires an

independent study of an aesthetic nature,

2,

10

oDanuser, Der (rchestergesang, p.432,

M ibid., p.431.

21014, , p.44s.




NRERIE K N T VR R YT

AERMERATINT

TEVTEATR Ay TR ATy THENERE 3 amey

AR NN

13

CHAPTER 2
* BACKGROUND TC THE ANALYSES

When making za 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 harmonic 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
isoiaﬁed are, firstly, to what extent the works may be regarded as tonal
and secondly, what constitutes the aesthetic idea) behind the process of
conposition., These two questions are closely related and both require

clarification before one can proceed to any actual analysis.

2.1 The problem of tonality

The prolslem of tonalicy, and more specifically that of maintaining the
dominating influence of a fundamental tone in a piece of music, is not
one which arcse 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 empleyed freely, it would result in the clouding of the original
tonic, To enable this tonic to te easily distinguishable, he made a

number of recommendatin:is, which were summerised by E. C. Verba as
follows:1 ‘
1. [The tonié] 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 shoula be avoided as much as
possible,

3. The movement away frem the principal toniec 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 maintaicing it for several measures.

5. c. Verba, 'Rameau's Views on Modulation and their Background
in French Theory', in Journal of the American Musicelogical

Society, vol.3t1 no.3, 1978, p.478.

At wa e e uE
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Verba continues by stating that

Through all of the above recommendations for the special
treatment of the original tonic, Rameau showy a clear
recognition of its supremacy in a cowposition. Vhile each

new key has a function within its domain which is totally
analogous to the original tomic, 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 musiec theory for
the last two centuries. The interesting question which ariges is why
it!should have been necessary at all to demand the suprazmacy of a
siégle tonic in a piece of music and how much of this insistence was
not 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 tonality as the all~important, directing force in musical structures.

All writers on music theory siace Fétis have attempted to define
this elusive phenomencn. 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 physiecal basis for tomality or not:

-~ either that tonality is a universal phenomenon;

- or that the term may be applied only to music based on the major—
minor systemn.

Apel supports the first point of view by defining tonality as "Loyalty

to a tonic, in the broadest sense of the word".3 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 musicael perception which finds its origin in

. ; : S
the organization of a tonul complex about a central point of emphasis.”

2Verba, Rameau's Views on Modulation, p.479.

SW. Apel, 'Tonality', in Harvard Dictionary of Music. 2nd editionm.

4W. E. Thomson, A Clarification of the Tomality Concept, p.205.

7 S s S 5 by
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Schoenberg, while refuting the idea of the universal existence of
tonality, defined the phenomenon broadly as 'a formal possibility that
emerges trowm 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 usdg in the course of a piece only those sounds (Klinge) and

successions of sounds, and t'.¢se only in a suitable arrangement, whose

relations to the fundameatal tone of the key, to the tonic of the
piece, can be grasped without difficulty."5
John Vincent has attempted to reconcile the prevailing two points of
view by distinguishing between tonality as manifested in plaiuchant,
Re&aissance polyphony, tge major-minor system, and %ts extension,
harmonic modal tomality. 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 conventiouns
relating all component tomnes to one of their number which is thus the
tonal center and ordinarily the final. The conventions may or may not
" have phyiical bases."7 Harmonic modal tonality is to him an extension
and adaptation of the procedures found in major-minor tonality, which
he defines a38

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) Cadential conventions:
(1) V-I and IV-V-I are the normal formulae.
(2) The major third of the V normally progresses up to the
tonic ...
(3) The seventh of the V has a normal resolution downwards
to the third of the tonic.
(4) The arrestirg 12 is normally used before the V in the
cadence, .
b) Restricted are the progressions II-I, V-IV, VI-V, and any
extended cmployment c¢f the secondery tyiads II, III, VI,
and VII®,
¢) The chromatic conventions require that each chromatic note
or chromatic chord 'lean on' and resolve to a note or triad
ogcurring normally within the scale, (This includes sccondary
V! chords which resolve to the triad whose root is a fifth

n

A, Schoenberg, Theory of Harmony, p.27.

J, Vincent, The Diatonic Modes in Modern Music. Revised edition.
Ibid., p.22.
Ibid., p.23.
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.

below the root of the secondary dominant, [)]

d) Modulation, an important Major-minor ie=source, is the
shifting to another key typically through the introduction
of the V/ of the new key.

