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ABSTRACT

Four major compositions, written by Richard Strauss between 1940-1948, are
illustrative of the composer’s conservative use of harmony and tonality. Each
work exemplifies a different genre: an opera scene, a programmatic orchestral
work, a concerto, and four lieder,

The forms and tonal organization in each representutive work are
traditional. Those forms used are sonata, ternary, a seven-part rondo and, a
loosely structured sectional form. They are presented in the final chapter from
the most structured form, the concerto, down w the least structured, the opera
scene.

The harmonies incorporated within each work are conservative in character.
The generic categories of sonority types are triads, seventh chords, ninths,
elevenths and thirteenth chords. The three overwhelming common  chords  are
major triads, minor wriads and major-minor seventh chords. Almost 87% are these
three types.

There are many similarities in root movement to those used in music from
the common practice period: up a fourth, up a second, down a third, and up a
fifth. However, two non-traditional types are used to some extent. These are
down a second and up a third.

Modulation types vary and are dependent upon the nature of the work: the

chromatic types are associated with chromatic music (Metamorphosen) just as non-

chromatic types are common in more traditionally suuctured music  (Qboe
Concerto).
It is the analysis of thesce specific elements that help shed light upon the

later harmonic style of Richard Strauss.
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CHAPTER I

INTRODUCTION

Richard Swurauss (1864-1949) is best known as a composer of orchestral
tone poems, ()pél'us and songs. There are various analyses available on many of
the earlier works (Jefferson, 1963, 1972]; Mann, 19642; Murphy, 1963, l&)h‘:i:‘;
Petersen, 19774; Phipps, 19865). However, there are few available that elaboraw
on works written later in the composer’s life (Colson, 19746; Surickert, 19757).
The author feels that the later works are significant and are at least of equal

value to the earlier compositions. The author has chosen four key works from

Strauss’s later life to help fill this void.

The purpose of the study. The purpose of this dissertation is to present a

detailed harmonic and tonal analysis of selected works by Swrauss firom the years

1940 to 1948. These works are:

IThe Operas of Richard Strauss in Britain 1910-1963. London: Putnam and
Company, Ltd., 1963. The Lieder of Richard Strauss. New York: Pracger, 1972,

2Richard Strauss: A Critical Study ol the  Qperas. London: Cassell and
Company, Lid., 1964,

JHurm()nv and Tonality in_the Large Works of Suauss. Ph.D., dissertation,

Indiana University, 1963. "Tonal Organization in Five Strauss Tone Poems."
Music Review 44:3/4, (1983): 223-233.
4'I‘un und Wort: The Lieder of Richard Surauss. Ph.D., dissertation, New

York University, 1977,

5"Logic of Tonality in Strauss’s Don Quixote: A Schoenbergian Evaluation."
19th Century Music, Sept. 1986, p. 189-205.

6"1"0u1' Last Songs by Richard Strauss." D.M.A., Composition, University of

Illinois, 1975.

TnRichard Suauss’  "Vier Letzte  Lieder: An  Anualytical Study.” Ph.D.,
dissertation, Washington University, 1975,
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Final Scene from Capriccio, Op. 85 (1940-1941)
Metamorphosen (1945)
Oboe Concerto (1945)
Four Last Songs (1948)

Methods of Analysis

General

The works listed above have been analyzed for formal structure, tonal
relationships, sonority types, root movement, representative harmonic progressions,
and modulation types.

The methods of analysis are derived from those used by Edward Murphy

in his Harmony and Tonality in the Large Works of Strauss.8

Form and Tonal Relationships

A series of charts are included that show the formal structure, including
tonalities and, in some instances, a brief summary of the dramatic action.

Important tonalities are marked by the sign, >, on formal charts. These
significant keys are determined by their location and placement in relationship to
the large formal structure. Normally, these keys are longer in duration than

other tonalities within the same formal section.

Sonority Types

The rhythmic duration of each sonority type is tabulated by frequency of
occurrence by means of relative percentages in relationship to the entire work.
In addition, all occurrences of the various sonorities in the four works have been
counted and are also listed in order of frequency of occurrence. Musical

examples have been included to show representative sonorities.

8Edward W. Murphy, Harmony and Tonality in the Large Works of Strauss.
Ph. D., dissertation, Indiana University, 1963.
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Each beat of duration possesses a numerical equivalent for common and
compound meters. All common and compound meters contained are listed in Table
1 along with notation values and related beats of duration. Any combination
thereof in notation values will result in a combination of beat duration. Separate
tables showing common and compound meters are included. The 6/8 meter always
represents a fast tempo having a duple feeling; however, -each eighth-note is
calculated separately. The compound meter, 6/8, appears only in the Coda of the
Oboe Concerto, and is divided into six eighth-notes per bar. Therefore, each
separate eighth-note is one-sixth, or more precisely, 0.33...%. For practical
purposes, the percentage is rounded off to the hundredth place when applicable.
Table 1 lists the numerical equivalents of rhythmic duration for common and

compound meters,
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TABLE 1. Numerical Equivalents of
Rhythmic Duration for Common and Compound Meter

Meter Notation Beats
4/4, 3/4 o 4.0
2.4, 6/4
o. 3.0
d 2.0
o 1.0
" 75
g 50
o 25
6/8 d. 6.0
o d 5.0
N’
d & 4.0
~——
o 3.0
© 2.0
@D 1.0
J 50

Root Movement and Representative Harmonic Progressions
Root movement has been tabulated according to intervals, shown in Table
2, and is listed by frequency of occurrence. Representative root movements have

been illustrated with musical examples.
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EXAMPLE 4. The Six-Four Chord on the
Subdominant in the Progression 1-1V6/4-1.
Finally, the bass note is also considered to be the root of those six-four
chords that last longer than a total of two beats, since in the opinion of this

writer, they have a tendency to sound like cadential 6 4 chords.

The _Supertonic Seventh Chord. In the progression 16,/5-1 (o6 5- the root of
the supertonic seventh chord is the subdominant note or the third of the chord.
In the progression ii6/5-V  (iio6.5-1) the root of the supertonic seventh chord,

. . ¢
the supertoniv note, is the root”.

The Diminished Seventh Chord.  The diminished seventh chord is the top four

notes of the minor dominant ninth and is often used as a dominant substitute.
For this reason, the omitted dominant scale degree is considered the root of the

chord.

The Diminished Leading Tone Triad. In the same way, the dominant scale degree

is considered as the root of a diminished leading tone wriad.

IMatthew Shirlaw. The Theory of Harmony, 2d ed. reprint, (DeKalb: Dr.
Birchard Coar, 1955), p. 193.
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The Hall-diminished _Seventh Chord. Dominant function half-diminished seventh

chords are also considered as incomplete dominant ninth chords.  Therefore, the

dominant scale step is considered to be the root of the chord.

Augmented-Sixth Chords. Since the German-sixth (hereafter abbreviated GW) is
essentially a iv6/5 chord with the fourth scale step raised, this fourth scale step
is considered to be the ‘root of the chord. The same principal applies to the
Italian-sixth (1t.§) as a iv6 chord with the raised fourth.

The French-sixth (F& is essentially a ii¢4/3 in a minor tonality with a

raised third. Thus, the supertonic note is considered to be the root of the chord.

Modulation Types
The various means of modulation, shown in Table 3, have been listed

according to type and also ranked according to frequency of oceurrence.

TABLE 3. Modulation Types

Diatonic Pivot Chord
Linear Motion
Chromatic Pivot Chord
Third Relation
Enharmonic Mm Seventh Chord
Enharmonic Diminished Seventh Chord
Pivot Note
Deceptive Cadence

A working definition of each one follows:

Diatonic _Pivot _Chord - A chord that is diatonic in both keys.

Usually the pivot occurs before the new dominant; however, it may

appear two chords prior to the new dominant.



Chromatic_Pivot _Chord - A chord that is chromatic in either the old

key, new key, or both keys. The chord may be chromatic in one key

and diatonic in the other,

Third Relation - Modulation between two adjacent major quality

chords whose roots are a third apart. = This may occur between two
major triads, two Mm7 chords, two MmM9 chords, or any combination
thereof. This type of modualtion is very audible and often takes

precedence when labeling modulation types.

Enharmonic Mm7 - Used as a pivot chord, the Mm7 functions as a V7

that becomes a G or a GY§ that becomes a V7. This type of

modulation will connect two keys that are a half-step apart.

Enharmonic  Diminished-Seventh  Chord - A diminished-seventh chord

that is respelled in the new key as a leading tone seventh.

Pivot Note - A note in a chord in the old key that becomes a chord

tone in the new key.

Deceptive Cadence - There is a deceptive cadence in the old key

where the submediant becomes the tonic in the new key.

Linear Motion - Modulation that can be explained by none of the
above (i.e., diatonic. pivet, chromatic pivot, etc.). Normally, at least
two voices of a chord in the previous key move in a stepwise

direction to tones of a chord in the new key.
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Abbreviations and Symbols

Table 4 shows abbreviations and symbols used in identifying sonority

types, selected chromatic functions and other analytical terms.

TABLE 4. List of Abbreviativns and Symbols

Sonority Types Abbreviation

Major Triad M
Minor Triad m
Diminished Triad 0
Augmented Triad +
Major-Miner Seventh Mm
Minor-minor Seventh mm
Major-Major Seventh MM
Fully-diminished Seventh o7
Half-diminished Seventh : ¢7
Augmented-Major Seventh +M
Augmented-minor Seventh +m
Major-minor Major Ninth MmM
Major-minor-minor Ninth Mmm
Major-Major-Major Ninth MMM
Major-minor-Major-Perfect Eleventh MmMp
Incomplete Major-minor-Major-Perfect Eleventh ()mMp
Incomplete Major-minor-Major-Perfect-Major Thirteenth OmMpM
Chromatic Chords
German-Sixth Chord G§
Italian-Sixth Chord It§

- French-Sixth Chord Fg§

Other

Perfect Authentic Cadence - PAC



CHAPTER 11

LAST SCENE FROM CAPRICCIO

Strauss’s last opera, Capriccio (Oertel, 1942), was completed in Garmisch on
August. 3, 1941, and subtitled "Ein Konversationnstlick flr Musik" ("A Conversation
Piece for DMusic"). The opera received its  first performance at the National
Theater in Munich on October 28, 1942 under l‘he direction of Clemens Krauss, It
is based on the relationship of words and music. The Last Scene utilizes three
types of vocal style, These styles - aria-like, secco recitative and accompanied
recitative (not used in the traditional manner) - are not unique to Capriccio but
were used in two earlier operas. Concerning the first act of Ariadne and
Intermezzo, Strauss said,

It was the first act of Ariadne that 1 first used with full assurance, in

the alternation between ordinary prose, recitative secco, and recitative

accompagnato, Lhe‘voc;(xl style which T have now in Intermezzo, carried

w its logical conclusmn.1 )

In the final scene, almost all of the text is prose, either in "recitative sceco" or
"accompagnato” style.  The exception o this is the sections involving the Sonnet

which are aria-like in style,

Form and Tonal Relationships

Form
Formal structure, tonalitics (including regions which are contained within

parentheses), und dramatic action is shown in Table 5.

1ONormun DelMar.  Richard Strauss: A Critical Commentary on His Life _and
Works, 3 vols., (Philadelphia: Chilton Book Company, 1969), vol. 2, p. 261,




TABLE 5. Formal Structure of the Last Scene of Capriccio.

[Recitative] 70-131

{intro) 1-69
11 1-26 (2) 26-43 (31 43-62 (4) 62-69 (1+70-90
Orchestral Orchestral Orchestral Orchestral th 70-75 t2) 75-90 {31 91-109 147 109-131
Where's Describes y Countess has w give the
ray Brother? her brother EJ:’:pﬁ ;slsel:-n 4 Opera’s end w Flamand/Clivier
> Ab: Db:11 >A: G: ZA: >D: = A: ~ Eb: > f&:
bb:5 Eb:134 g":32 A 44 > A4 b:784 D:10: G:1114
E:6 >Ab:18 E:34 FCe1:50 > A:81 c: 106 g:114
eb:10 A :24 #:364 LA 57 D :843 f#:107 > Eb:116
G :41 (B):59 c#:87 PAC-109 (i F:118
PAC-26 (A) > A 613 B:119
PAC-29 (A) F#:130
PAC-43 (G} PAC-62 (A)
PAC-113 (G}
‘Sonnet] 132-175 {Recitative)] 176-200 {Sonnet] 200-236
-Introt 132-137 (1) 137-156 (2)157-175 {Intro} 200-205 (31 206-219 (41 220-236
3.4 meter 4 4 meter 3/4 meter )
Orchestral Lines 1-4 Lines 5-8 Orchestral Lines 9-11 Lines 12-14
> Fa >Fe > Fe >d: Eb:192  SiFe: - Fa: Ce:220
Ce:1523 rC:182 >rD:196 > F#:235
" “-A :187
PAC-156 (C"
"Recitative} 237-443
Intro) 237-245 (1) 245-252 (2) 253-264 (3) 265-279 (4) 280-295 (5) 296-313 (6) 314-331
Orchestral To_rn b,e;lween' d Desc.ribes each’s Wha;’eaayso Lowl:om do! Can't avoid Aren’t we all
Oliver/Flamman qualities your heart? ve? choosing a love  losers in love?
> B: > Fa#: >F: > Db: > Db: > Db: > -Eb:
d#:244 d#:248 E :261 c:270 db:297 ~C:319
> F#:245 rA :249 D :262 >Db:276 ¢:307 ¢:323
“F :252 d:263 . 2> Eb:329

6¢



TABLE 5. Formal Structure of the Last Scene of Capriccio. (continued)

171 332-342

2> Eb:
f:335
f#:338

(R+ 343-367

Torn_between
the two loves

eb:
>Db:347

(9) 368-443 Final Dialogue
(1) Intro 368-399

Orchestral

> Db:
eb:386
> Db:391

(2) 400-4283
Countess looks
in mirror for
her answer

> Db:

(3) 428-441

Supper is ready

The answer is
never known

> Db:
bb:436
> Db:438

[Codal 443-459

> Db:

0¢€
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The Last Scene is comprised of five large sections. They are an orchestral
Introduction of substantial length, the initial Recitative, the Sonnetll, the final
Recitative and a short Coda. The dramatic action brought about by the text is
responsible for the scene’s less structured form than the other three works in
this study. Each subsection in the 69 bqr Introduction closes with a PAC.
Smaller sections in the Recitatives result from either a change in mood (text), a
change in tonality (either at a double-bar or not) or is completely different in
all musical elements. The appearance of the Sonnet is purely dramatical. While
the Countess deliberates in order to find an answer w her dilemma, she picks up
Flamand’s manuscript from the spinnet and sings it with her own accompaniment
on the harp. The Sonnet is the only portion in the scene that is in 3/4 meter.
It is a poem that is usually fourteen lines in length that is typically in rhymed
iambic pentumeter, The rhythm of an iambic pentameter is shown below in

Example 5. 12

Heppe Sonnet is by Pierre Ronsard [Oeuvres completes de Ronsard (Texte de
1578 publie avec complements, tables et glossaire par Hugues Vaganay). Tome
deuxieme: Les Amours. Paris, 1923, p. 402].

2for a detailed analysis of the Sonnet’s rhythmic qualities in relation to
musical phrasing, see "The Sonnet in Richard Strauss’s Opera “Capriccio’s A Study
in the Relation Between the Metre and the Musical Phrase" by Roland Tenschert,
Tempo, 47, (Spring, 1958), pp. 7-11.