R LN T

The use of harmonic modal tonality specifically includes those
, ) progressions restricted under (b) above, but, apart from this obvious
E » ; extension, its characteristics are largely the same as those of major-

minor tonality. -

A writer who has limited the definition cof tonality more severely,

is Jim Samson. He defines :he principle of tonality asg

the requirement that all the events in a musical group
(normally a complete work) should be co-orxdinated by, and
’ experienced in relation to,a central point of reference. ...
In its most fully realized form classical tonality may be
distinguished by its use of two modes only, each of them
transposable to any pitch level, and bty 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 toral-harmonic progressiom
T-V-I. However widely ranging the harmonic movement within
this fundamental progression, it takes plece against a :
Lackground of hiararchical relationships between diateaic
triads grouped around a toni¢ triad and between iucondary
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 motions. There
i1s, moreover, a close relationship between harmonic and
rhythmic organization and betwsen tonal and phrase structures,
the latter expressed Uthrough the cadcnce.

SHERR LA

No matter how widely ranging these various defintions appear to be,

-

; they fundamentally remain the same by emphasizing one basic tyuth:
that for tomality to be present in a musical composicion, the musical
materials must be structured hierarchically. It therefore follows that
where a clearly discernible hierarchical struﬁture 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 falsifiability in constructing theories (as expounded
amongst others by the philosopher Kaxl Popper) is not included in

standard defintions.10 Nowhere is this lack c. moticeable as in these

9J. Samson, Music in Transition, pp.2-3. .

1QE. Narmour, Beyond Schenkerism.
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attempts to define tonality. The only writer who ! < iwade zny atismpt

to determine under what conditions tonallty may be sail to be weakened

or negated, is Hindemith. He describead these conditions as usa2ing

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 p=riod of the strong-relationship intervals
of the fourth and fifth.

2. The melodic use of the interval of the tritome.

3. The use of broken chords of any recognized species except major and
minor.

4.;Chromatic prugressions - that is, several minor seconds in
‘uninterrupted succession, or so little separated that the feeling
of chromaticism persists.

5, Explicitly melodic treatment - that is, serious impairment of the
clarity and intelligibility of the succezsion by the presence of

subordinate tones such as passing tones, anticipations, etc.11

Mursell .as defined tomality as the "sysvtem of toral expectation"12
and it become. clear that Hindemith hases nis factors largely on the
fact that cacl: tone geaerates evpect..icos as to wheve it will lead.
This, of course, presupposas in turn zhat the listener's judgement
is based on the expectation of an hierzrchical structuring of musics
in other words, on tbe expectation of . topal experience.

Yasser states that “Atonalicy ... arTcars to be simply a negation
of whatever this latter notion [tonaliiy] affirms. Iuus, Atonality
negates any prineiple of gravitation c. the scale-tones toward some
uniting 'autocratic' center ... the division of all scale~tones inte
two different groups labeled diatzmic and chromatic ... [and] the
division of all harmonic cowbina*ions into coﬁsonances and dissonances."13
He adds,

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

1P. Hindemith, The Craft of Musical Compositimn, Book One. 4th edition,

1zJ. L. Mursell, The Psychology of Music, p.122.
13

J. Yasser, A Theory of Evolving Tonality. 1st reprinting. p.122.
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inspire certain doubts. ... it will be proper to assume the
beginning of the second half of the nineteenth centuty as the
approximative line of demarcation between Tonality and Atonality,
if they are regarded as fwo schematic evolutionary stages

. ; L0
of thas dialectic chain.

Hull writes that "the desire to elude a fixed tonality (key) is at

least as old as Mozart. The term [gtonalitil was first given to the
works of Arnold §ch6nberg.“15

There is>therefore obviously still a lack of clarity not only as to
what constitutes tonality and atonality, but also regarding the
applicaticn of these two terms. It appeai: that the confusion arises
in Late~Romancic 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.

Chrisman has summarized this problem as follows:16
The term "atonality" generally describes wmusic in which
Ytraditional" 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 ne longer related
to each other by functional connections as dafined 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 wajor 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. Thisz type of music lies
somewhere between the categories of tonality and atonality,
displaying some aspects of both classifications yet exeludiug
particular characteristics of each.

Although Chrisman is here referring more directly to the Lechniques
used by composers such as Bartok for tonicization, much of Strauss's
music also falls into a categery between tonality and atonaliiy. The
reasons for this will become more apparent as the study proceeds. For
the present, the futility of an harmonic aralysis based on traditional
harmonic functions and employing traditional procedures is easily
demonstrated by analysing a work which generates a tomal "feeling",

A short, typical example from Strauss's oeuvre, ig the opening bars of

Ruhe, meine Seelel, op.27 no.1, composed in 1893.

14

15

J. Yasser, A Theory of Evolving Torality, footnote, p.332.

A. E. Hull (ed.), 'Atonality', in A Dictionary of .Modern Music and
Musicians'

.

16R. A. Chrismar, A Theory of Axig-Tonality for Twentieth-Century

Music, p.1.
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Various analyses are possible. All are unsatisfactory, for either of two

reasons:

- If the chords are regarded as a1l belonging to one "extended" tonality,
a2 number of objections may be raised. Chief of these is that the tomic
chords to which the chords are to be related is not heard until bar 14
or else does not appear a. 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 upening two bars is the progression least successful in establishing
a tonel centre.

-~ Almost every chord progression is analysed as belonging to a different
ﬁey, 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, r.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,
all! the cliords are dissonant. Yet the degree of dissonance is relative:
there 1s no clear definition of which chords are the least dissonant,
such as one would be able to determine in "pure" tonal musie.

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" tomality, {hese terms are in any case
virtually inapplicable since any notation of amy degree of the scale
may be accepted as being "diatomic", i.e. as belonging to the key.

Thirdly, the scale~tonss 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 tie supposed tonic at all.

It appears that an analysis based solely on the coucept of tonality
will be one whick is inadequate, since in this extremely chromatic
idiom the choice of a tonal centre and the interpretaticn 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 tomal centre is no lenger arbitrary, and
tonality regains its basic attribute of an hierarchical structuring of
tones around a dominating cemtre. If this limitation of tonality is
accepted, the classification os almost all Late-Romantic music, and
¢certainly much of Strauss's, as tonal becomes invalid.

One of the most prominent features of Strauss's style has been
deseribed by Krause as the creation of "a multi-voice texture from the
melodic standpoint".17 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 zan in fact only
understand Strauss's style once one has recognized its affinity with
that of J. S. Bach.18 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."19

This emphasis on the contrapuntal zspects of composition is another
factor which often makes an harmonic anélysis based solely on the
vertical structures present inaccurate. There are many instances in which
voice parts are notated enharmonically, depending on voice-leading

considerations. A prominent example occurs in Notturno, op.44 no.l.

Notturno, bars 10-15
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"Correctness" of notation had little importance for Strauss. Thus - as

in the above example - there are many instances where the interpretation

17Krause, Richard Strauss, p.154.

8Huneker, Overtones, p.6.

19Krause, Richard Strauss, p.155. '
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of the cliord 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 harmomic.
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
concerns which need not influence an abstract analysis. As Schoenbergzo

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 constitutior of chords decisively
changed the iuntervals of the melodies and also resulted in richer
modulations; the rhythms and dynamics of the accompaniment, and
even of the mclody, 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 kackground, the action, the mood and the other features of
the drama, poem or story become incorporated as constituent

and {ormative factors in the musical structure. Tneir union
thereafter is inseparable, Neither the text nor the music

conveys its full significance if detached {rrm its companion ...

4s 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 famous, 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, but 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 frr
their programmatic importance eventnally lost this value to become

absorbed as part of his stylistic characteristics.

2

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

cadencasz1 and he named it a Tritonuskadenz. Tenschert explains the

technique by describing the chords involved as altered versions of the
dominant or subdominant, 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 te 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
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R. Tenschert, 'Die Kadenzlehandlung bei Richard Strauss', in Zeitschrift
filr Musikwissenschaft, vol.8 no.3, 1925/26, pp.161-182.
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In both cases, the use of the relzationship is transitory and serves to

TS B Ve RE TR

effect a modulation, in the first case from E to cf, and in the second
case from Ab 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

oy PRV AT

early example of this occurs in the opening and closing bars of
Ruhe, meine Seale!, 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 C,

. The reasom for this opposition of keys is to soms extent structural,
: but this is not the only resason 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

Zarathustra, op,30 (1896). Willi Schuh writes as follows about this work:22

Dass dem viel beredeten Schluss mit der nochmaligen Gegeniiber=
stellung beziehungsweise Uberlagerung der beiden das Werk
beherrschenden Tonarten H und C symbolische Bedeutung zukommt,
versteht sich von selbst. Weltanschauung konkretisiert sich im
musikalischen Beziigeu. Was Strauss beabsichtigte, war die
objektive Festst.llung und Anerkennung zwei.r das Schiksal

des Menschen besiimmenden Grundkrdite:

Natur und Mensch (Sehnsucht) erscheinen miteinander konfrontiert
.+, Das Dénken in Tonarten bestdtigt Strauss selbst, wenn er in
seinen Aufzeichnungen schreibt:

"Zarathustra' ist musikalisch genommen als Jechselspiel zwischen
den zwei entferntesten Tonarten (die sekunue) angelegt.

In Ruhe, meine Seele! the isolation of the poeti. idea as being the

conflict between Man and Nature alsg 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 thé song is discussed in Chapter 4.

A further prominent example of the same techniqu2 oceurs in Mein Auge,
op.37 no.4 (1896~98). This will also be discussed ia 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 discuszion, the fact which comes to the fore is that’
Strauss's use of his most characteristic harmonic tschnique did not

develop because of a purely musical stimulus, but bscause of the

22W. Schuh, Richard Strauss: Jugend und frithe Meist:vjahre. 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, tomality had virtually
ceased to be of structural or formalistic value. Yet, because this

music .s so predominantly consonant, ome 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 znalyse
the harmonie progressions. For clarity, the chords are identified where
necessatry as, for instance, C;I7, but this will not mean that the chorxd
has the function of the tonic chord in C, but only that the chord is
structured ag such.