V e Ve U = U = U -
Kein And-res, das mir so im Her-zen loht,

0 = VU = J = u - y —
nein, Schl-ne, nichts auf die-ser gan-zen Er-de,
V = = U = U= Y
kein And-res, das ich so wie dich be-gehr-te,

AR N et v
und kim’ von Ve-nus mir ¢in An-ge-bot.

efe.

Dein Au-ge beut mir himm-lisch-sttsse Not,
und wenn ein Aul-schlag al-le Qual ver-mehr-te,
ein and-rer Won-ne mir und Lust ge-wihr-te,

zwei Schll-ge sind dann Le-ben o-der Tod.

Und Trllg ichs finf-mal hun-dert-tau-send Jah-re,
er-hiel-te au-sser dir, du Wun-der-bar-re,

kein and-res We-sen tber mich Ge-walt,

Durch neu-e A-dern msst mein Blut ich gie-ssen,
in mei-nen, voll von dir zum Uber-flie-ssen,

fiind neu-e Lie-be we-der Raum noch Halt,

: 32

VU = V=V =y = U e
Your im-age in my ar-dent bo-som glows

U =~ VU e U = U =~ v =
En-lhrun-cd. there w keep my heart on live,

g -y - J — U - U
where you re-side, there dwells my sole de-sire

J - V) - v - [V [ .
In vain would Ve-nus bee-kon if she chose,

What joy, what pain your gen-tle eye be-stows,
In-deed, one gaze can wild de-spair in-spire,
the next re-store my lond-est hope en-tire,

your glan-ces deal me life or mor-tal blow.

Where yet my days pro-longed be-yond all mea-sure,
no other be-ings fav-our would 1 trea-sure,

no oth-er pas-sion can com-pel my heart,

all through the wak-ing hours my thoughts en-fold you,
all night my slum-bering eyes in dreams be-hold you,

thus shall it be till from this carth 1 part.

EXAMPLE 5. Rhythm of lambic Pentameter of the Sonnet
in the Last Scene of Capriccio.
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The last scene contains numerous short themes that were introduced
earlier in the opera. All of them undergo transformation and, at times, some
combine with others to create a longer melodic line. As Del Mar states,
referring Lo the initial introduction of thematic material:

The opening sentence contains all the ‘basic material consisting of a

group of phrases which are so homogeneous iPS character that they

flow in and out of each other with the utmost ease...
Example 6 illustrates thematic material used in the final scene and is labeled
accordingly to its association with a character or an emotion. They are not
identified on Table 5 since there is so much intermingling that labeling each

theme would clutter the chart.

13Norman Del Mar, Richard Strauss: A Critical Commentary on His Life ang
Works, 3 vols., (London: Barrie & Jenkins, 1972), vol. 3, p. 197.
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The Introduction’s theme begins in Ab:14, a tonality that also introduced this
same theme earlier in the opera. This tonality moves up by half-step to A: in
the later half of the first section (bars 23-24) and remains for the most part in
this key up through bar 69. The key of A: then becomes the dominant of D:
which begins the initial Recitative in bar 70. The Sonrjet (bar 132) is a major
third higher than the previous primary key of D: although not occurring
successively.  Both sections of the Sonnet (bars 132-175 and 200-236) are in a
binary tonal scheme (F#:.-C#:-F#:). The fourteen bar interjection of recitative
returns to D: momentarily, first in rﬁinor and eventually concluding in the major.
The second verse of the Sonnet (bars 200-236) again returns to F#. The final
Recitative (bar 237), begins in B: a perfect fourth higher than the Sonnet’s key.
After some 30 or so bars of moving through other tonalities, the primary key of
Db: (bar 265) is prominent for the remainder of this scene that becomes the
principal tonality.
Table 7 lists all tonalities and regions in frequency of occurrence by total

number of beats and percentage.

14Major keys are indicated by upper case letters while minor keys are
distinguished by a lower case letter, Each key is followed by a colon ()
specifically distinguishing it as a key area.
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TABLE 7. Tonalities and Regions Listed
In Frequency of Occurrence by Total Number of
Beats and Percentage for Capriccio, Last Scene

Total Number

Tonality of Beats Percent
Db 547.0 31.1%
A 210.5 11.9%
I"# 197.5 11.2%
Eb . 129.5 7.4%
D : 73.0 ' 4,2%
c 69.0 3.9%
C 53.0 3.0%
C# 49.0 2.8%
F 45.5 2.6%
B 44.5 2.5%
f# 44.0 2.5%
eb 41.0 2.3%
Ab 38.0 2.2%
E 33.0 1.9%
d 28.0 1.6%

(B) 24.0 1.4%
G 20.5 1.2%
bb 19.0 1.1%
c# 16.0 1.0%
d 16.0 1.0%
b 15.0 0.9%
f 14.0 0.8%
d# 10.0 0.6%
g 8.0 0.5%
g 7.5 0.4%

(C#) 4.5 0.3%

The principal tonality, Db:, occurs a total of 547 beats or 31.1%. This
takes up almost one-third of the scene. The second most common key, A:, is a
third related key w Db:. This key totals 12.0% or 336.5 beats less than the
principal tonality. The frequency of this tonality is slightly more than that for
the key of the Sonnet, F#:, which is in an enharmonic major subdominant
relationship to the principal key of the scene, Db:. The key in fourth position
is Eb: (7.4%). In the following section, the frequency of'. this key is associated
with a particular theme. Even though the scene begins in Ab:, the total use of

this key is nil at 2.2%. The Neapolitan key oceurs more often at 4.2% than the
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dominant. The preference of major keys is shown by the first five tonalities on
Table 6, that total 65.8%.  Also, total major keys comprise 1,469.5 beats or
83.6%, while minor keys total 287.5 beats or 16.4%.

A summary of principal tonalities in the five larger divisions are illustrated
in Table 8. The brackets to the right indicate those tonalities that occur again

later in the scene.

TABLE 8. Summary of Principal Tonalities
in Relation to the Larger Formal Divisions for Capriccio, Last Scene

1. Introduction Ab
A

. Recitative D
A
Eb
f# —
Eb

IlI. ~ Sonnet F# +
Binary C# —
F#

Recitative d
D -

L Sonnet F#
' Binary C# -
¥

V. Recitative B
I'#
F
Dh
Eb —2
Db

V. Coda . Db

Certain primary tonalities in Table 8 recur later in parallel formal sections, For
example, the first Recitative begins in D: that also appears in the Recitative that

divides the Sonnet. However, this key does not appear in the final Recitative.
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There is no parallel useage of the primary key (Db:) as it is chal'ucleristic_only
to the last Recitative and the Coda. A brief example of recurring keys occurs
in each section of the Sonnet. Here cach section is in a binary structure.

Table 9 shows the principal tonality for each large formal section. Its
harmonic relationship to Db: is indicated by a roman numeral. With the
exception of the opening dominant and the co_ncluding tonic keys, the rest of the
scene is in the subdorrllinum, area. As a vresult of this emphasis on the
subdominant, the scene can be considered as one large plagal cadence.

TABLE 9. Summary of Principal Tonulities
in each Large Formal Division and Its
Harmonic Relationship w the Principal Tonality of Db:
for Capriccio. Last Scene
Intro Recit Sonnet Recit Sonnet Recit Coda
Ab D F# d/D F# Db Db

\% N A% n/N v } I
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Sonority Types

The various sonority types are listed in Table 10 by the total number of

beats and by percentage of total beats. The bottom of this table lists the

sonorities by generic category (triads, sevenths, etc.).

TABLE 10. Sonorities Listed by the Total Number
of Beats and Percent of Total Beats for Capriccio, Last Scene

Total Number

Percent of

Sonority of Beats Total Beats
Triads

M 810.75 46.1%

m 255.50 14.5%

o 1.50 0.1%
Seventh Chords

Mm 385.00 21.9%

mm 88.00 5.0%

07 78.00 4.4%

$7 44.00 2.5%

MM 26.00 1.5%
Ninth Chords

MmM 30.50 1.7%

Mmm 18.00 1.0%

MMM 1.00 0.1%
Eleventh Chords

(mMp 5.00 0.3%
Rests 13.75 0.8%
Total Triads 1,067.75 60.7%
Total Seventh Chords 621.00 35.3%
Total Ninth Chords 49.50 2.8%
Total Elventh Chords 5.00 0.3%
Total Rests 13.75 0.8%
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Three basic chords, the major triad (46.1%), the major-minor se\{enth
(21.9%) and the minor triad (14.5%) total to over three-fourths of all sonority
types. On the other hand, one staple of the 19th c¢entury, the fully-diminished
seventh chord, is used here sparingly (4.4%). Even more notable, since Strauss
was an ardent admirer of Wagner, is the low percentage of the Wagner favorite,
the half-diminished seventh chord (2.5%).  The augmented wriad, another
Wagnerian sonority, is conspiculous by its absence.

Chords beyond the seventh hardly occur at all, even the majér dominant
ninth chord (1.7%). It is almost as if Strauss was purposely drawing his sonority
vocabulary from the very early days of the 19th century and was making a
determined effort to avoid those chords beyond the seventh.

The major triad occurs for a total of 810.75 beats or 46.1% of the total
number of beats. In Example 6, eleven of the twelve bars are comprised of just
three different major chords. All three are constructed on the strongest tonal
scale degrees, the tonic, dominant and subdominant. The tonic chord prevails

for eight of the twelve bars.
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ot Movement and Representative Harmonic Progressions

In Table 11, root movement is ranked 'by interval direction, the total
number of times they occur and by percentage of all root movement types. They
are listed in descending order by frequency of occurrence.

TABLE 11. Root Movement Listed by Interval Direction, Total

Number of Times They Occur and By Percentage of All Root Movement Types for
Capriccio, Final Scene

Root Movement Amount Percent

Up a perfect fourth 130 28.4%
Up a second 70 15.3%
Down a second ' 70 156.3%
Up a perfect fifth 50 10.9%
Down a third 48 10.5%
Up a third 44 9.6%
No intervallic movement 33 7.2%
Up or down a tritone 13 : 2.8%

The high frequency of certain traditional sonorities, such as the major
triad, the Mm7 sonority and the minor triad, might be expected to also produce
traditional root movement. With the exception of down a major or minor second

(15.3%), the root movement is indeed looking back to an earlier day. 15

15Rameau states that the progression of chord should move by the best
consonant intervals from the senarip (1:3:5). It is the descending fifth (or
ascending fourth) which best suits the progression of the bass. But, as the fifth
is composed of two descending thirds, the bass may proceed by this interval also.

This is illustrated by Allen 1. McHose in his analysis of over five thousand
successive chord progressions from complete compositions of Bach, Handel,
Graun, and Telemann. He found that the root movements were as follows:

Interval Frequency of Useage
Fifth 58%

Second 23%

Third 10%

Prime (repeated root) 9%

Allen 1. McHose, Basic Principles of The Technique of 18th and 19th _Century
Composition (New York: Appleton-Century-Crofts, Inc. 1951).
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Root movement up a perfect fifth, totals 19.9% of all root movement

types. This most commonly occurs between tonic and dominant functions which
totals 24 times. Example 15 shows up a perfect fifth in a series of I-V4/3

progressions.
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TABLE 12. Root Movement By Third Relation Occurring Between
Sonorities and The Total Number of Times They Occur Ranked
in Frequency of Occurrence in
Capriccio, Last Scene

Sonority Amount Percent

M-M 12 50.0%
Mm - Mm 4 16.7%
M - Mm 4 16.7%
Mm - M . 2 8.3%
Mmm - M 1 4.2%
Mm - Mmm 1 4.2%

Example 17 illustrates third relation occurring between two major
sonorities. The roots A and Db are obviously a third apart, even though a

diminished fourth is notated.
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Modulation Types

Modulation types in the Last Scene are shown on Table 13. They are
listed by the amount of times they occur and relative percentage in frequency of
occurrence.

TABLE 13. Modulation Types Listed by the Amount

of Times They Occur and Relative Percentage in Frequency of Occurrence
for Capriccio, Last Scene

Modulation Amount Percent

Diatonic Pivot Chord 24 ' 31.2%
Linear Motion 20 25.9%
Chromatic Pivot Chord 13 16.9%
Enharmonic Mm Seventh Chord 8 10.4%
Third Relation 6 7.8%
Enharmonic Diminished Seventh 4 5.2%
Pivot Note 2 2.6%

The most common modulation type is the diatonic pivot chord that totals
31.2%, or almost one-third of all modulations. In this work, it commonly occurs
with a 1 becoming a V. Example 18 illustrates a diatonic pivot chord modulation
where 1 becomes V. The new key is strongly established as the V goes to V7

in the new key.
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The remaining modulation types are less frequent than those already
mentioned. Those modulations by third relation totals 7.8% of all modulation

types. Of the six found in this work, half appear between two major triads.
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CHAPTER I

METAMORPHOSEN 16
STUDIE FtR 23 SOLOSTREICHER

The destruction of the Munich Hoftheater, as a result of the bombing of
that city on the evening of October 2, 1943, left Strauss devastated. A few days
later he wrote to Willi Schuh:

...but the burning of the Munich Hoftheater, the place consecrated
to the first Tristan and Meistersinger performances, in which 73
years ago I heard Freischltz for the first time, where my good
father sat for 49 years in the orchestra as 1st horn - where at the
end of my life 1 experienced the keenest sense of fulfillment of the
dreams of authorship in 10 Strauss productions - this was the
greatest catastrophe which has ever been brought into my life, for
which there can be no consolation and in my old age, no hope....

It was eventually this event that caused him to produce a sketch that was
eventually to be Metamorphosen. The sketch was laid aside as he returned to an
earlier work, a small waltz that was to serve as background music to a
documentary film about Munich.18

A later event that most probably provided the impetus for the completion

Metamorphosen was the air raid on Dresden ‘that virtually destroyed the city on

February 12, 1945. Strauss wrote to Gregor on March 2nd:

16nrhe title Metamorphosen has generally been taken to signify the musical
treatment of the themes, with particular reference to one which Strauss almost
incidentally came to connect with Beethoven. But since within the work itself
the themes never do undergo metamorphosis (a term which in its musical
application is predominantly thought of in the Lisztian sense, as Strauss of all
composers would have agreed) but rather a continuous symphonic development, it
is not unreasonable to look for some deeper purpose behind Struass’s choice of
title." Norman Del Mar, Richard Strauss: A Critical Commentary on His Life _and
Works, 3 vols., (London: Barrie & Jenkins, 1972), vol. 3, p. 419.

171bid., p. 419.

181pe waltz, Gelegenheitswalzer, was completed on January 3, 1939 and
performed on May 24, 1939.
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... wo am in a mood of despair! The Goethehause, the world’s
greatest sanctu:ﬁy, destroyed! My beautiful Dresden - Weimar-
Munich, all gone!
The work was written between March 13 and April 12 of 1945 in Garmisch. It is
scored for 23 solo strings, and was first performed less than a year later in
Zurich on January 25, 1946 by the Kleinen Saal der Tonhalle under the direction

of Paul Sacher. The work was dedicated to Paul Sacher and the Collegium

Musicum of Zurich and published in 1946 by Boosey and Hawkes.

Form_and Tonal Relationships

Form
The form, shown in Table 14, is a seven-part Rondo Form (ABACABA). It

includes a short introduction and a long coda.

19p01 Mar, op. cit., p. 425.



TABLE 14. Formal Structure of Metamorphosen.

[intro] 1-9 [A] 10-82
{a) 10-51
(1) 10-17 (2) 17-26
X) Xxa) (b)
e: >c: b:
> c:64 eb:134 .e:2]1
D:144 Eb:223
> c:154 f:254
[B] 82-125
(a) 82-95 () 95-103 (a) 103-114
d )
>G: C: >G:
C:943 > G:98 e:113
{A) 213-344
(1) 213-246 (2) 246-277 (8) 278-299
g)a) X)) b)d) (g
(d)a)

>c: A 2299 >e: Gb:

bb:2179 >c:2304 f#:2534 d:284

C:221 Bb:233 [B 1257 g :286

£:2229  bb:2363 G :265 ab:289
> €:2243 >c:2384 Bb:269 > eb:290

d 227 d:239 Ab:273

E:22Bp >c¢:2404 Gb:275

(3) 26-34
©

f:
D:273
g:29
E :31
A :33

(c) 114-132

X)e!

e:
rTE:118
G :124
C :1283

(4) 299-314
(c-transp)

@

eh:

¢ :3009

F :304

e :306
7 Db:308

(b)34-43 (a) 43-52 (b) 52-80 (a) 60-81
X-aug) () X) ©)b)
=1-19 =17-26 =1-10
a: f#: >c: Db:603 A :70
>D:36 A :45 bb:554 eb:634 T#:71
fr:4ig b:47, D :56 Gb:653 A:73
> c 483 Eb:57 a:68 > 74
e:574
{A)132-145 " [C] 145-213
(a) 132-145 (a) 145-187 (b) 187-197 (e) 197-213
(alh ghter @ (b)e)g)
>C: >E: >E: o
e:1333 c#:154 c#:1924 eb:2004
F:135 Ab:158 >¢: 205
E:1434 B:1703 PAC-187 (E)
Eb:1723
> E:1763
(5) 314-333 - (6) 333-344
(8)(c)(d) (a)(c)
Gb: f#:3243 of:
dbh:316  Ab:327 7 g:3364
f:317 c#:330
Db:3183
> G:320

89



TABLE 14. Formal Structure of Metamorphosen. (continued)

[B) 345-38D
(a) 345-361 () 361-377
@) (d)}gia)
®)g)
>C: e:
e :360 >C:3619

F:374

[Coda] 433-510
(1) 433-448 (21 449-464

(Xha)
g#: >c:
> ¢ :436 g:452
b: 441 e:4523
E :4443 C :454
> ¢ :447 Ab:4563
g :4643
Summary
{Alc:
(BJG:E:
[A)C:
[CIE: c:
[Alc:
[B)C:
[Alc:
[Codal ¢ :

(a) 377-390
(d)(a)

>C:

(3) 465-480

g:
> C :466
a :479

[A] 891-432
(Intro) 891-400 (a) 401-408
X) = 1-10 @)(X»
>c: >8:
g:3979 bh:4044

7408

(4) 481-5013

{5) 5014-510

(b) 409-416
(b)

f#:

b:411

g:4133
>c:415

Eroica Theme

a: Cb:496 >c:

e :483 Bb:4963 e :5033
£:490 > c:498 c:5043
Db:492 ‘

Eb:493

(o) 417-432
(©)b)

>e:
A 4173
Eb:4213
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There are seven themes used in this work, labeled (a) through (g) in Table

15. Themes (a) through (d) and theme (g) are used more often than (e) and (f)
which are limited to fewer sections. Two of the five frequently used themes, (a)
and (b), are similar, each beginning with three gquarter-notes followed by a half
note on the same pitch., Both themes also move in a downward direction. Theme
(¢) and (d), on the other hand, are based on the Motive X’s rhythm and are
similar in contour. Both move in descending fashion followed by an ascending
pattern and an appoggiatura figure. The seven themes are shown in Example 22,
The themes are labeled by importance rather than by their order of appearance in
the work. Since themes (f) and (g) are least important, they appear later in

ordering.
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Section [B] introduces two new themes: (d) and (f). Theme (f) is secondary
in importance since it is limited only to this large section. In the final
subsection, [¢], the return of Motive X and theme (c) unify the work.

The return of [A) is much shorter in comparison to the first [A] section.
Here, it last for 13 bars compared to 73 bars and only contains one subsection.
Theme (a) is the only familiar theme that appears, but a new theme, (g), is
introduced that later assur.'nes on a more noticeable role. Section {A] is separated
from [C] by another double-bar and change in key. .

Section [C], divided into three subsections, [abc), presents another new
theme, (e). It is a more light-hearted and refreshing theme, compared to the
sombre quality of themes [a] and ([b], than any of the other themese because of
its quicker rhythm, and larger range. In order to again unify the work further,
the newly introduced theme, (g), firom the previous |A] section returns in addition
to theme (b). Once again, a double-bar separate this section from the next.

The third appearance of Section [A], also containing. five subsections,
restates all themes, except (e) and (f). Theme (g) takes on a more important role
in this first subsection as it alternates with theme (a). The second subsection
begins with one presentation of Motive X, followed by a combination of themes
(b), (d) and (g) which are scored simultaneously, and one presentation of theme
(a). This exact ordering of themes is again in the second half of this same
subsection. The third subsection, themes (b), (d) and (g). Here, theme (b) occurs
alone and occassionaly in stretto while themes (b), (d) and (g) are presented
simultaneously. After the PAC in eb: (bar 299), theme (c) is transformed while
(g) is augmented. Theme (¢) sool follows in its original form. This is interrupted

by theme (a) in stretto and several entrances of theme (d). In the last
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subsection, (a) is again in stretto that is followed by a more intense version of
theme (d).

Section [B], beginning at a double-bar, is a combination of various themes-
simultaneously stated are (d) and (a), and (g} and (b). In its second subsection it
is now themes (g) and (d) which are combined. The final subsection, is a loud
tutti that uses themes (d) and (a). There is a rise in register based on a rhythm
from theme (e) (d. aF} a‘ ﬁ) that abruptly stops immediately prior to the last
double-bar. A uﬁison g’ is held over the double-bar leaping down a twelfth to a
unison ’c’ that rises by step to 'd’. This finally resolves up a step for the return
of the final [A].

The laust [A] opens with the familiar Introduction followed by theme (a) in
the first subsection and theme (b) in the second subsection. The final subsection
brings back theme (c), followed by a simultaneous presentation of (c) and (b).
This stops abruptly and there is one measure of rest marked with a fermata
signifying the conclusion of [A] and the forthcoming Coda.

The seventy-six bar Coda begins with Motive X and features only themes

(a) and (b). At the end of the Coda there is a direct quote of the Eroica’s

funeral march. This section is 'development-like since it too moves through a
variety of keys. At the entrance of the Beethoven quote, the appropriate words

occur, “In Memoriam!"2¢

20Regarding the earlier waltz entitled, Mlnchen, whose themes were based on
his opera about Munich, Feuersnot, he was looking for a satisfactory memorial for

the destruction of the city of his birth and of the opera house. "...he took
another look at this fragment which had once been intended as a cheerful
glorification. Changing the subtitle from Gelegenheitswalzer to GedHchtniswalzer
he set about creating of it a self-sufficient concert piece by adding a middle
section in the minor key to which he actually added the words 'Minor - In
Memoriam.”" Norman Del Mar, Richard Strauss; A_Critical Commentary on_His

Life and Works, 3 vols., (London: Barrie & Jenkins, 1972), vol. 3, p. 422.
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The ordering of keys in this large Rondo is not wunusual. The first
appearance of the Rondo theme (theme (a), in in c¢: while [B] is in the dominant
key, G:. One might expect to find the relative major key of Eb:, but that is not
the case here. The tonic key begins the shortened return of [A] as [C] is in the
raised mediant key, E:. The third appearance of [A] passes through a variety of
keys, but the tonic key remains structurally signiﬁcant. The following [B] returns
in the parallel tonic majox; key, C:, rather than in the dominant key. Finally, ¢
returns once more for the last appearance of section [A]l. The principal key in
the Coda is the tonic. There is an emphasis towards the end of the work on
minor keys, which in a sense, is saying that there is no hope for his beloved
Munich nor for those other cities whose opera houses were destroyed. As can be
seen from the summary appearing at the end of Table 15, the tonalities all center
onc: or C;, E: and G:.21
Table 16 shows all tonalities listed in frequency of occurrence by total

number of beats and percentages.

21 hese keys are also principal keys used in the earlier tone poem, Tod und
Verklirung, which is also in the same tragic vein.



81

TABLE 16. Tonalities Listed in Frequency of
Occurrence by Total Number of Beats and Percentage for Metamorphosen

Total Number
Tonality of Beats Percent
c 301 14.8%
C 255.5 12.5%
G 195 9.6%
E 183 9.0%
e 120.5 6.0%
g : 102.5 5.0%
Eb 90.5 4,.4%
A 75.5 3.7%
eb 69 3.4%
c# 65 3.2%
Ab 64.5 3.2%
Gb 62 3.0%
f# 59 2.9%
F 55 2.7%
D 50 ' 2.5%
bb i 47 2.3%
b 40 2.0%
B 40 2.0%
Bb 36 1.8%
a 35 1.7%
Db 33 1.6%
f 26 1.3%
d 17 1.0%
g# 12 0.6%
ab 4 0.2%
Cb 2 0.1%

The pitch class, C, is strongly established, occurring almost one-third of the time
(27.3%). The most common tonality, c:, totals 14.8%, while its parallel major is in
a close second place at 12.5%. A solid line separates the six most frequent keys
from the rest in Table 17. The combination of these six keys total 56.9%. The
three most frequently found major keys are C: (12.5%), G: (9.6%) and E: (9.0%)
respectively. Their combined total, 31.1%, accounts for nearly one-third of the
work. Incedently, the tonic note from each of these three major keys form a C
major triad. Perhaps this is a hidden message from the composer that there is

still hope for the possible preservation and continuence of musical life in
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Germany. This is further supported by the three most common minor keys, c:
(14.8%), e: (6.0%) and g: (5.0%). The tonic note frorn each of these keys also
combine to form a C major chord. The three frequent minor keys total 26.8%, or

22

just over one-fourth of all tonalities. The remaining tonalities listed in Table

17 are used much less and are secondary to those already mentioned.

22Frst Krause had this to say about tonality in Metamorphosen: "With a
deep sense of pain Strauss completed the score of ’Metamorphosen,” in which,
unusually among his works, minor keys predominate....”". (Krause, p. 455.) Several
conclusions can be made from Table 19 that would disagree with Krause’s
statement.  Minor keys are not a predominate feature as the total duration in
beats is 898, while, on the other hand, major keys total 1,142 beats. However,
the number of major and minor keys are equal. Based upon these findings, the
author disagrees with Krause’s statement. It is possible for the listener to
assume that minor keys are common since the heavy use of non-harmonic tones
would sometimes camouflage the difference between major and minor.
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Sonority Types

The various sonority types for Metamorphosen are listed in Table 17,

TABLE 17. Sonorities Listed by the Number of Times
They Occur, by the Total Number of Beats
and Percent of Total Beats in Metamorphosen

Total Number Percent of

Sonority Amount of Beats Total Beats
Triads
M 288 655.59 32.1%
m 233 501.92 24.6%
o 5 9.00 0.4%
Sevenths
Mm 270 640.50 31.4%
mm 43 63.667 3.1%
o7 49 79.00 3.9%
067 35 63.00 3.1%
MM 5 7.00 0.3%
+M 1 1.00 0.1%
Ninths
MmM 1 2.00 0.1%
Mmm 5 10.00 0.5%
Rests -- 5.33 0.3%
Non-Tertian 1 2.00 0.1%
Total Triads 516 1,166.51 57.2%
Total Sevenths 303 850.167 41.7%
Total Ninths 6 12.00 0.6%
Total Other 1 2.00 0.1%
Total Rests -- 5.33 0.3%

Similar to the preceding work, triads dominate all other sonority types and the
major triad (32.1%) accounts for nearly one-third of all chord types. The Mm?7
chord (31.4%) occurs almost as much as the major triad and is equally important.

The sonority type in third position is the minor triad (24.5%). These three
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sonorities comprise 88.1% of the entire work. Certainly this overwhelming
indulgence of triads and one type of seventh-chord limits many occurrences of
any other sonority type. Of the remaining 11,9%, 10.1% are comprised of the
mm7, o7, and ﬁ7. Ninth chords are extremely rare at 0.6% while elevenths and
thirteenths do not occur at all. One might expect to find a higher use of the
unstable diminished and half-diminished sevgnth chords since their instability
would obviously enhance the work’s dark mood. However, such is not the case
as the two harmonies total only 7%.

The most common sonority type, the major triad, totals 32.1%. So that this
chord may fit better into the "program,” many non-hax"monic tones are often
added. This, in combination with the wuse of ‘several simultaneous contrasting
rhythmic patterns, adds a heightened sense of urgency into the total musical
fabric. Were it not for these elements, the work would be considerably bland and
uninteresting.

Example 26 shows an EM6/4 chord lasting 20 beats containing non-harmonic
tones, indicated by circles, in which one or more non-harmonic tones occur on

virtually every beat.



e

=
=3
»
-1 \
<
% ]
N
N
OT®
L JERN
#“7

¢/}

4

£t
3 =22 [
!! 2 1 OO0 o LI
— 45
RREE o seppaiesse wredil
Emé
/ \ —_,

N1
. ~
>— £ > o, e s
& o
N J

gh

8]
i
i
’Q\H» qll
ol
»

IEED

—ul

EXAMPLE 26. An Extended Major Chord Embellished with Non-Harmonic Tones
in Metamorphosen, bars 178-182
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The Mm7 sonority is also often enhanced by the addition of many non-
harmonic tones when it appears for an extended length of time.

Example 27 illustrates a BMm7 chord that lasts for 16 beats. Again, the

non-harmonic tones are circled.
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EXAMPLE 27. An Extended Major-minor Seventh Sonority :
Embellished with Non-Harmonic Tones
in Metamorphosen, bars 183-187
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In a similar way, when the minor chord appears for a long period of time,

it is also often decorated by non-harmonic tones as is shown in Example 28.

This example also contains several simultaneous contrasting rhythmic patterns.
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EXAMPLE 28. An Extended Minor Triad Decorated With
Non-Harmonic Tones in Metamorphosen, bars 291-294
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Root Movement and Representative Harmonic Progressions

Listed by frequency of occurrence, Table 18 ranks root movement by
interval direction, amount and relative percentage.
TABLE 18. Root Movement Listed by Interval Direction,

Total Number of Times They Occur and by Relative Percentage of
All Root Movement Types in' Metamorphosen

Root Movement, Amount Percent

Up a perfect fourth 225 29.5%
Down a second 119 15.6%
Up a second 119 15.6%
Up a third 97 12.7%
Up a perfect fifth 85 11.1%
Down a third 61 8.0%
No intervallic movement 30 3.9%
Up or down a tritone 19 2.5%
Up an augmented fifth 9 1.2%

The most common root movement, up a perfect fourth occurs 29.5%. The
next three on the list are down a second, 15.6%, up a second, 15.6%, and up a
third, 12.7%, each occurring approximately half as much as the first.