As far as the figuring of the chords is concerned, figured-bass
symbols are avoided because they ave anachronistvic to music of this
period. The root position of a chord is indicated oalv by its symbol
(e.g. I or V7); first inversion by adding "b" (e.g. 1lb or V7b); second
inversion by adding "c¢" (e.g. Ic or V7c); third inversion by.adding
"a" (e.g. V7d), ete, Where chord meml -3 are chromatically altered, the
alteration is figured fr¢m the tonic of the key, not from the root of

the chord. Thus % consistently indicates the raised fourth degree in

tha key in all the follewing chords: %}7; Ey 3 VII . Tie symbol C:%%?b
' + 24

c‘.
woitld therefore mean that, the quartad F%~A~C—Eb 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
Melodik",23 Although Tenschert's article deals only with melodies taken
from the orchestral works and the operas, the conclusions which he

reaches and the classifications which he makes are squally 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 im the

3 In Zeitschrift fﬁr’Muﬁikwissen3chaft, vol.XVI, 1934,
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ingtrumental works, so too in the songs he was quick to exploit the
Eramatic impact which the use 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 soung the

compass of the entire song is covered in a one and a half octave drop
within two bars:

Zueignung, bars 25-26

Fal ol P
. S a— R s —
[N :
R o — A A  —
. 1 M ':.,[
brei~ ll’g, hei- lig aws Hevz  div  Saunk

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
myst 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.24

Don Juan, bars 43—101 after letter L

f ds jr =, . ) 1
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Die Nacht, bars 2-5
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s e e e ey et
%ﬁ:‘“%m- ;t;-{: ':} yh ',Y £+ ]5 Bl ;- i 4 I '1 "’ -3 .
¢ 4o teltt dlo Nacht, aus den Biu-mensdlelcitste Inl - 501

Aus dem Wal -

" The previously mentioned comparison by Huneker of Strauss's style to
that of J. 8. Bach is relevant not only with regard to Strauss'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.

24Richard 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 er eben mehr in seiner

instrumentalen Art schafien konnte".25 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

s e

clear stages of development, corresponding roughly to the composition of
the major orchestral works. Thus one f£inds that, although opp.10, 15 and
17 contain some of Strauss's best known and loveliest songs (such as

Zueignung, Nichts, Die Nacht and Allerseelen from op.10; Heimkehr from

op.15; Seitdem dein Aug' and &idndchen 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
26

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

[
sets, in which Barkarcle, op.17 no.6, which fluctuates between 8 and o,

RR S RN S OPRINERT T80T ST ot T r PRI S e W TS 2 Sty Bk g 5 P -

is an extoption.

) ' This superficial manifestation of a change in the melodic style of the
songs has deep roots, One of the most impdrtant occurrgnces was the
meeting, at this time, of Strauss with Alexander Ritter, who was an

; ‘ : _ enthusiastiz supnorter of Wagner, and who encouraged Strauss to adopt the
phuilosophy of "Musik als Ausdruck". The resultant change in Strauss's
entire appvoach to composition cen be seen in vhe type of work which he
now began to write. There were to be no more Clagsically influenced
string quartets, trios, symphonies or pieces for the piano. Instead, hig
output consisted almost entireiy of symphonic poems and SOngé until 1905.
: His initial step in the field of the symphonic poem, Don Juan, 0p.20,

; : was to he followed by Tod und Verkldrung, Macbeth, Till Rulengpiegels

3 : lustige Streiche, Also sprach Zarathustra, Don Quixcie, Ein 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 erpression 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.

25
z

M, Steinitzer, Richard Strauss, p.127.

erause, Richard Strauss, p.1536.
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The concern with the expressive properties of music was, in turnm,
, s 27
transferred to the songs, and Steinitzer comments

Wo Strauss starke Orchesterfarben zum Ausdruck der Situation
und Empfindung braucht, wendet er sie an, auch wenn die
Verstidndlichkeit 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, schon an sich selbst die Verstind=
lichkeit der melodischen Zeichnung schidigen. Auch manche
unsdnglichen Synkopen, kleine Notenwerte, wie Triolen mit einer
Silbe auf jeder Note, entspringen mehr der gewohnheitsmissig
instrumentalen Phantasie.

Strauss's melodies for voice dn indeed reflect a "gewohnheitsmisgig
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 veason for less consideration being
given to the straightforward understanding of the text was that the moxe
gsophisticated concept of expression of the poetic idea now became of
paramount importance in Strauss's works.