The ascending perfect fourth often occurs through the V7-1 progression,
used 88 times. Since the V7-1 progression was shown earlier in Capriccio
(Example 8), it will not be illustrated here. It is also found in other dominant to
tonic harmonic progressions, for example, V-1 appears 13 times and viio7-1 occurs
12 times. Two progressions that are not dominant to tonic are 1-1V (9 times) and
ii-V (10 times). Up a perfect fourth in a non-dominant to tonic progression is
shown in Example 27. It appears between a ii-V4/3. The example also illustrates
down a second just prior to the perfect fourth in the retrogression V7-iv.  This
latter root movement frequently appears in those earlier presentations of theme

(b). The movement is emphasized as it occurs over the bar line resolving on the
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is also a frequent occurrence between the

downbeat. The descending second

second and third chords of Motive X (See Example 23)
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EXAMPLE 29. Two Root Movement Types Associated with Theme (b)
Up a Perfect Fourth in a Non-Tonic to Dominant Progression, and
Down a Second in a Retrogression in Metamorphosen, bars 44-46

Movement of up a second (15.4%) is illustrated by two chord progressions;

and the second, G§I6/4 (5 times). The former is

the first, IV-V (13 times),

illustrated in bars 3 and 4 in Example 30



i
e : =
= =
! = ]
. t ] - iIF
Y 1
4P ;
Ch== = ' =
== 7=
cHm Fmle AM EME
vi vie T Te
E: 4 4
-
R Tt s i e g 7
Y | D -
4 — 1 .
ﬁ o = 3 =
5 G X #‘.‘.
I 1 %.@ T ,:
% — P
] DIORALY | - ; po
= T ot he. ho h!- o —
i == = ‘; 72
GEF = " ="
e 1 % l f
EXMm EbMm?
) w & .
Civ T3 )

EXAMPLE 30. Up a Second in the Progression iv-V4/3 in
Metamorphosen, bars 154-157

90






92
The opening harmonic progression used in Motive X appears numerous times
throughout the work. In many cases, the progression moves up a third followed
by two descending chords whose roots move down in a stepwise direction. The
first presentation of Motive X (See Example 23) is i-bIV6/4-NF-IV6, whose roots
are e-ab-g-a. The third chord is a non-functional seventh (g-bb-d-f) that serves
as a smooth transition to the chord. In most instances, this non-functional
seventh chord is a mr;14/3 sonority. There are, however, cases where the
progression varies. Its second occurrence in bar 16, i-NF-v7-#IV, consists of a ¢
minor triad, an ab minor triad, a gmm7 and a F# major triad. Even the third
presentation of this motive (bar 21) is different.  The ordering is fm-AbM6/4-

EMm4/2-AMm6/5. The first two chords function as a i and III6/4 in F: while the

EMm4/2 is a V4/2 of V in the new key of D:.
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Modulation Types

Modulation types are given in Table 20.

TABLE 20. Modulation Types Ranked in Frequency of Occurrence by
the Number of Times They Occur and Relative Percentage in Metamorphosen

Modulation Type Amount Percent

Linear Motion - 48 41.0%
Chromatic Pivot Chord 29 24.8%
Diatonic Pivot Chord 22 18.8%
Enharmonic Diminished-seventh 8 6.8%
Third Relation 7 6.0%
Deceptive Cadence 2 1.7%
Enharmonic Major-minor Seventh 1 0.9%

The most common modulation type, linear motion, occurs over one-third of
the time at 41.0%. It appears among a large variety of various sonority types,
frequently between a minor triand and a Mm7 chord. In second position are
chromatic pivot that occur 16.2% less at 24.8%. The great predominance of these
two modulation types that together total 65.8%, help to contribute to the high
level of instability in the work. The more obvious non-chromatic type, the
diatonic pivot chord, is in third position at 18.8%. There is a large gap (12.0%)
between this one and the remaining types which total 15.4%.

An example illustrating both a chromatic and non-chromatic modulation type

is shown in Example 32.
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CHAPTER IV
CONCERTO FOR OBOE AND SMALL ORCHESTRA

The Concerto for Oboe and Small Orchestra was completed in Baden on
October 25, 194523, after Germany’s surrender. It is dedicated to the composer’s
friend, Dr. Volkmar Andreae and the Tonhallenorchester of Zurich. The first
performance was on February 2, 1946 in Zurich and first published by Boosey
and Hawkes in 1948. The idea to compose an Oboe Concerto came from a
suggestion by the American soldier, John de Lancy, who was principal oboist of
the Philadelphia Orchestra.?"4 The work, however, does not reflect the
composer’s feeling on the condition of his ~counu'y’s devestation as does

Metamorphosen.

Form and Tonal Relationships

Form

First Movement. Table 21 shows the form as a Sonata-Form. This large

structure is framed by a two bar Introduction and transition at the end earlier

into the second movement.

23The short score was "completed in Garmisch and is dated 24 September
1945, while the orchestration was ready barely six weeks later."” Norman Del
Mar, Richard_Strauss; A Critical Commentary on His Life and Works 3 vols.,
(London: Barrie & Jenkins, 1972), vol. 3, p. 437. The manuscript is catalogued
with this date and the scoring was completed in October of that year.

24Norman DelMar, Richard Strauss. A Critical Commentary on His Life and
Works, 3 vols., (London: Barrie & Jenkins, 1972), vol. 3, p. 437.



TABLE 21. Formal Structure of the Oboe Concerto, First Movement.

[Intro} 1-2 [Exposition) 3-123
[FT) 8-58 {Tr] 52.83
(1) 8-22 (2 23.50 (3) 61-58 (1) 59-69 (2 70-75
X) @))X) Xib) X) X) (1.3}
2D: ’D: F: > D: 7[1): > Bb:
b :204 a:24 ¥ “Bb:693
F :224 d:24y4
> D:262
bb:432
Ab:45 .
> D:47
{Development] 114-147
[ST) 84-113
(1) 84-92 {2) 92-113 (1) 114-123 $2) 124-131 (3) 132-141
{a) 92-99 () 100-113
HX) tedlc) . te) e)(X) ) (e)X) d)b)
1
>A: >(A; DrA: JLF: >F: A:
C:94 rC:102 a:1273 > D:138
e:954 TEb:1034 >rF:130 :
> A:9Y [Gb:lOG Db:131
> FA :109,
1)
[Recapitulation] 148-207
{FT) 148-170 {Tr]) 171-178 [ST1179-207 .
(1) 148-159 (2) 160-170 (1) 179-194 (2) 195-207
=8-13 =39-41 like m. 76 =84-92 (a) 185-203
. extended like m. 76
(a)X)(b) ©X) dX) {©
> D: >D: . D: > D: »«D:
e: 1824
>rD: 183
tBb: 192
er. 193
SUMMARY
[Coda) 208-216 [Tr] 217.218 Intro D 1
Xua X FT D 1
: . ST A \Y
v D: *D: Dev F.D hm.i
FT D 1
ST D 1
Coda D 1

(3) 76-83
(c)

B:
[D :81
A :814

(4) 142-147
Retrangition
®)X)

> D:

bb:1642
> D:166

(b) 203-207
(e)
>D:

L6
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The work begins with Motive X, a group of four sixteenth-notes. In
addition, there are five themes, labeled (a) through (¢) on Table 21, some of
which permeate throughout the entire concerto. These are shown in Example 35.
The driving rhythmic quality of Motive X can also be seen in themes (a) and (c).
Themes (b) and (d) with regard to rhythm, .buL are similar w each other in
contour, The unifying element of the entire work is the cyclical feature that
results from the many uses and transformations of Motive X, themes (d), (a) and

(c).
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The Exposition consists of a [FT}, [Tr], and [ST|, which are all divided into
subsections, Themes (a) and (b) are presented in the [FT] while theme (¢) is
introduced in the Transition. In the [ST], the less ornamented theme (d) appears
while Motive X interjects occassionally. In the second half, theme () is
introduced and the cyclical feature now comes W fruition as theme (¢) returns
(bar 98) followed by a more elaborate return of theme (o). The two bar
transition w0 the second. movement, like its introductory counterpart, is limited

only to Motive X.

Second Movement. The form, shown in Table 22, is a Ternary structure.




TABLE 22. Formal Structure of the Oboe Concerto, Second Movement.

[Intro} 218-220
X)

(b) 271-279
talg)

c:
Bb:275

{Tr] 340-341
(th)
7 Bb: |

Summary

(A] BP
{B] P
(A) pb

[A] 221.253
(a) 221-22892  (b) 22B3-286  (c) 237-244
X @ (h)
7 Bb: ? Bb: > Bb:
F 12289 d:232
> Bb:2362
[A] 280-328
\a) 280-2879 (b) 2873-285 (c) 296-303
Xy ) )
=221.28 =2083-244
> Bb: > Bb: > Bb:
F :2853 d:291 Eb:302
v Bb:287 > Bb:2859 > Bb:3023
{Cad} 342-365 =~
(1) 342-368;  (2) 38'_52-365
>Bb: d:
d :345
1
v

{Tr] 25392-254 [B] 255-274
(a) 246-2533 (a) 265-262 (a) 263-270
0] @ {a)(h) (a)(th)
259-260=
237-238
> Bb: > Eb: bd [Eb: > Eb:
+Cb:258 ¢ :2693
7 “Eb:2613
. {Codsa) 328-339
(a) 304-312 . (c) 312-319 (a) 320-328
o (hi() (X} {c)
> Bb: > Bb: > Bb: 7 Bb:
ab:315
eb:3173
> Bb:318
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The second movement also opens with a two bar introduction featuring
Motive X. This is the first occurrence of the cyclical feature among movements
that was referred to earlier. At first, the motive appears to be in diminution,
but actually sounds identical to that in the first movement because the quarter-
note in the second movement is equal to the half-n_ot,e‘ of the first movement.

The first large [A] section consists of four smaller subsections [abcal.
Themes (f), (g) and (h) are all introduced in the first three subsections and only
theme (f) returns in the final one. The two-bar Transition that follows, is based
on theme (d).

Section [B] consists of a bar form [aab] and features a transformed theme
(@) and a more elaborate theme (h). In order to help maintain a sense of
continuity within this movement, that part of theme (g) that is a transformation
of theme (c), is brought back in here. There are no new themes introduced in
the [B] section.

The final [A] section is more elaborate than its counterpart by the
addition of a more florid accompanimental pattern. The final [A] itself has been
expanded to |abcacal.

The Coda brings back the transformed theme [c¢], followed by material
from the movement’s introduction. There is an added bar here, thus making the
following Transition even more dramatic by its momentary delay. This two-bar
transition is based entirely on the first three descending notes of theme (h) and
cadences on a half-diminished seventh chord rather than the expected tonic six-
four chord prior to the Cadenza.

The Cadenza is divided into two parts. The first section is an
accompanied solo that works its way down tw the original pitch level of the

movement (f'l). After a more florid restatement of theme (f), the soloist rises to
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an 13, the highest pitch thus far in the movement. The second part of this
cadenza is unaccompanied and is introductory in quality to the closing
movement, even though it is not labeled as such. It contains the opening theme,

theme (i), of the third movement.

Third Movement. The third and final movement is a Sonata-Form and is

shown in Table 23.



TABLE 23. Formal Structure of the Oboe Concerto, Third Movement.

Exposition o,
{FT) 366-393 [Tr] 394-423 {ST) 424-455
(1) 366-873 (2) 874-393 (1) 394-409 (2) 410-423 (1) 424-439 (2) 440-447 (9) 448-455
0] (i) Q) (&) G a
>D: >D: F:384 >D: D: PA: PA: of:
b :378 :3859 A :421 D :427 c#:447 Bb:452
Bb:3829 >D :392 Y A:430 > A 453
d :383 D :4352
? A:4372
[CiTh) 456-488 [Dev] 488-559 [TT] 512-543 {Dev] 544-559
(1) 456-471  (2) 472-488 (1) 488-500 (2) 500-512 (a) 512-5284 (b) 5289-543 (3) 544-5551
=421 (k) (k) (ir , ) (]
7A: E: [A. >C: > a: F: d:
D :462 bd [é :4759 > LC 4999 a:511y C:516 Bb:535 > D:545
E :467 4779 > a:5202 > a:5372
b :479 g:5242 F :539
g*:481 ¢ :5259 d:543
> A :483 > a:527
Recapitulation -
[FT) 560-567 [ST) 568-6060 [Cad) 601-624;
(4) 551-559 660-564= (1) 568-579 (2) 5680-587 (3) 588-600 (1) 601-605 (2) 605-624
366-367 o 4
Retrans. 0] ARG k)G @) (d)
> D: > D: >D: C: > D: >D: > D:
C:576 > D :584

SOl



TABLE 23. Formal Structure of the Oboe Concerto, Third Movement. (continued)

[Coda) 6242-725
(1) 6249-644 (2) 644-660 (3) 661-677 {4) 678-685 (5) 686-696 (6) 697-708 (7) 709-720
X1 X) ) X)
>{D: >rD: >cD: >(D: > D: bb: >l-D:
(F :6312 { B 16552 “Bb:675 Bb:6825 g :7042
> -D:6322 C#:6579 Ce:677 F :706
G :635 - >D 6779 [ F#:707;
7 D:6362 :
Ab:638
> D:639
Summary
(FT) D I
iST) A v
[Dev] ACD Vv,V 1
[TT] a v
[Dev) D 1
|FT] D 1
ST) D 1
|Coda]) D 1

(8) 721-725

2D:

901
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The third movement despenses with any introduction and begins
immediately with the [FT]. It is divided into two subsections and features theme
(i). The following Transition is also divided into two smaller sections; the first
continues with statements of theme (i) while the second is nonthematic and
features D major scales and arpeggiations. However, after a parallel ascending
pattern, a new idea, theme (k), is introduced in the lower strings. The [ST] has
one new theme, theme (|) It is more lyrical and provides relief w the energetic
theme (i) from the [FT). Theme (k), which first appeared in the second part of
the Transition, is now featured in the [CITh]. The Development, based on theme
(i), is comprised of f'oqr subsections. It is divided by the [TT] which interjects
and separates the surrounding development subsections.  This interjecting [TT] is
binary in form and consists entirely of theme (d). The [FT] in the
Recapitulation is greatly condensed, no doubt because Ll_lis entire Development is
devoted to this theme. In the [ST], there is a culmination of themes (i), (k) and
. After the [ST], a cadenza follows and features themes (1) and (d) in
addition to the triplets from the [ST]. The Coda, in a contrasting 6/8 meter,
introduces yct another new thematic idea, theme (1), The introduction of a new
theme is highly unusual for a Coda. However, to give it continuity with the
entire work,'Motive X is transformed and used in the accompaniment. Theme (d)
appears towards the middle of the Coda, but now is newly transformed. All

themes introduced in the third movement are shown in Example 36.
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The Mozartian character of the first movement is enhanced by the straight
forward tonic-dominant relationship found in the Exposition. Third related keys
are a cdmmon occurrence, particularly in the later part of the [ST] indicated on
Table 21 by brackets. The keys beginning in bar 100, move by ascending minor
thirds (A:-C:-Eb:-Gb:-A:) dividing the octave into four equal parts. The
Development follows via a deceptive cadenc¢ in F:, which brings about yet
another example of third relation from the concluding key of the [ST]. Tweo
more examples of third related keys also occurs in the first half of the
Development (F:-Db:-A:). The Coda and connecting transition are entirely in the
principal key of D:.
Tonalities for the first movement are shown in Table 25.
TABLE 25. Tonalities Listed in Descending Order
of Frequency of Occurrence by Number of Total Beats
and Relative Percentage in the First Movement, Oboe Concerw

Total Number of

Tonality of Beats Percent
D 526.0 60.3%
A 77.5 8.9%
F 63.0 7.2%
d 55.5 6.4%
Bb : 30.0 3.4%
B 21.0 2.4%
e 14.0 1.6%
Gb 13.5 1.6%
a 13.5 1.6%
Ab 13.0 1.5%
C 13.0 1.5%
Eb 10.0 1.2%
bb 8.0 1.0%
b 8.0 1.0%
Db 4.0 0.5%
E 2.0 0.2%

As can be seen from Table 26, three-fifths of the movement is in the

principal key of D: (60.3%). In a sharply contrasting second position is A:, only
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occurring 8.9% of the time. Even though the dominant occurs so little, it is,
nevertheless, structurally important as the principal key of the [ST]. A key
already been mentioned is F:, is in third position at 7.2%. In fourth place is the
parallel tonic minor, d:, at 6.4%. The prominence of the pitch class D, is
increased to two-thirds (66.7%) of the movement when this parallel minor key is
added to D:.

For the first time in the works already considered, the subdominant is
avoided altogether. The eleven remaining keys are all less frequent and appear

at a mere 3.4% or less.

Second Movement. Table 26 shows the tonal organization for the second

movement,
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This movement is in the third related key to the first movement (D to

Bb). The lack of a subdominant relationship in the first movement is
compensated for in the second. It occurs between section [A], in Bb:; and
section [B], in Eb:. On the other hand, the dominant key here is almost

completely avoided occurring at 2.0%.

The percentage of the principal key, Bb:, at 64.4% is similar to the
percentage of the pitch class D: in the first movement (66.7%). The parallel
minor key (d:) of the first movement takes on a more important role in the
second movement. It occurs in a distant second place 17.0%. Even though d: is
in second position, it is not contained in the main body of the movement. It
appears in the closing cadenza as a connecting transition to the third movement.
Also, it is a closely related i(ey to Bb than w D:.  The key of Eb:, in third
place at 9.3% is more structurally important to. this movement because it is the
key for the large [B].

Table 27 shows tonalities for the second movement.

TABLE 27. Tonalities Listed in Descending Order of

Frequency of Occurrence by Number of Total Beats and Percentage
in the Second Movement, Oboe Concerto

Number of
Tonality Total Beats Percent
Bb 284 64.4%
d 75 17.0%
Eb 41 9.3%
c 16 3.6%
Cb 11 2.5%
F 9 2.0%
eb 5 1.1%
Third Movement. Tonal organization for the final movement, including

the Coda, is shown in Table 28.
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Tonalities for the third movement (excluding the Coda) are shown in Table

29,

TABLE 29. Tonalities Listed in Descending Order of Frequency of Qcceurrence
by Number of Total Beats and Relative Percentage in the Third Movement
(excluding Coda), Oboe Concerw
Number of

Tonality Total Beats Percent

D 255 45.7%

A 112.5 21.8%

C 52.5 10.2%

F 24 ' 4.7%

a 19 3.7%

E 17 3.3%

? 13 2.5%

b 13 2.5%

Bb 10 1.9%

c# 10 1.9%

bb 7 1.4%

d 6 1.2%

G 5 1.0%

g# 4 0.8%
Over two-fifths of this movement is in the primary key of D: (45.7%). lIts
frequency is only 14.6% less than the first movement. The dominant key

appears more here (21.8%) compared to 8.9% in the first movement and occurs
slightly less than half as much us D:. Over two-thirds of all tonalities (67.5%) is
comprised of only the tonic and dominant keys. In third place is C: appearing
half as often as does the dominant at 10.2%. There is a continuation of
mathematical proportion by halves as F: (4.7%) occurs almost half as much as C:.
The three most frequent keys in the first movement, D:, A: and F: are among
the most common in the third movement and therefore, serve as a unifying

feature,
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Coda. The Coda is discussed separately from the third movement for specific
reasons. They are: (1) because of the obvious use of 6/8 meter, (2) its quicker
tempo, and (3) because it introduces a new theme. Although the body of this
discussion is devoted to those specific tonal qualities characteristic to this
section, those other delineating qualities mentioned above are not insignificant in
their own right.

- As a result of the quick compound meter, there are no chord changes on
any portion of the strong or weak beat when tabulating duration of keys, the
Coda is considered to be in a duple meter. Tonalities for the Coda are listed in
Table 30.

TABLE 30. Tonalities Listed in Frequency of Occurrence
by Total Number of Beats and Percentage in the Coda, Oboe Concerto

Number of
Tonality Total Beats Percent
D 150 74.3%
Bb - 15 7.4%
F 7.5 3.7%
C# 5.5 2.7%
G 4.5 2.2%
g 4.5 2.2%
F# 4.5 2.2%
B 4.5 2.2%
b 3 1.5%
G# 3 1.5%

Nearly three-fourths of the Coda is devoted to the principal key of D:
(74.3%). An extremely sharp contrast occurs (66.9%) between this key and Bb: in
second position at 7.4%. There is the all too familiar D: used primarily in the
outer movements and Bb: from the second movement. Once again, the avoidance

of the dominant is extremely noticeable.
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Sonority Types

Sonorities are listed in Table 31. The percehtages at the bottom of the
table may appear a little unusual as a result of the Coda’s compound meter that
divides into six eighth-notes per bar. Those figures on Table 33 that do not
follow the aforementioned are combinations of total beats in both common and

compound meters.
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TABLE 31. Sonorities Listed by the Number of Times They Occur ,
by the Total Number of Beats and Percent of Total Beats, Oboe Concerto

Total Number

Percent of

Sonority of Beats Total Beats
Triads
M 1,0952° 53.9%
m 290 14.2%
o 7 0.3%
Sevenths
Mm 414 20.4%
07 79 3.9%
¢7 26.5 1.3%
mm 73 3.6%
MM 11.5 0.6%
+m 5 0.02%
Ninths
MmM 16.5 0.8%
Mmm 6.5 0.3%
mmM 3 0.2%
MMM 2.5 0.1%
Elevenths
MmMp .5 0.02%
OmMp 4 0.2%
Thirteenths

25Because of the inherrant problem that exists in combining the total

number of beats from the compound meter and common meter, the figures here
have been rounded to the closest whole or one-half number. The percentages,
however, have been calculated on the total number of whole beats or 2033,
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TABLE 31. Sonorities Listed by the Number of Times They Occur ,
by the Total Number of Beats and Percent of Total Beats
Oboe Concerto (continued)

Total Triads 1,392 68.5%
Total Seventh Chords 604.5 29.7%
Total Ninth Chords 28.5 1.4%
Total Eleventh Chords 4.5 0.2%
Total Thirteenth Chords 4 0.2%

. Once more, those sonoritics used most often are, in order of appearance,
the major triad (53.9%), the Mm7 (20.4%) and the minor triad (14.2%). The
combination of these three types total 98.2%. Major triads occur over half of
the time and considerably more than hall as much as the Mm?7, while minor
triads occurs 6.2% less than the Mm7. The other type of triad, the diminished
triad, is virtually non-existant while other types of seventh chords total only
9.4% or slightly less than half as much as Mm7 chords. Ninths, elevenths and
thirteenths are an infrequent occurence with their combined percentage, totaling
1.82%.

Example 37 illustrates the extended use of the major triad through three
successive three-bar phrases. The first phrase is mostly a D major triad wHile
the third phrase is based on an A major triad.  With the exception of a
momentary Mm?7 interruption toward the end of each of the first two phrases,
the example shows extended use of this sonority by thematic repetition. In the
third phrase, the Mm7 lasts for three beats. In addition to the perpetual
sixteenth-note rhythm, musical interest is maintained by placing the triads in

various inversions and the addition of non-harmonic tones.
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eleventh of the chord that resolves briefly to the third at the end of the second
beat. However, the eleventh is also sustained simultaneously throughout the
whole bar in an inner voice. In a similar way, the soloist has the thirteenth in
the second bar that resolves to the fifth. Also, an inner voice here
simultaneously sustains the thirteenth for the entire bar. The first half of the
third bar is a Mm7 that then becomes a ninth chord for a full bar before the

cadential 16/4 and V7 sonorities.
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Root Movement and Representative Harmonic Progressions

Root movement is given in Table 32.

TABLE 32. Root Movement Ranked in Descending
Order by Interval Direction, the Total Number
of Times They Occur and by Relative Percentage
to All Root Movement Types, Oboe Concerto

Root Movement Amount Percent

Up a perfect fourth 295 29.3%
Up a second 184 18.3%
Down a second 160 15.9%
Up a perfect fifth 144 14.3%
Down a third 105 10.4%
Up a third 63 6.3%
No intervallic movement 45 4.5%
Up or down a tritone 10 1.0%

The most frequent root movement is up a perfect fourth at 29.3%. Its
percentage is virtually equal to that which occurred in Metamorphosen (29.5%).
In second position, up a second occurs 11% less at 18.3%. Down a second, in
third place, occurs 15.9%, or for one-sixth of all root movement types.
Similarly, seconds were also in second and third place in the previous work.
The traditional up a perfect fifth occurs in fourth position at 14.3%.

The ascending perfect fourth is again stylistic and most common in the
progression V7-1. Almost all appearances of this progression are separated by a
bar line, thereby increasing the probability of this movement taking place at a
cadential point. In fact, almost 50% of those VT7-1 progression occurring over
the bar line are indeed cadential in function.

The progression that best illustrates up a second is V-vi, occurring a total
of 29 times. Even the progression IV-V, more frequent in this work than in the
other two only occurs 16 times. Another frequent progression, GY-16/4, appears

9 times.
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Down a second appears 25 times and is illustrated more often in the
retrogression V-1V, This same retrogression was also an illustration of the
descending second in the previous work (See Example 29).
Third relation is given in Table 33,
TABLE 33. Third Relation Listed in Descending

Order in Frequency of Occurrency by Sonority Types,
Amount and Relative Percentage, Oboe Concerto

Sonorities Amount Percent
M - Mm7 15 33.3%
Mm7 - M 12 26.7%
M-M 11 24.4%
Mm7 - Mm?7 3 6.7%
M - Mmm9 2 4.4%
Mmm9 - M 1 2,24
MmM9 - M 1 2.2¢,

Third relation which seems w be a recurring stylistic trait, by no means,
occurs any less frequently in the Concerto. It appears a total of 45 times
throughout the work, the greatest number compared to the two previous works,

This harmonic device is more common between major triads and Mm7
chords, which total to three-fifths, primarily as the vesult of its use in theme

(h) (See Example 38).
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Modulation Types

Table 34 lists modulation types.

TABLE 34. Modulation Types Ranked in
Frequency of Occurrence by the Number of Times
They Occur and Relative Percentage, Oboe Concerto

Modulation Type Amount Percent
Diatonic Pivot Chord 36 34.6%
Linear Motion 19 18.3%
" Chromatic Pivot Chord 18 : 17.3%
Third Relation 13 12.5%
Enharmonic Diminished-Seventh 8 7.6%
Enharmonic Mm7 Chord 6 5.7%
Deceptive Cadence 4 3.8%

The most common modulation is by diatonic pivot chord at 34.6% or
approximately one-third of all types. It is used more in this work than in either
of the two previous works (31.2% and 18.8% respectively). Perhaps this is due
to the traditionalism brought about by the more conservative forms, simple
harmonies and traditional key relationships. On other other hand, linear motion,
a less stable and chromatic type, is in second position occurs at 18.3%, and is
almost egaul to chromatic pivot chords, which occur at 17.3%.  This relatively
high occurrence of this particular type and its association in a chromatic
setting, contrasts the diatonic pivot. Two other modulation types associated with
chromaticsm, the chromatic pivot chord (17.3%) and third relation (12.5%) follow
in third and fourth place respectively. Even though the diatonic pivot chord is
grea@x‘ in frequency, the total number of chromatic-type moduations surpasses
this amount.

The most frequent progression illustrating modulation by diatonic pivot
chord is i=vi, occuring a total of 9 times. Less frequent is I=I1l, totalling 6

times, while vi=i occurs 4 times.
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The remaining modulations occurring 19 times or fewer, take place among
a variety of harmonic progressions. Therefore, there are no specific examples of
illustrative progressions. Generally speaking, linear motion is more common when
the tonic in the old key moves to a V7 in the new key. Sixteen of the eighteen
chromatic pivot chords each take place among a different progression. There is
no consistent ordering of chord types that best illustrate third relation
modulation as none occur more than twice.

The third bar in Example 42 shows how linear motion is achieved via a
German-sixth chord. The use of the Gl\ is different here since it normally
appears in an enharmonic Mm7 modulation. In the same bar, the tonality shifts
down a second via the less common enharmonic diminished-seventh chord.

Another linear motion is used in the fifth bar to return to the principal key.






135
CHAPTER V

THE FOUR LAST SONGS

The Four Last Songs were so named by Dr. Ernst Roth, editor of Boosey &
Hawkes, upon their publication in 1950. Although composed in a different order,
Dr. Roth believed the ordering of Frlihling, September, Beim_Schlafengehn and Im
Abendrot was a more logical and satisfactory arrangement.z6 The first
performance was by Kirsten Flagstad and the Philharmonia Orchestra under
Wilhelm Furtwangler in the Royal Albert Hall, London, on May 22, 1950. The
order of their performance was Beim_Schlafengehn, September, FrBhling and Im
Abendrot.27 They are, however, presented here in the order established by Dr.

Roth.

267he ordering by Dr. Ernst Roth also appears in the Richard Strauss
erkverzeichnis by Franz Trenner (Vienna and Munich: Doblinger, 1985), page 90.
The original arrangement, in chronological order by date of completion, is Im

Abendrot, Frliihling, Beim_Schlafengehn, and September.

27Nonman Del Mar, : {
Works, 3 vols., (London Barr 1e&Jenkms, 1972), vol 3, p. 466.
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Frihling

Frihling, dedicated to Dr. Willi Schuh and his wife, was completed on July
18, 1948 in Pontresina, Switzerland. The poem, by Hermann Hesse?® begins with
a desire for the arrival of Spring. The writer’s interpretation of the poem is
that Spring has been dormant or asleep throughout Winter. It reflects upon its
wonders as the awakening process begins with the warming sun’s light. Finally,
as its bright light continues to engulf its surroundings, there is a magical call
that causes it to arouse from its winter slumber. In the first sentence, Spring
itself dreams of blossoming trees, spring breezes, fragrant flowers and the songs
of birds. In the second sentence, these it is the sun’s abundant light that
arouses Spring from its sleep. The third sentence represents the return of
Spring, and more importantly, the re-birth of life.

The text, in German and English29, is shown in Table 35.

28’I‘he poem FErBhling is part of a set written at the turn of this century.
Strauss, who owned the second edition (Zurich, 1942) of Hesse’s collection, Die
Gedichte, had marked several poems for possible setting. (Peterson, Barbara
Ellingson, Ton _und Wort:" The Lieder of Richard Swauss, New York University,
Ph.D. dissertation, 1977, p. 35).

29The English translation is that of the author,
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TABLE 35. German Text and English Translation of FrQhling

FRWHLING
(Hermann Hesse)

In ddmmrigen Griiften In dusky tombs

Trumte ich lang I long dreamed
von deinen Bumen und blauen Liiften of your trees and blue skies

von deinem Duft und Vogelgesang. of your fragrance and birdsong.
Nun liegst du erschlossen Now you lie open

in Gleiss und Zier, in glitter and grace,
von Licht Ubergossen bathed by light

wie ein Wunder vor mir. as a wonder before me.
Du kennst mich wieder, You know me once more,

Du lockst mich zart, you tenderly entice me,
es zittert durch all meine Glieder your blessed presence

deine selige Gegenwart! shakes through all my limbs.

Form and Tonal Relationships

Form

Table 36 shows the form as [AlJ{A1}[A2].



TABLE 36. Formal Structure of Frihling.