It has already bean mentioned that opp.19, 21 anc 22 mark éhe firsk
stage of development in the songs., In the works composed subsequently
one of th:z most important aspects of the melodic style changes: the
melody is mo longer intended to be abstract. Stvauss's entire style
becomes programmatic, with melody merely another manifestation of a
programmatic technique.

It is as a result of this use of melody chat Tenschert can, for inmstance,
classify the opening melndy of Don Juan as a "Bewegungstyp', compare it to

the main themes from Macbeth, Alsw sprach Zarathustra, Don Quixote,
28

Till Eulenspiegel and Salome and conclude that

All diesen Melodien ist die -~ graduell natiirlich verschieden
abgestufte - Ausserung von AktivitH#t und positiver Einstellung
gemeinsam, Die Verlaufstendenz der Melodien ist im wesentlichen
von unten nach oben gerichtet ... Es ist hier iiberall der Impuls
des Dramatikers spiirbar ... Die meisten dieser Themen bewegen
sich in einem ungewShnlich grossen Tonumfang. Schweifende
Motovik, hiufiges Ubergreifen aus einem Oktavraum in den anderen
erfordern die Inanspruchname breiten Bewegungsraums ...
Begreiflicherweise kniipfen sich viele dieser Themen an den
jeweiligen Helden der Tondichtung, charakterisieren den Don Juan,
den jugendlich feurigen Oktavian, den tragikomischen Abenteurer
Don Quixote, den lustigen Streichmacher Till Eulenmspiegel, die
Hauptfigur des 'Heldenlebens' und andere mehr,

27
28

Steinitzer, Richard Strauss, p.128.

Tenschert, Versuch einer Typologie, pp.282-285.
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This type of melody is not only to be found in the large orchestral

Wopks: Wozu noch, Midchen (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.

2
Don Juan, bars 1-2
2
-~
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Wozu! nock, Mddchen, bars 9-12
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The point which is of prime importance in the pres=ent study is whether
there is a common programmatic purpose behind the censcruction of the
melodies. In this regaid Krause states:‘g'

Strauss's melodies are not'music which is beautiful in itself.’
They grow from the psychological and musical 2xpressive
possibility of ihe 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 che 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 sisple, at times even obvious, and limited to the
accompaniment: the murmering of the waves and the whispering of the wind

in Wozu noch, Midchen (op.19 no.1); sleepiness and closing of the eyes in

Hoffen und wieder verzagen (op.19 no.5); and the scund of horns in Mein

Herz ist stumm (op.19 no.6) being ready examples.

29Krause, Richard Strauss, p.157.
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Wozli noch Midchen, bars 2124
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Hoffen und wieder verzagen, bars 136—171
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Slick as these programmatic techmiques may be, they are by no means
unique, being of the kind that would be erxpected in the works of any

Romantic composer. Far more interesting is the aspect which Krause

P

mentions briefly:30
. 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 ,.. Ope might here ... think in terms of basiz 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 onc work and another when
similar human emotiociis 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

B a2 o w

TG S R

e .

AR %0

: Wagner as far as his melodic construction is concerned, while the

: application of "basic motif associations" (in fact an important part of

5 his individual melodic style) has been ignored.

! It ie possible.to trace the application of the technique because of the
similarity of subject matter in many of the poems (see Chapter 1). Sinca
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 A. Thus

the. actual construction of the melodies will not be analysed, Tenschurt's

: work in this respect being considered definitive.

30 Krause, Richard Strauss, pp.153-154.
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CHAPTER 3

THE SONGS OF.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), Stdndchen (op.17 no.2), Wozu noch, Midchen, soll 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 meines Herzens Krdpvelein (op.21 mo.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 linz. The
harmonic tachniqués employed are characteristic of the Romantic style,
and there is little that marks these songs as heing 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 0p.15
In op.15 two sengs descvve attention: Lob des Leidens (no.3) and Aus den

Liedern der Trauer (vo.4).

i Lob des Leidens prescnts the germ of the later, typically Straussian

technique of tomal ambiguity. The key signature implies Dp ox bp 3 the
opening chord is Gb-Bb-Db, which might be intecpreted as belonging to

either key; and Lhe melody uses leaps which might also imply either key.

Lob des Leidens, bars i-8
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It is only-in bars 73~8 that an unambiguous cadence in Db is heard, but
movement to bp occurs again immediately after this. This duality is to a
large extent maintained until the closing section when bp finally
predominates, as éhe following scheme indicates:
Db 7bp 2(bi-vs +=6) — Dh(bar 8) - bp (bar 11) - €} (bar 15) = Bp(har 17) -
Fh(bar 19) = Dp(bar 23) - Bp(bar 29) - Dibar 35) =~ bp(bar 43)

ii Aus den Liedern der Trauer contains no polarity of keys, being tenally
centred in a. Its interest lies in the loose construction of the ppening
eleven bars, of which an analysis in a as only possible in retrespect.
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 axeluded.
However, the first cadence (in bars 7-8) establishes d, and this key

is confirmed in bars 9 and 10. It is ouly in bars 12-14 that a is

established.
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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 StZndchen
(no.2).

The fourth song, Aus den Liedern der Trauer, is an exception. Here the
firet hint at the opposition of keys lying a minor second apart to express
the confroutation of Man and Nature (as discussed in Chapter 2) is
encoviatered. In this case, Death (another guise of Nature), confronts

Man. The semitone juxtaposition occurs -between E and e} in bar 21,

Of importance is also the tritome relationship between Gb:VII and E:V7
in bar 18 ~ a relatiouship n~ru.1lly created by semitone juxtapesition
of kéys. The semitone relaticnsbip is here present between the roots of
Gb:VII7 and F:I, with E}V7 acting as an interpolation. Both shifts

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

Aus den L.edern der Trauer, bars 15-23
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3,1.3 0Op.19 and Op.22
The six songs comprising op.19 and Médchenblumen, op.22, contain no

innovations in the harmonic techniques employed. One could almost regard
these two sets as representative of a period of stagnation im Strauss's

development, since even the aspects previously discussed are not

encountered. The only point of interest is that Wozu noch, Midchen,

soll es frommen (op.19 no.!) ends on the dissonant 57 chord, symbolising
E

harmonically the question on which the song ends.

Wozu uoch, Midchen, soll es frommen, bars 322—38
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3.1.4 Op.21
The composition of op.19 and op.22 stretches ovar a poriod of three years,

from 1885 to 1888. During this time the symphonic poems Aus Italien,

Don Juan, Tod und Verkldrung 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 sougs 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 or the composition of Don Juam, he wrote

as follows to Hans von Biilow:

Ich habe mich von der Fmollsinfonie weg in einem allmﬁhligb
immer gr8sseren Widerspruch zwischen dem musikalisch-poetischen

1Quoted in Schul, Richard Strauss, pp.152-153.

B PR s
A AL S N i



LBTVNAE 2% SR SIRRAIAR o W YT ke @By 0 A5 vn b,

g, Heredy s s ©

S N - e s

WL

37

Inhalt, den ich mitteilen wollte und der uns von den Klassikern
iberkemmenen Form des dreiteiligen Somatensatzes befunden ,.. Was
nun bei Beethoven einem hSchsten, 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" (im
des Wortes -stremgster und niichternster Bedeutung) Inhalt

einfarh anzubequemen und einzuzwingen, oder schlimmer, die mit
e@inem ihr nicht entsprechenden Inhalte an- und auszufiillen war.-
Will man nun ein in Stimmung wnd konsequenten Aufbau einheitliches
Kunstwerk schaffen und soll dasselbz auf den Zuhdrer plastisch
einwirken, so muss das, was der Autor sagen wollte, auch
plastisch vor seinem geistigen Auge geschwebt haben. Dies ist nur
mbglich infolge der Befruchtung durch eine poetische Idee, mag
dieselbe nun als Programm dem Werke reigefiigt werden oder nicht.
Ich halte es nun doch fiir ein rein kiistlerisches Verfahren, sich
bei jedem neuen Vorwurfe auch eine dementsprechende Form zu
schaffen, die schdn abgeschlossen und vollkommen zu gestalten
allerdings sehr schwer, aber dafiir desto reizvoller ist., Ein
rein formales, Hanslick'sches Musizieren ist dabei allerdings
nicht mehr m8glich, nun wird es aber keine planlosen Floskeln,
bei denen Komponist und H8rer sich nichts denken knnen, und
keine Sinfonien (Brahms selbstverstindlich ausgenommen) mehr
geben, die mir immer nur den Eindruck eines riesigen, einem
Herkules angemessenen Gewandes machen, in dem ein diinner
Schneider sich elegant bewegen will.

Der geraue Ausdruck meines kiinstlerischen Denkens und Empfindens
und im 5til das selbstdndigste und zielbewusste Werk, das ich
bis jetzt gemacht habe, ist nun 'Macbeth'.

The clarjfication 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 bouud by the

ideals

of absoluce music. The advances whicli he had made during this

period are chiefly to be found in op.21, a set of five songs on poems

by Felix Dahn. In this set, the £ifth song, Die Frauen sind oft fromm

vnd 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 L takes place and the song ends with six bars of the tonic chord

in this key.
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Die Frauen sind oft fromm 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-IV in E. The melodic line, however, strongly
suggests A by using the tonality-defining I-V-I leaps in this 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. Therc are a number of cases of
its appearance, particularly in the works surrounding op.20, three

examples occurring in Wozu noch Midchen (op.19 no.!), Ach weh mir

ungliickhaftem Maonn (op.21 no.4) and Hohnblumen {0p.22 no.2).

i Don Juan, bars 1-5 after letter C
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ii Wozu noch Midchen, bars 25-28
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iv Mohnblumen, bars 1-4
Allegro glocesa,
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iii Ach weh mir ungliickhaftem Manu, bars 0-7
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Here the luckless man is using a tone of mockery to describe his dream
of being able to claim the womar that he loves. Since he has no money
vore than an idle wish.