[A] 1-21 (Sentence 1) [Tr] 21-25 [A1] 25-43 (Sentence 2) ~
(1 1-9 (2) 9-13 (3) 14-21 (1)25-29 (2) 29-36 (3) 37-43
X) X. " (X.Y) X, Y) (X XY) XY)
Orchestral Orchestral
>c: S>c: Bb: >[‘l§b: >C: 2C: >[D: :
B:10 e :162 1243 c#:329 B :37
A:12 F:18 D :352 A 41
v Eb:189
PAC - 211 (EY) PAC- 251 () PAC - 291 (C)
[Tr] 43-47 [A2] 47-66 (Sentence 3) [Coda] 66-72
9/8 Meter
(1) 47-59 (2) 59-66
X) X,Y) X,Y)
Orchestral Orchestral
(F#: >A: : > A:
YLA :469 [Bb:503 :609
D :53 >A 64
Db:543
>*A :583
PAC - 473 (A) PAC - 661 (A) PAC - 721 (A)

881
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The .song moves from the waditionally tragic key of ¢: w the bright key of

A: and in this way, parallels the text of imaging the re-birth of Spring from the
cold tomb of Winter. Section |A] begins in ¢ and passes through various keys
before ending in the relative mujor key of Eb:.  The reason for beginning the
work in a minor key is no doubt the result of the first sentence, "In dusky tombs
I long dreamed." To help enhunce the melancholy mood of the text, the voice

l).:” This mood never

begins in its lowest register (ub] moving down to ¢
returns. Both Leys, Eb: and C: are used in the Transition. Section [Al] begins
with the short orchestral introduction in the pacallel major key of €., The third
subsection is comprised entirely of third related keys 1D:-B:-Do, Third relation
between keys continue  between  this  subsection,  concluding i D:  and  the
following Transition beginning in F#.  Another example immediately follows as I'#:
goes w A:  The final large section, [A2], emphasizes the principul key of this
song, A:. Once again third related keys are a recuwrring stylistic trait appearing
two times, (Bb:-D: and Db:-A:), while the Coda is exclusively in A:.

The song moves from the traditionally vagic key of ¢ to the bright key of
A: and in this way, parallels the text of imaging the re-brith of Spring from the
cold tomb of Winter. As can be seen in Table 38, there are a wtal of six PAC's
in this work. Three PAC’s are in three structwrally important keys, Eb:, C: and
A: as the other three are in the brightest key of A:.

Table 38 illustraws the tonalities of this song.

31¢1 s not only the lowest pitch for the voice in this song, but it is the
lowest pitch the soprano sings in the entire Four Last Songs.
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TABLE 38. Tonalities Listed in Descending Order of Frequency
of Occurrence by Number of Total Beats and Relative Percentage

in Frithling

Total Number

Tonality of Beats Percent
A 52 30.6%
D 19 11.2%
c 18 10.6%
C 16 9.4%
B 12 7.0%
Db 12 7.0%
Eb 12 7.0%
Bb 8 4.7%
F# 7 4.1%
c# 6 3.5%
b 4 2.4%
e 4 2.4%

The principal key, A:, totals 30.6%, or approximately one third of the song,
specifically the last third. As already pointed out, this key emphasizes Spring’s
victory over the coldness of Winter. The subdominant key is in a distant second
place at 11.2%, that serves as a substitute for the dominant, which is obvious by
its absence. The twnality that opens the work, ¢:, is in third position at 10.6%.
When combined with C: (9.4%), this pitch class totals to one-fifth of the work

(20.0%). The remaining nine tonalities all occur less than ten percent,

Sonority Types

Sonority types are listed in Table 39,
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TABLE 39. Sonorities Listed in Descending Order of
Frequency of Occurrence by Total Number of Beats
and Relative Percentage in Friihling

Total Number

Sonority : of Beats Percent
Triads

M 83.33 49.0%

m 37 21.8%
Sevenths

Mm 23 13.5%

mm 12.67 7.5%

o7 9.33 5.5%

o7 1.33 0.8%

MM 1 0.5%
Rests 2.33 1.4%
Total Triads 120.33 70.8%
Total Seventh Chords 47.33 27.8%
Total Rests 2.33 1.4%

Sonorities are once again of a conservative nature consisting exclusively of
triads and seventh chords. Seventy percent of all types are major and minor
triads. The most common sonority, the major triad totals 49.0%, or
approximately half of all sonority types. Occuring nearly half as much are minor
triads at 21.8%, which, for the first time in any of the discussed works occur
more than the Mm7 chord. The Mm7 chord totals 13.5%. The greater frequency
of minor triads is due, in part, to the opening eight bars that feature two
different minor triads a third apart in a non-functional! relationship (See Example

46).












Root Movement_and Representative Harmonic Progressions

Root movement is given in Table 40.

TABLE 40. Root Movement Listed by Frequency of Occurrence

by Interval Direction, Total Number of Times They
Occur and By Relative Percentage in Frithling

Root Movement Amount
Up a second 23
Down a second 2]
Up a perfect fourth 16
Down a third 16
Up a third 10
Up a perfect fifth 7
Up or down a tritone 4
No intervallic movement 2

Percent

23.2%
21.2%
16.2%
16.2%
10.1%
7.1%
4.0%
2.0%
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Up a perfect fourth has been the most common type of root movement in

all of the previously discussed works. However, as can be seen from Table 40,

that is not the case here. Instead, up and down a second occur almost cqually,

23.2% and 21.2%, respectively. This is due, in part, to numerous short segments

of ascending and descending bass lines. The ascending perfect fourth is in third

place at 16.2%.

Example 48 shows root movement of up and down a second.

This final

appearance of motive Y is harmonized with sonorities whose roots move up a .

second and then down by second.
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Root movement by third related sonorities occur a total of five times.
Table 41 shows third relation between sonorities.
TABLE 41. Root Movement By Third Relation Occurring

Between Sonorities and The Total Number of
Times They Occur Ranked in Frequency of Occurrence

in Frithiin
Sonority Amount Percent
Mm-M 2 40.0%
M-M 1 20.0%
Mm - Mm 1 20.0%
M-Mm 1 20.0%

Modulation Types

All modulation types are listed in Table 42,

TABLE 42. Modulation Types Ranked in Frequency
of Occurrence by the Number of Times They Occur
and Relative Percentage, Frihling

Modulation Type Amount Percent
Linear Motion 5 26.6%
Chromatic Pivot Chord 5 26.6%
Enharmonic Diminished Seventh 5 " 26.6%
Third Relation 2 10.5%
Enharmonic Mm7 1 5.3%
Diatonic Pivot Chord 1 5.3%

The reason some modulations have a higher frequency of occurrence
compared to those earlier works is due to the limited number of modulations that
total here to 19. Slightly more than one-fourth of them are linear motion,
chromatic-pivot and enharmonic diminished-seventh chords. These three
chromatic types each total 26.5%. On the other hand, the diatonic pivot chord,

which was more frequent in the other works, is virtually non-existant in this
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The second song was completed on September 20, 1948 in Montreux and is
dedicated to Mr. and Mrs. Seery (Maria Jeritza). The poem, by Hermann Hesse,
represents the passing of Summer into Fall. Hesse not only gives the season of
Summer a human quality, but even the garden takes on human charactertistics.
This is evident in the first line of the poem which opens, "The garden mourns.."
In the remaining five sentences, human traits are still noticeable, particularly
illustrated by the words, "shudders," “smiles," "longing by the roses," "desires to
rest" and "slowly closes his eyes." The emphasis of the entire poem is upon
Summer’s vitality and liveliness. When Summer ‘realizes’ that Fall is
approaching, it does not want to submit. However, it finally “tires’ and yields to
the following season.

The text, in both German and English, is shown in Table 43.

32Though this song was supposedly the last song penned by Strauss, there
exist two unpublished works written after September 20, 1948, The first is
Malven (text by Betty Knobel) and the second GUttlich ist und ewig der Geist
(Hermann Hesse) was never finished. Of these two songs, only the first is similar
in text to September. Malven refers to various flowers in a garden which are
passing from Summer into Fall.




TABLE 43. German and English Translation of September

SEPTEMBER
(Hermann Hesse)
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Der Garten trauert, The garden mourns,

Kthl sinkt in die Blumen der Regen, the flowers sink in the cool rain,
Der Sommer schauert Summer shudders,

still seinem Ende entgegen. silent in facing its end.
Golden tropft Blatt um Blatt Golden drops leaf upon leaf

nieder von hohen Akazienbaum. down from the high Acacia wree,
Sommer lachelt erstaunt und matt Summer smiles in amazement and

weakens

in den sterbenden Gartentraum. to the fading garden dream.
Lange noch bei den Rosen Longing still near the roses

bleibt er stehn, sehnt sich nach Ruh, he remains situated, desire to rest.
Langsam tut er die Slowly the eyes

mudgeworden Augen zu. had became tired.

Form and Tonal Relationships

Form
Table 44 presents the form of this song as an [A][BI[A] design that

framed by a short Introduction and a Coda.

is



TABLE 44. Formal Structure of September.

{Intro] 1-5 [A]) 6-19
(1) 6-139
Sentence 1
X)(Y) (X)XY)
>D: >D:
[A] 37-57
(Intro) 36-39 (5) 40-48
Sentence 5
X)(Y) (Y)Z)
s>E: Eb:
>D:444

(B] 20-35
(2) 133-19 (3) 20-27
Sentence 2 Sentence 3
XXY) XXY)Z)
G: >(Gb:
‘[:Bb:IS ﬁ :23
>LGbi19y g 24
G :26
[Coda]l 57-65
(6) 49-57 (1) 57-60
Sentence 6
(ZXY) (Z)
>D: >D:

(4) 28-36
Sentence 4
(X)(Z)

> G:
#3153

F#:33
> E:34

(2) 61-65
(Z)(X)

>D:

LSI
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As can be seen from Table 45, there is an overall large tonal descent
spanning the distance of a perfect fifth (bars 23-65). Prior to this, the keys
generally move in an upward direction. The large tonal descent becomes more
visible in bar 23 beginning with the dominant.
Tonalities are shown in Table 46.
TABLE 46. Tonalities Listed in Descending Order
of Frequency of Occurrence by Number of Total Beats and

Relative Percentage, September

Total Number

Key of Beats Percent

D 131 50.4%
G 32 12.3%
Eb 26 10.0%
E 25 9.6%
Bb 14 5.4%
Gb 13 5.0%
f# 8 3.1%
A 4 1.5%
F# 3 1.2%

Table 46 shows that half of the song is in the principal key of D: (50.4%).
This key occurs at the beginning (bars 1-12) and conclusion (bars 47-65). In a
distant second place is the subdominant key of G: at 12.3%. It occurs towards
the end of [A], bars 4-19 and [B], bars 26-31. The key in third position is the
Neapolitan at 10.0%. This key is used towards the end of the song (bars 40-47)
immediately before the tonic key, thereby, creating an intensive and dramatic
conclusion. At approximately four percent less is E: (6.5%) used exclusively for
the opening introduction of the last [A] section. The remaining six tonalities, all

occurring less than 5.5%, are used prior to and throughout the large [B] section.
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Sonority Types
The various sonorities are listed in Table 47.
TABLE 47. Sonorities Listed in Descending Order of
Frequency of occurrence, by Total Number of Beats

and By Relative Percentage, September

Total Number

Sonority of Beats Percent
Triads
M 124.25 47.8%
m 43 16.5%
+ 3 1.2%
o 2 0.8%

Seventh Chords

Mm 68 26.2%
o7 7.75 2.9%
mm 7 2.7%
o7 3.25 1.3%

Ninth Chords

Mmm 1 0.4%
MmM 75 0.3%
Total Triads 172.25 66.3%
Total Seventh Chords 86 31.1%
Total Ninth Chords 1.75 0.7%
The choice of sonorities is once again of a conservative nature. Two-

thirds of the song consist of triads (66.3%) while seventh chords comprise
virtually the remaining one-third (31.1%). Major triads account for nearly half of
all  sonorities (47.8%) as Mm7 chords comprise one-fourth (26.2%). When
combined, major triads and Mm7 chords total to almost three-fourths of all
sonority types (74.0%). It is not surprising that Summer’s vivacity is
represented by major triads and Mm7 chords. The remaining 0.7% are ninth

chords.
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Root Movement and Representative Harmonic Progressions
Listed by frequency of occurrence, Table 48 ranks root movement.
TABLE 48. Root Movement Listed by Frequency of Occurrence

By Interval Direction, Total Number of Times They
Occur and by Relative Percentage, September

Root Movement Amount Percent

Up a perfect fourth 25 24.8%
Up a second 19 18.8%
Down a-third 16 15.8%
Down a second 13 12.9%
Up a third 10 9.9%
No intervallic movement 9 8.9%
Up a perfect fifth 6 5.9%
Up a tritone 3 2.9%

The most common type of movement, up a perfect fourth, occurs at 24.8%,
or approximately one-fourth of the time. It is again frequent in a dominant to

tonic relationship. Up a second, in second position at 18.8%, is associated more

with the sixteenth-note chords in motive X. These chords almost always
comprise a functional triad or seventh chord. There are instances where they
are non-functional, but still use the ascending second. These sixteenth-note

harmonic structures, whether functional or non-functional, can be interpreted as
non-harmonic chords above the wunderlying harmony, even though, separately,
they can be arranged into a chord.

In Example 58, every type of root movement occurs in the opening four
bars except for up or down a tritone. Even though the second bar is basically a
repetition of the first, it should be pointed out that the two sixteenth-note non-
harmonic chords in the first bar are non-functional but, in the second bar, are
diatonic.  This helps lend a touch of bittersweet nostalgia to the very beginning

of the song.
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Modulation Types

Modulations are shown in Table 49,

TABLE 49. Modulation Types Runked in Frequency of
Occurrence by the Number of Times They Occur
and Relative Percentage, September

Modulation Amount Percent
Chromatic Pivot Chord 9 90.0%:
Enharmonic Mm Seventh 1 10.0%

One unusual feature is the limited number of modulations consisting of two
types: chromatic pivot chords and an enharmonic Mm7 chord.  Another unusual
feature is that both types are chromatic. This is the first time in any of the
discussed works that the diatonic pivot chord is absent, The chromatic  pivot
chord occurs nine out of ten times (90.0%). In Example 59, the second bar

ilustrates onc example of a chromatic pivot chord. 1t is a 16,4 =N6/4,
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B_Qi_m__S_g_hlgfengehen34
The third song was completed in Pontresina, Switzerland. It was finished
on August 4, 1948, less than one month after the completion of "Frbhling." It is
dedicated to Dr. Adolf J8hr and his wife.
This is the third and final song in the set that uses a text of Hermann

35 Like those preceding, there are references pertaining to death. In

Hesse.
Frihling, death was portrayed by the darkness of Winter that became re-born in
Spring; in September, the opposite occurred: Summer gave way to death
represented by the arrival of Fall.

The text of this song, is in three sentences. The first describes how a
person, tired at the end of the day, anticipates nighttime in order to seek rest,
as a child who has played hard. The second sentence expands this idea of rest as
the hands refrain from their work, the mind forgets all thoughts and the senses
desire sleep. The physical exhaustion expressed in the first two sentences turns
into a spiritual renewal in the third. The soul welcomes death wishing to be
suspended in eternal free flight z_md to circle into the deep night to live there a

thousand times.

The text is shown in Table 50.

34Certainly the correct title is Beim Schlafengehen, however, the Boosey &
Hawkes publication (1950) titles this song, Beim Schlafengehn. All references in
scholarly sources referred to use the correct spelling as does the author in the
body of this paper.

354Bgim Schlafengehen dates from the years of the first world war when
Hesse, having witnessed the collapse of his wife’s mind, himself passed throughout
a grave emotional crisis. The verses tell of the soul’s fatigue after the day and
its desire for nothing more than to take wing in the magic circles of night; the
analogy with the death-wish is clear enough and the beauty of Strauss’ setting is
indeed almost unearthly.” Norman DelMar, Richard Strauss; A Critical

Commentary on_ His Life and Works, 3 vols.,, (London: Barrie & Jenkins, 1972),
vol.3, p. 463.
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TABLE 50. Translation of Beim Schlafengehen

Nun der Tag mich mlld’gemacht, The day now made me tired,
soll mein sehnliches Verlangen my longing desires
freundlich die gestirnte Nacht shall welcome the friendly
wie ein miides Kind empfangen. starred night as a tired child.
Hinde lasst von allem Tun Hands refrain from all doings,
Stirn vergiss du alles Denken, the brow forgets all thoughts,
alle meine Sinne nun all my senses wish
wollen sich in Schlummer senken. to sink into slumber.
Und die Seele unbewacht And the unwatchful soul wishes
will in freien Flligen schweben, to suspend in free flight
um im Zauberkreis der Nacht in magic circles of deep night,
tief und tausendfach zu leben. and to live a thousand times.

Form and Tonal Relationships
Form
Table 51 shows the form of this song in two sections. Section [A]
contains the first two sentences of text, while section [B] has the third. The
latter begins with a 15 bar orchestral interlude that is based on a motive
(henceforth designated motive X) derived from the first five bars of the song

and which will be discussed later.



TABLE 51. Formal Structure of Beim Schlafengehen.

[Intro} 1-6

(X)

> f:
(Gb):49

[A] 6-24
(11 6-14
Sentence 1

(Gb):
> f:69
E:12

(2) 15-24
Sentence 2

c#:
D:17
c#:19
Bb:199
d:21
» Db:22

PAC-24 (Db)

[B] 24-61

(1) 24-38
Interlude
(X

> Db:
eb:349
> Db:36

[Coda] 62-70
(2) 36-61

Sentence 3
X) (X)

? Db: > Db:
eb:489
> Db:519

PAC-46 (Db)

oLl
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songs, are also found here. However, they are not as significant as the
proportional division of the song into thirds. As previously mentioned, the first
two sentences comprise the first third of the song while the third sentence, the

final two-thirds. This is illustrated in Table 52,



TABLE 52. Balance and Symmetry Between Large Formal Sections.

(Intro] 1-5 [A] 6-23 [B] 24-61 [Coda] 62-70
(5 bars) (18 bars) (38 bars) (9 bars)
(1) 6-14 (2} 15-23 (1) 24-38 (2) 39-61
(9 bars) (9 bars) {15 bars) (23 bars)
Sentence 1 Sentence 2 Interlude Sentence 3
\ I Y
1/3 2/3
(23 bars) (47 bars)

1 ZA
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The song opens with a five bar introduction in f: and features sequential
presentations of motive X. This is shown in Example 60. The motive here
anticipates its extensive use and subsequent meaning in the last sentence where
it helps to depict the text’s "suspended free flight of the soul." As there is no
reference to this idea in either the first two sentences, the motive does not

appear there.
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EXAMPLE 60. The Opening Measures Containing Motive X in
Beim Schlafengehen, bars 1-6
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depicted by the extended use of Db:. This can be seen in Table 54 which shows
the great prepondurence of this key.

TABLE 54. Tonalities Listed in Descending Order of
Frequency of Occurrence by Number of Total Beats

and Relative Percentage, Beim Schlafengehen

Total Number

Key of Beats Percent

Db 183 64.4%
f 28 10.0%
Ab 14 5.0%
c# 11 3.9%
E 10 3.6%
eb 9 3.2%
D 8 2.9%
Bb 5 1.8%
Gb 4 1.4%
d 4 1.4%
Fb 4 1.4%

Approximately three-fifths of this song (64.4%) is in the principal key of
Db:. As already mentioned, this key represents the released soul, while the key
in a distant second place (10.0%) f:, represents the yearning of the soul to be
free. The dominant key is in third position at 5.0%. The remaining eight keys
occur less,

There are only two PAC’s in the song, both in the principal key of Db..
There are instances where more unusual cadences appear that are not PAC’s. One
was shown earlier in Example 62 that illustrated a deceptive cadence in the
Neapolitan region.

Another unusual cadence occurs at the end of the first sentence, shown in
Example 62, where there are descending parallel fifths in the second and third
bars.  Both the combination of these descending fifths with the voice that does
not coincide with the phrasing of the accompaniment, help to portray the

"tiredness" found in the text.
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Sonority Types

The various sonorities are listed in Table 55.

TABLE 55. Sonorities Listed in Descending Order of Frequency
of Occurrence, Total Number of Beats and Relative Percentage

Beim Schlafengehen

)

Total Number

Sonority of Beats Percent
Triads

M 82.25 58.8%

m 27.75 *19.8%

0 1 0.7%

+ .50 0.4%
Sevenths

Mm 18.5 13.2%

mm 5.5 3.9%

o7 2.0 1.4%

o7 0.5 0.4%
Single Tones 2.0 1.4%
Total Triads 111.50 79.7%
Total Seventh Chords 26.50 18.9%
Total Single Tones 2.0 1.4%

Similar to the preceding song, triads and seventh chords are the basis for
this song. Their combination totals 98.6%. Of these, major triads comprise
almost three-fifths (58.8%) while minor triads, one-fifth of the work (19.8%).
Major-minor seventh chords occur less than minor triads and are in third position
at 13.2%  The combination of these three sonorities total 92%, comprising the
essence of the harmonic language.

The extended use of the major triad results from the general slower
harmonic rhythm and the progrummatic use of Db: in the last two-thirds of the
song. Minor triads, on the other hand, are more common in the first third

where they help to portray the fatigued soul that yearns to be released.
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Root Movement and Representaitve Harmonic Progressions
Table 56 ranks root movement.
TABLE 56. Root Movement Listed By Frequency of Occurrence of

Interval Direction, Total Number of Times They Occur and
Relative Percentage, Beim Schlafengehen

Root Movement Amount Percent

Up a perfect fourth 26 30.9%
Up a second 17 20.2%
Down a third 12 14.3%
Up a perfect fifth 11 13.1%
Down a second 10 11.9%
Up a third 4 4.8%
No intervallic movement 4 4.8%

The ascending perfect fourth total 30.9% and is again the most common
type of movement. Unsurprisingly, 14, or more than half of them, occur in a
dominant to tonic relationship.

Root movement of up a second occurs one-fifth of the time at 20.2%. It
is illustrated in Example 64. This example not only shows up a second but also

an overall ascending perfect fourth that frames this chromatic passage.
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Modulation Types

Modulation types are listed in Table 57.

TABLE 57. Modulation Types Ranked By the Number of Times
They Occur and Relative Percentage, Beim Schlafengehen

Modulation Type Amount Percent
Diatonic Pivot Chord 8 50.0%
Linear Motion 5 31.2%
Enharmonic Major-Minor Seventh 2 12.5%
Chromatic Pivot Chord 1 6.3%
There are sixteen modulations in this song. Half of these are diatonic

pivot chords (50.0%) while the other half are a combined total of three chromatic
types. Five of the eight diatonic pivot chords appear in the first third of the
song. Two of the five linear motion modulations, the chromatic pivot chord and
both enharmonic Mm7 chord modulations are also found in the first one-third of
the song. Thus, ten of the sixteen modulations occur in the first third of the
song. The greater use of tonalities that brings about a substantial amount of

modulations also adds to the instability of the text which soon finds rest.
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Im Abendrot

The final song in the set was completed in Monueaux, Switzerland on May
6, 1948, It is dedicated to Dr. Ernst Roth.

The poem, by Joseph von Eichendorff, is an emotional and moving text. It
is about an elderly couple who, joined hand in hand, reminisce over troubles and
joys they have experienced wgether. It would seem that the pair are in a
suspended spiritual state between life and death, evidenced by references to "let
us rest over the still country" and "it already darkens Lhu‘ air."  Perhaps the
couple are so much in love that they are oblivious to their current state.
However, they finally realize that it is time w "sleep," not wanting w be
separated from each other into loneliness. Together they experience the quiet

tranquility and splendor of the sunset, becoming tired of their wavels at day’s

end - be it the wtravels of life or their present suspended journey - as they ask
themselves, "Is this perhﬁps Death?" The couple finally have reached their
destination as they enter into the eternal bliss of death - stil hand in  hand,
forever.

It is believed that Surauss hud intended this song to be representative of
himself and Pauline,39 It would certainly seem appropriate as it was composed
at the age of 84, just one year before his death.

The text of this song parallels that of the preceding one: in this case two
people, who become tired and desire o seek rest. Once again, this longing

desire w seek rest is manifested through death.  The text is in four sentences

and is shown in Table 58.

36Normun DelMar, Richard Struass: A Commentary of His Life_and Work, 3
vols., (London: Barrie and Jenkins, 1972), vol. 3, pp. 460-461.
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TABLE 58, Translation of Im_Abendrot

Wir sind durch Not und Freude
gegangen Hand in Hand;

vom Wandern ruhen wir
nunlberm stillen Land.

Rings sich die THler neigen,
es dunkelt schon die Luft,
zwei Lerchen nur noch steigen
nach traumend in den Duft.

Tritt her und lass sie schwirren,
bald ist es Schlafenszeit,

dass wir uns nicht verirren
in dieser Einsamkeit.

O weiter, stiller Friede!
So teif im Abendrot,

Wie sind wir wandermlde
ist dies etwa der Tod?

Through trouble and gladness we
went hand in hand

let us now rest
over the still country.

The vales circle lower,
it already darkens the air
two larks only yet ascend
dreaming in the night.

Step and weary whir,
it is soon time to sleep

that we don’t go astray
into the loneliness.

_ Oh further, still tranquility

So deep at sunset,
How tired we are of traveling
Is this perhaps Death?

Form and Tonal Relationships

Form

Table 59 shows the form of this song as being sectional [A][BJ[A1][A2]

framed by an Introduction and Coda.



TABLE 59. I;‘ormal Structure of Im A_bendrot..

[Intro] 1-20

[A] 21-35 [B] 36-45
Sentence 1 Sentence 2
> (Eb: > Eb: > Lab:
Cb:93 "Bb: 33 f#:393
c:l13 A :41
> Eb:13 c#:44

PAC - 20 (Eb) PAC - 347 (Bb)

[A2] 56,-75 [Coda] 75-97
Sentence 4 "Tod und
Verklarung”
> Bb: > Cb:
Eb:61 eb:78
eb:66 [D :83
D:71 [F :85
F:738 Ab:87

> Eb:89

(al] 46-56!
Sentence 3

> Eb:
Bb: 54

PAC - 563 (Bb)

061






192

TABLE 60. Overall Tonal Organization for Im_Abendrot

[Tt (A) i8)
F ) h |.zb 3
Dunget There, l’;_/ hog) fesi 1. o
b
—1
[an [ag) [Coda]
4 1%‘ 4 7o) éF Vi v
50 GYaT] E ﬁls X b J 2
f
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The first sentence contained in Section [A], is virtually in Eb: and goes
through several metric changes. These metric fluctuations are representative of
the couple’s journey and their need to find rest. The tranquility of rest,
illustrated by a short return of the Sunset theme, concludes this section in the
dominant, Bb:.

Section [B] contains the second sentence and uses the more distant keys
of Gb:, f#: and A.. Similarities between this section and the previous one are
the inclusion of fragments of the Sunset theme and the change in meter. One
difference is a greater use of chromaticism here. The two flutes, trilling in
sweetly synchronized thirds, depict the pair of larks ascending into the sky.

The third sentence appears in section [Al] and exactly paraliels [A] in
tonal organization (Eb: and Bb:). The larks become more subdued here as eternal
sleep is close at hand. They are again presented by thirds moving in a
downward direction.

The fourth and final sentence, Section [A2], begins in the dominant key
that moves back to the tonic. The Sunset theme returns and is appropriately
used on the word "Abendrot" (bar 63). The theme appears at approximately the
two-thirds point in the song that is followed by the couple’s fatigue of their
travels., Their tiredness is represented by and the Sunset theme which is now in
the lower timbre and gloomy key of eb: (bar 69). The denouement of deat.h is

exemplified by the transformation theme of Tod und Verklirung scored in the

first horn (bar 71 in D:). This well-known theme becomes more prominent in the
Coda in Ch:. Gloominess soon follows as the sunset theme returns once again,
but in eb:.

The song concludes with a chromatic alternation of two triads (Eb and Cb)

in second inversion and closes with a simplistic V-1 cadence. The trills, which
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were representative of the ascending lérks, represent here the couple’s souls
entering into eternity.

Table 61 shows the various tonalities for this final song.
TABLE 61. Tonalities Listed in Descending
Order of Frequency of Occurrence by Number of

Total Beats and Relative Percentage, Im Abendrot

Total Number

Key of Beats Percent

Eb . 184 49.3%
eb 40 10.7%
Bb 36 9.7%
Cb 22 5.9%
D 16 4.3%
F 16 4.3%
Gb 14 3.7%
A 10 2.7%
g 8 2.4%
Ab 8 2.1%
c# 8 2.1%
c 6 ' 1.6%
f# 4 1.1%

The principal key,‘Eb:, lasts for approximately half of the song, (49.3%). In
a distant second place is the parallel minor key of eb: occurring ten percent of
the time. Its high frequency is attributed to the somber mood of the Sunset
theme towards the end of the song. The pitch cluss of Eb totals 60.0%. The
dominant is in third place at 9.7%. In fourth position is Cb: that is exclusively
used for the presentation of the "Death and Transfiguration" theme (bar 75). The

nine remaining keys occur at 4.3% or less.
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Sonority Types

Sonority types are given in Table 62.

TABLE 62. Sonorities Listed in Descending Order
of Frequency of Occurrence, by Total Number of
Beats and Relative Percentage, Im Abendrot

Total Number

Sonority of Beats Percent
Triads

M 228 61.1%

m 89.5 24.0%
Sevenths

Mm 36 9.7%

§7 6.5 1.7%

mm?7 5 1.3%

MM7 4 1.1%

o7 2.5 0.7%
Elevenths

()mmp 1.5 0.4%
Total Triads 317.5 85.1%
Total Seventh Chords 54.0 14.5%
Total Eleventh Chords 1.5 0.4%

The three staples of Strauss’s harmonic language, the major triad (61.1%),
the minor triad (24.0%), and the Mm7 chord (9.7%) are again the most common
types in this final song. These three combined total approximately 95%.

The opening bars exemplify the major triad (20 beats) followed by the
minor triad (14 beats). Example 68 illustrates the opening nine bars and the
extended use of both the major and minor triad. The use of non-harmonic wnes

adds musical variety to what would be a rather static passage.






1ot Movement an resentative Harmonic Pr

Root movement is shown in Table 63.

TABLE 63. Root Movement Listed By Interval
Direction, Total Number of Times They Occur
and By Percentage of All Root Movement Types,

ressions
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Im_Abendrot

Root Movement Amount Percent

Up a perfect fourth 22 25.9%
Down a third 21 24.7%
Down a second 14 16.5%
Up a second 10 11.8%
Up a third 7 8.2%
No Intervallic Movement 7 8.2%
Up a perfect fifth 3 3.5%
Up or down a tritone 1 1.2%

The most frequent root movement, up a perfect fourth (25.9%), is again common

in the progression V7-1 occurring ten times.

69, appears here because of its simplistic

This progression, shown in Example

setting concluding on a PAC. The

preceding ii7 also creates an ascending perfect fourth as it goes to the V7.
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Modulation by third relation first appears in the Introduction (bars 11-12)
at the end of the Sunset Theme. It occurs between a BbM6/4 chord and a
GMm?7 that connects Cb: and c¢:. This type also appears between Section [A] and
[B]. In bars 72-73, third related keys occur between the "Death and
Transfiguration” theme (D:) and a fragment of the Sunset theme (F:). The two
final appearances occur in the Coda (D:, F: and Ab:).