-t
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 sete discussed in this
chapter that the choice of poems alters, there are certain key-werds
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,

f

N -

chords. Four such instances occur,
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i Nichts, op.10 no.2, bars 36-45 .
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i Nacht, op.10 no.3, bars 10-11
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iii Die Georgine, op.10 no.4, bars 264~28
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Note that the image here is conveyed entirely by the ascending melodic

line.
iv Barkarole, 9P+ 17 ne.b, bars 25-26
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This example is an exception. The image conveyed by both the melodic
line and the accompaniment is that of a flickering light ("flimmernde
Licht") [
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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.

.
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i Die Georgine, op.10 no.4, bars 49-—503
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ii Geduld, op.10 no.5, bars 98°-103
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iii Allerseelen, 2p.10 no.8, bars 113—13
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E This example is an exception, being neither approached by leap, nor
fellowed by a descending melodic line,
{ ‘ iv Winternacht, op.15 no.2, bhars 60—-631
' [/ T e S— o Loy ;
£ e e e e e, B e ; s
t ¥ T
1  bitht_ der Frih-liog der  Lie - - b .
! —_— by
2
e e S R 3 17X 8
.S'gl—-_:ﬁ:_:ﬁ:iw-—-; I et = et
==V YR I W T = Y |
s ? o P '.’,‘ﬁ‘r. == ,




P AT S L s TR

¥ ar e n ae mera A oo

[ESIS

N IR VS N o T TSRS TII, SP RET  n NEY  E TP SAn T

-
43
S 3_,.4
v Das Geheimnis, op.17 no.3, bars 247-26
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Other derivitives from Liebe, such as Liebste and liebend, receive the

same treatment.
vi, All mein Gedanken, op.21 no.1, bar 3
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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 =are 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 ouly 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-—273
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ii Seitdem dein Aug' in meines schaute, op.17 no.i, bars 3—-52
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iii Nur Mut!, op.17 no.5, bars 33-35

)
5
3
.
il
3
N - - 4 Y 3
i Ay bm " T ATY breit P tranguitlo_
: o ! -——&f' y o = =
. ; T ; —
| o glor - - pefch wuhdes  Jims - < mels Bl
i {ranguillo
: /R Dl y T T o e .
k : Hte s =
- b D T £ S < ot SOy 173 .
. t ? v =t
n (X V w o brett 'm:=_ P 'P »w r‘m
g\ . - 7 : :& P A£§ . "'...T. -
- P e e R e s e
) T oY Ee T &
; . .
: , v Die Frauen sind oft tromm und still, op.21 no0.5, bars 33-41%
1 - ——TEIIIT
, O o e - . i ——
e = P e e
. = ! & } SR S ]
§ , o mir ist, dia Fran -~ en hie und du  sehn noch den
: ' pi | ] : }
| ?f‘r‘ D s : e : R .§-
—""e‘q . .w i — f ) \\t
o P B rese | BT %N\ - - .
1 1 h
) Py =0 : e
3 < O F- I
-.M_‘E')' e 1 [ . . f:\_u
e = r e o Py ]
J Him . . . . gl of~  «fen.
/""'—_—_ Y ' g e e T T P T s e I
1 gl T Lo bt SHEEonit s 3 800 g -1 §’\fz .
;,."_;ﬁip_{..gm """::F*“‘":itz*p R e R S e e e R e e e SR L R
3 7 ! t r- ) T T 2]
) = e T LI . o rr e —T
B T ST o TR T = <0
e B B | e A 2 o —‘:-o--ﬂ-f-p-___-%»ﬁ“#»m i
(BEE=r -}f,*‘:‘n’.ﬁl;.ﬂfn—h@;?“’«:\f:ﬁfhl—!b l:,'.‘ii:{'::?ﬁ"‘* ';;'::Ft’““?“‘ = i
ﬁ' T 3] 4}:"?. <0 LANNE) ¥ T r r L) ¥ ¥ rl.
)




: 45

v In the symphonic poem Tod und Verkldrung, op.24, compwsed at the end
of this period (1888-89), the same technique is used to express the

associated ideas of heaven and transfiguration.

" 4
Ted und Verkldrung, bars 482 *-501
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CHAPTER 4

THE SONGS OP.26 TO OP.32

4,1 Harmeay

From 1888 to 1896 Strauss was engaged in the composition of several of
his major works, including Tod und Verklirung, Macbeth, his first opera,

Guntram, Till Bulenspiegels lustlpe Streiche and Also sprach Zarathustra,

and the influence of these works are clearly felt in the spirit of the

songs composed during this time.