The diatonic pivot chord, which was used sparingly in the other songs, is
more prominent here. It occurs approximately one-fifth of the time (21.1%). In
third place is linear motion (10.5%), which is limited only to the last two formal
sections of the work ([A2] and the Coda). Both examples of linear motion
connect the adjacent tonalities of eb: and D:. This results from a statement and
restatement of the latter part of the Sunset Theme. Example 71 shows how linear

motion is used in relationship to this theme.
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EXAMPLE 71. Linear Motion Modulation Type Used in Relationship to
The Sunset Theme in Im_Abendrot, bars 79-88

Another example of linear motion modulation occurs towards the end of the

song. In bar 74 a subdominant minor chord in F: moves o a 16/4 in the new key

of Cb:. Example 72 shows the progression iv-16/4.
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EXAMPLE 72. Linear Motion Modulation Type Occurring Towards
the End of Im_Abendrot, bars 73-76

The remaining types, the chromatic pivot chord, the enharmonic Mm7 and

the enharmonic diminished-seventh, all occur only one time.
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CHAPTER V1
SUMMARY AND CONCLUSIONS

rm_and Tonal Relationships
The forms of the four late works in this study are traditional, but, of
course, vary according to genre. They are summarized and presented in Table
66 in a hierarchial order beginning with the tightly structured forms of the Oboe
Concerto to the less structured Opera scene. These charts show large sections
(their location is indicated by bar numbers given directly below the formal
divisions in parentheses), significant subsections (indicated in brackets), important

motives and themes (indicated in parentheses) and principal tonalities.



TABLE 66. Summary of Formal Structures in the Selected Works.
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TABLE 66. Summary of Formal Structures in the Selected Works (continued)

Metamorphosen
I Rondo Form
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TABLE 66. Summary of Formal Structures in the Selected Works (continued)
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TABLE 66. Summary of Formal Structures in the Selected Works (continued)
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TABLE 66. Summary of Formal Structures in the Selected Works (continued)

Capriccio - Final Scene

Sectional Form
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The Oboe Concerto is the most highly traditional of the four works and is

in the character of a Mozart Concerto.3” The three movement work is unified
by five thematic ideas, labeled (a), (b), (¢), (d) and (e), in addition to motive X,
occur in the first movement. 1In the second movement, themes (f), (g), (h) and
motive X appear as a portion of (g) contains a transformation of theme (¢). The
final movement introduces themes (i), (), (I) in addition w a return of theme (d).
It is this later theme that is wused more often throughout the concerw,
particularly in the last movement where it is the [TT]. The (FT} and [ST] groups
in the sonata form outer movements are in a tonic-dominant relationship.  The
second movement, in the bVI key, is primarily in two keys, the wnic and
subdominant. Almost all of the work’s principal keys are major with the
exception of section [B][b] in the second movement which is in ¢: and the first
part of the [TT] in the final movement that is in a: A few of the principal
tonalities are third related particularly in the outer movements. Third related
keys do not occur in the second movement. However, they serve as a connecting
device between movements.

Metamorphosen is in a seven-part rondo form because of the overall tragic

quality and programmatic context of the work.,  This form permits for several
restatements of the principal thematic material, which in itself, has a tragic
quality. The fitting and tragic key of ¢ frames the work while major keys
predominate in the middle portion, particularly the raised mediant key of E: in
section [C].  Third related keys occur less frequently in this work than in the

concerto. The only example occurs between section [C|] and the preceding (Al A

39There are two principal differences between this concerto and a traditional
one from the Classic period. One is the lack of a double exposition: the second
is the absence of a cadenza in the first movement. The first of two cadenzas
occurs between the second and third movements while the other occurs just prior
to the Coda in the last movement,
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further result of the work’s unique program is its extensive chromaticism and the
greater variety of keys.

Each form in the Four Last Songs varies dependent upon cach song’s text.
The poems, three by Hesse and one by Eichendorff, emphasize aspects of either
life, death or both. Death receives as much, if not more, emphasis than does
life, particularly in the last two songs where it is portrayed in a positive light.
The collection of songs is a personal testimony at the end of the composer’s long
life, and in particular, are an intimate reference to the inevitability of his own
approaching death.

The form of Frbhling is in - three parts, [A]lA1][A2): each large A contains
one sentence of text. The song begins in ¢: and concludes in A:  Its wnal
scheme is an exemplification to the main thrust of the text: the desire w be
reborn with the return of Spring. The opening key is the only minor key of
importance in the song. The sombre key at the beginning represents the depths
of Winter, slumber, and the depth of Winter; A: poruays the rebirth and return
of life. Third related keys are a common stylistic feature, particularly toward the
end, where the keys climb successively (D:-F#:-A:). Pérhaps this ascending
pattern of tonalities is representative of death rising to life. September, also in
three large sections [A][BJ[A]l, has six sentences, two per each large section,
This song contrasts with the previous one as the emphasis here is on Summer
giving into Full that portrays the passing of life seen through Summer giving way
to Fall. The song is basically in its principal key, D: with the exception of
Sentences 2 and 4 which are in Gb: and G: respectively. Third related keys are
not a frequent feature. The only example occurs between the first two sentences.

There are three sentences in two parts, [AJ[B], in Beim Schlafengehen. There is a

long orchestral interlude that separates the first two sentences from the third.
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This interlude features motive X, which has not been heard since the
Introduction, and represents the soul’s release into eternal free flight that s
implicit in the text from there to the end. The tonal scheme is similar to that of
the first song in that it begins in a minor key and concludes in a major one,
which in both cases, mirrors the progression of the text from a negative o a
positive note. Third related keys are even more noticeuble by their absence. The
final song, Im _Abendrot, contains four large sections [A][BIIA1}{A2], beginning and
ending in Eb:. This song is more tonally stable compared to the rest of the
songs. Three of the four sentences ar.e in this key with the exception of the
second in the contrasting third related key of Gb.. The composer’s final
statement on death and its positive attribute is manifested with the appearance of
the transfiguration theme from his earlier tone poem, "Death and Transfiguration.”
The final scene of Capriccio is sectional. in form as a result of the
dramatic action. The Sonnet is the only part of the scene that is tonally
structured. It is in a binary tonal scheme. Third related keys are not a frequent
occurrence. Towards the end of the scene there is a shift in tonality to f#: which
represents  the confused Countess as she once again tries Lo reach a decision.
The scene and subsequently the opera concludes in Db:. Appropriately, the
Countess’s decision is never known which love to choose, and, correspondingly,
neither has the question been answered as to which is more important in opera:

words or music.

Sonority Types

Table 67 lists all sonority types grouped according to type: triads, seventh

chords, ninths, elevenths and thirteenth chords. The specific types within the
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larger categories are not ranked by frequency of occurrence as they vary among

each work. The absence of a particular sonority type is shown by three dashes.

TABLE 67. Summary of Sonority Types1

Oboe Capriccio  Four
Concerto Metamorphosen Final Scene Last Songs
Triads
M 53.9 32.1 46.1 54.9
m 14.2 24,6 14.5 17.7
o 0.3 0.4 0.1 0.3
+ = = i 0.4
Total 68.4 57.1 60.7 73.3
Seventh Chords
Mm 20.4 31.4 21.9 15.4
mm 3.6 3.1 5.0 3.2
o7 3.9 3.9 4.4 2.3
07 1.3 3.1 2.5 1.2
MM 0.6 0.3 1.5 0.5
+M 0.1
+m 0.02 = _— ==
Total 29.82 41.9 35.3 22.6
Ninth Chords
MmM 0.8 0.1 1.7 0.1
Mmm 0.3 0.5 1.0 0.1
MMM 0.1 --- 0.1 -
mmM 0.2 - . -

Total 1.4 0.6 2.8 0.2



TABLE 67. Summary of Sonority Types (continued)

Rests

Oboe
Concerto

Eleventh Chords

MmMp 0.02

()mMp 0.2

(Ommp o=
Total 0.22

Thirteenth Chords

(OmMmM 0.2

Total 0.2

Single Tones

Non-Tertian ---

Metamorphosen Final Scene

0.3

0.1

(Figures are presented here as percentages)

minor triad and the major-minor seventh chord.

Tne three most common sonority

Table 68.

Capriccio

Four
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Last Songs

by far

These

0.2

0.2

are the major triad, the

are listed and totaled in
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TABLE 68. Comparative Frequency of Major and Minor Triads and Major-Minor
Seventh Chords in the Four Works

Oboe Capriccio Four
Concerto  Metamorphosen Final Scene Last Songs

Major Triads 53.9 32.1 46.1 54.9

Minor Triads 14.2 24.6 -14.5 17.7

Major-Minor

Seventh Chords 20.4 31.4 21.9 15.4
Total 88.5 88.1 82.5 88.0

The concerto and songs contain the greater frequency of major triads
occurring over 50% of the time in each (53.9% and 54.9% respectively). Major

triads are less frequently in Capriccio (46.1%) and Metamorphosen (31.1%). In

Metamorphosen, minor triads (24.6%) occur more. while the Mm7 chord (31.4%)
appears almost as much as the major triad. The other types of seventh chords
are not nearly as common, while ninth, eleventh and thirteenth chords are
practically non-existent.

Finally, grand totals for all the sonority types are shown in Table 69.



TABLE 69. Grand Totals of Sonority Types in the Four Works

Triads

+°83=

Total

Seventh Chords
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mm
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o7

MM
+M
+m

Total
Ninth Chords
MmM
Mmm
MMM
mmM

Total

Eleventh Chords

MmMp
()mMp
(Ommp

Total

Thirteenth Chords

OmMmM

Totul

Percent

45.5%
17.9%
0.3%
0.1%

63.8%

23.4%
3.8%
3.8%
2.1%
0.7%
0.01%
0.05%

33.86%

0.7%
0.5%
0.05%
0.04%

1.29%

0.05%
0.1%
0.02%

0.17%

0.1%

0.1%
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The three most common types of sonorities, in order of frequency of
occurrence, are major triads (45.5%), major-minor seventh chords (23.4%) followed
by minor triads (17.9%). Major triads and major-minor seventh chords alone total
68.9%. When the minor triad is added to this percentage, it brings the figure up
to 87%.

Triads alone account for almost over two thirds of ‘all sonority types
(63.8%). Of this amount, seventy-one percent are major while twenty-eight
percent are minor. Seventh chords comprise one-third of all types (33.86%) of
which sixty-nine percent are Mm7 chords. The combination of all ninths,
elevenths and thirteenth chords which, again, are virtually non-existent by

comparison, total less than 2%.
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Root Movement and Representative Harmonic Progressions
Table 70 lists all root movement types by interval direction and total
percentage. Interval direction is ranked in order of frequency of occurrence

even though the percentages may not follow the same ordering.

TABLE 70. Comparative Summary of Root Movement Types in the Four Works

Oboe Capriccio Four Last

Concerto Metamorphosen Final Scene Songs
Up a perfect fourth 29.3 29.5 28.4 24.1
Up a second 18.3 15.6 15.83 18.9
Down a second 15.9 15.6 15.3 15.5
Up a perfect fifth 14.3 11.1 10.9 7.3
Down a third 10.4 8.0 10.5 17.6
Up a third 6.3 12,7 9.6 8.4
No intervallic movement 4.5 3.9 7.2 5.9
Up or down a tritone 1.0 2.5 2.8 2.2
Up an augmented fifth 1.2

The most common type of root movement is up a perfect fourth. The percentages
are relatively \equal among the works, with the exception of the songs, which arve
slightly less at 24,1%. Once again, most figures in Table 70 help to underscore
the traditionalism of this tonal composer. The ascending perfect fourth is
engrained as one of the traditional root movement types. Other common types
are up a second, down a fifth and down a third, all of which occur towards the
top portion of the ranking on Table 70.

In a vrather distant second place is up or down a second, occurring
approximately between 15% and 19%. Another traditional type, up a perfect fifth
(11.8%), occurs 5% less, frequently in the progression I-V. Of the common root
movement types, movement by third occurs less than the ascending perfect fifth.

Two non-traditional root movements, down a second and up a third, have a
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relatively high frequency of occurrence in the four works. The use of these two
types is one of the few conession by the composer to the 20th century.
Grand totals for root movement are shown in Table 71 ranked in order of

frequency of occurrence.

TABLE 71. Grand Total of Root Movement Types in the Four Works

Root Movement. Percent
Up a perfect fourth 28.5%
Up a second 17.1%
Down a second 15.6%
Up a perfect fifth 11.8%
Down a third 10.7%
Up a third O 9.0%
No intervallic movement 5.0%
Up or down a tritone 1.9%
Up an augmented fifth 0.3%

The most common root movement type overall is up a perfect fourth at 28.5%. At
approximately 10% less in second and third place is up a second (17.1%) and
down a second (15.6%). Up a perfect fifth, down a third and up a third within a

close span of 2.8% between 9.0% and 11.8%.
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Modulation Types

A summary of the various modulation types is shown in Tuble 72.

TABLE 72. Summary of Modulation Types in the Four Works

Oboe Capriccio Four
Concerto  Metamorphosen Final Scene Last _Songs
Linear Motion 18.3 37.6 24.7 20.3
Diatonic Pivot Chord 34.6 20.5 29.6 20.3
Chromatic Pivot Chord 17.3 24.8 16.0 25.0
Enharmonic Mm?7 5.7 0.8 9.9 7.8
Third Relation 12.5 6.0 7.5 14.1
Enharmonic diminished-seventh 7.6 6.0 4.9 9.4
Pivot Note - --- 2.5 ---
Deceptive Cadence 3.8 1.7 ---

The linear motion modulation type is most common in  Metamorphosen
occurring over one-third of the time at 37.6%.  The traditional diawnic pivot
chord occurs almost as often (34.6%) in the concerto. Another modulation type
that may be expected to have a greater frequency of occurrence in a chromatic

work, is the chromatic pivot chord.  This is wrue in Metamorphosen, where it

occurs slightly more (24.8%) than the diatonic pivot chord (20.5%%), The opposite
occurs in the Concerto where the diatonic pivot chord (34.6%) appears exactly
twice as much as the chromatic pivot chord (17.3%) and ablmost twice as much as
linear motion (18.3%). The frequency of use of linear m()l.inn', diawnic  pivot
chord and chromatic pivot chord modulation types are nearly the same in the
songs. Modulation by third relation occurs slightly more in the concerw (12.5%)
and the songs (14.1%) compared o its use in the other works.

Table 73 shows grand totals for modulation types.



220

TABLE 73. Grand Totals of Modulation Types in the Four Works

Linear Motion 26.1%
Diatonic Pivot Chord 25.0%
Chromatic Pivot Chord 22.3%
Third Relation 9.9%
Enharmonic diminished-seventh 8.8%
Enharmonic¢c Major-minor seventh 5.5%
Deceptive Cadence 1.1%
Pivot Note 0.3%

Three modulation types, each comprising approximately one-fourth of all
types are linear motion (26.1%), diatonic pivot chords (25.0%) and chromatic pivot
chords (22.3%). Two chromatic types, linear motion and chromatic pivot chords,
have a high frequency of occurrence resulting from their extensive use in the

more chromatic works, Metamorphosen and the Four Last Songs. The diatonic

pivot chord is more frequent in the other two less chromatic works (the Concerto
and the Opera scene). The chromatic types are characteristic to those works
that are harmonic and tonally unstable while the diatonic pivot chord is
characteristic to those works that are more harmonic and tonally stable in
comparison. In a distant fourth and fifth place, occurring approximately equal, is

third relation (9.9%) and enharmonic diminished-seventh chord modulations (8.8%).



Conclusions

The four works considered in this study were written in the 1940’s at a
time when music had been and was continuing tw constantly undergoe new
developments.  However, it can be seen from the highly conservative results of
this study that Strauss largely ignored these new developments. In fact, most of
the figures presented here merely help prove the point that Strauss is one of the
more famous musical anachronisms. Whether or not this will ultimately work
against him only time will tell, As for the present day, the fact that he is heard
more and more in both the recital and concert hall seems to say that Strauss’s
conservative music is what the public prefers o hear. There is indeed a place
for a ninetcenth century musical style in the waning years of the twenticeth

century.
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