4:1,1 Op.26
During the composition of Guntram (1888-1892) Btrausy wrote oﬁly\two
songs, Both are contained in op.26, which was written in 1891. The first

song, Friihlingsgedrirge, is entirely conveational in the harmonic

techniques employed and does mnot require detalled analysis. The second

seng, O wirst du mein!. on the contrary, is tomsiderably further

advanced than any of his works up to that time, Del Mar is of the
opinicn that it "might even be said to look ahead to early Schinberg
with its daring and unconventional harmonier. Although the music
corries a key signature of three sharps it can hardly be said to be in

"1

any key at all ...
The final c¢adence of this song contains a elearly notated ﬁ#/bb

polarity. Neither key is however firmly established in the song, and

at times one must be content to represent the bp level only by the mote

By. An attempt at a conventional harmonic analysis would probably

resuit in the claim that, since evory chord is definable within a key,

the music mwust 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 serias of aural impressions. The

argument against a tonal analysis is further strengthenad by examining

the intervals which comprise the melodic line. Strauss's melodies play

an extremely important role in the confirmation oxr establishment of

tonal centres, and in this case the melodic line is not directed

towards & tonal centre, but appears rather to arise out of the effects

of the chord successions.

1Del Mar, Richard Strauss, vol.3, pp.282-283.
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Because of these facts, one must acknowledge that, although thev
d sounds involved are mostly comsonant, tonality is not used as a structural
4 principle. This is true even if the ﬁ#.level is interpreted enharmonically
as g& (thus the submediant minor of bp). At most two loose tonal
(- : : structures may be detected: the first around bb and the second around
' ﬁ&. The following extract, which indicates the two tonal levels,

5 : illustrates these points

. 0 wdrst du mein!, bars 16-43
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This is one of the songs

the comments by Chrisman

structured non-tonally, with the avcidance 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

which falls between tonality and atonality (see

on p.18). It could be described as being

woman who does not return his love.

Four songs are contained in op.27. Of these, the first, Ruhe, meine

Seelel, is the one which displays the continuing development of Strauss's

4.1.2 0p.27

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 ¢limax of the song, on the word "Not" in
bar 30. All the other chords are guartads.

The regson 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 ve.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 uﬁ throughout
the song. The use of consonance and dissonance is thus expressive of }
the ﬁext, with dissonance “ncreasing towards the climax and thereafter
decﬁeasing until consonance is reached in the last two bars.

Tha firs. four bars contain a restless shifting between four
différent 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 hars 2-3 each part moves in shifts of a semitone. This
shifcing is repeated over a tonic pedal in bars 38%-41 to set the phrase
"was dich Uedroht', thereby comsolidating the underlying mood of the
song. There is unlikelv to be rest for the poet’s scul.,

Ruhe, meine Seele!, bars 1-61
4 Langsam
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In comparison to these opening bars, bars 4°-13 ccntain less temsion.

Although the sonorities are all quartads, each one is resolved quite

conventionally. This corresponds directly to the restfulness created by

3

the first stanza of the poem.

: Nicht ein Liftzhen regt sich leise, Not a breeze is stirring,

: sanft entschlummert ruht der Hain; the wood slumbers softly;
durch der Bldtter dunkle Hiille through the dark veil of leaves
stiehlt sich lichter Sonnenschein. iight sunshine is stealing.

This idyllic sceme is shattered by the main body of the poem (bars 14-39):
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Ruhell ruhell [leine Seellel] Restl] rest [ soull

[Jeine Sturlle [inllen [ilTT] lour storlls rallel] il 1T]

hast [letollt unl] hast [ellittertl] llou halle throlllel] an'] trellllel]
[Jie [ie Bran'unll] [t.lin sie schllilltl! [Jike the rallinl] surll.

Diese lleiten sinl] [lellal till] These are troul llel] tilles]
Urinllen Herl. unl] Hirn in [ot [J Histurllin'] heart anl! [inl] [J
Ruhel! ruhell [leine Seellel] Restl] rest [[] soul!

unl! [lerlliss [las [lich [ellrohtl! anl] [orllet [hat threatens [ou.

In this sectionl! tod! [ainllll [luartalls are ellllollel]. The [Jilllerence in
treatllent to the Uirst thirteen larsll hollellerl] is larkell. [hereas the
olerllin] section containell conllentionall resollutions [lasell on the circlle
ol Uillthsl] the treatllent here is [lar [lreer. The [lissonant sellenth in
each.lluartall is resolllel] either [l stell]l or is susllenllel! to [lecolle
consonant in the [lolllollinl] chorll] [hille the other llarts [lolle [lreelll]
Hostlll] in conllunct [lotion. The treatllent oll the sellenths is inllicatel]

in the [lo[ ol linl] elltract.




































































































































