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ABSTRACT 

Foul' major compositions, wlitten by Richard Strauss between H)40-1948, are 

illustrative of the composer's conservative use 

work exemplifies a different gelU'e: an opera 

work, a concerto, and fow' lieder. 

of harmony and tonality. Each 

scene, a programmatic orchestral 

The forms and tonal organization in each represenLative work are 

traditional. Those forms used are sonata, ternary, a seven-part I'Ondo and, a 

loosely structured sectional furm, They are presented in the final chapter from 

the most structured form, the concerto, down to the least strllctured, the opera 

scene, 

The harmonies incorporated within each work are conservative in character, 

The generic categories of sonority types are triadti, seventh chords, ninths, 

elevenths and thirteenth chords, The three overwhelming commoll chords are 

major triads, minor tl'iads and major-minur seventh chords, Almost R7'ic, are thetie 

three types, 

There are many similal'ities In root movement t{) those utied in musIc from 

the common practice period: up a fourth, up a sec()n~, 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. 

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

chromatic types are associated with chromatic music (1\Ietamorphosl'n) just as non

chromatic types are common in more traditionally structUl'cd music (Oboe 

Concel't{)l. 

It is the analysis of these specific elements that help slwd light upon t.he 

later harmonic style of Richard Strallss. 



IH 

CHAPTER I 

INTRODUCTION 

Richard Strauss (l86-t-lH4n, is best known as a compo::;!!r of orchestral 

tone poems, operas and songs. There are various analyses avail.lble on many of 

the earlier works (.Jefferson, HH>a, Ul721; Mann, 
.) 

HHi·r; Murphy, 1 !l6:3, 1 (I...,·,a. ,n.) , 

Petersen, 19774; Phipps, HIH(5). However, there are few available that elaboratA.' 

on works written later in the composer's life tColson, HI74 6; Strit-kert, U)7;,)7). 

The author feels that the later works are significant and are at least of equal 

value to the earliel' compositions. The author has cllOs!:'n fllllr key works from 

Strauss's later life to help fill this void. 

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

detailed harmonic and tonal analysis of' selected works by SlI'auss fhlln the years 

1940 to 194R. These works are: 

1The Operas of Richard Strauss in Britain HI 10- J lHi:L London: Putnam and 
Company, Ltd., 1963. The Liedel' of Richat'd Strauss, New York: Praegel', IH7~. 

2Richat'd Strauss: A Cdtical Study of the Operas. London: Cassell and 
Company, Ltd., 1964. 

3Harmony and Tonality in the Large Works of St.rauss. Ph.D., dissertat.ion, 
Indiana University, 1963. "Tonal Organization in Five Strauss Tone Poems." 
Music Review 44::V4, (983): 22:l-2:l3. 

4'I'on lind WOI'L: The Lieder of Richard Strauss, 
York University, 1977. 

Ph.D., dissertation, New 

5"Logic of' Tonality in Strauss's Don Quixote: A Schoenbcrgian Evaluation." 
19th Century Music, Sept. 198t>, p. 189-205. 

6 "Foul' Last Songs by Richard Stl'Uuss." n.M.A., Composition, University of 
Illinois, 1975, 

7"Richard Strauss' 'Vier Lt!tztc Lieder': An Analytical Study." 
dissertation, Washington University, 1!l7 5. 

Ph.D., 



General 

Final Scene from .capriccio, Op. 85 (1940-1941) 
Metamorphosen (1945) 
Oboe Concerto (1945) 

Foyr Last Songs (1948) 

Methods of Analysis 
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The works listed aboVl' 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. 

Import.ant tonalities are marked by the sign, >, on formal charts. These 

significant keys are determined by their location and placement in relationship to 

the lal'ge formal structure. Normally, these keys are longer in dW'ation 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 fow' works have been 

counted and are also listed in order of fi'equency of occuJ'l'ence. Musical 

examples have been included to show representative sonodties. 

8Edward W. Murphy, Hal'mony and Tonality III the Large Works of Stl'Uuss. 
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 v/R 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 ofT to the hundredth place when applicable. 

Table lists the numer'ical equivalents of rhythmic duration for common and 

compound meters. 



4/4, 3/4 
2,4,6/4 

6/8 

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

Notation Beat.s 

0 4.0 

d. 3.0 

d 2.0 

J 1.0 

~. .75 

J> .50 

~ .25 

d. 6.0 

~. J 5.0 
""--" 
~. J> 4.0 

"--....I' 

0 1• 3.0 

J 2.0 

r $ 1.0 

~ .50 

Root Movement and Representative Harmonic Progressions 

21 

Root movement has been tabulated according to intel'vals, shown in Table 

2, and is listed by frequency of occun·ence. Representative root movements have 

been illustrated with musical examples. 



below. 

TABLE 2. Types of Root Movement 

Up a perfect fourth 
Up a perfect fifth 

Up a second 
Down a second 

Up a third 
Down a third 

No intervallic movement 
Up or down a tritone 
Up a diminished fifth 
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Methods for determining roots for problematic sonorities are presented 

Cadential Six-Four. In the cadential 16/ 4 chord, since the sixth and fourth above 

the bass are non-harmonic, therefore the bass is considered the root of the 

chord. Thus, when a 16/4 is followed by a V, the root of the 16/4 is the 

dominant note (Example 1). 

" I 

' 

l I 

-

(~) (G) (C) 

:c~ 1[.7 :I 
4 

EXAMPLE 1. Cadential 16/4 in 
the Progression 16/4-V7 -I Where Its Root 

Is the Dominant. 

In the 16/4-V progression, the V may be delayed by the insertion of 

another chord, usually a non-dominant chord. Even though the resolution to the 

V has been momentarily interrupted, the bass note is still considered the root of 
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the 16/4 chord. Example 2 shows a cadential 16/4 that is followed by a non-

dominant chord in the progression 16/4-ii6/5-V7-l. 

"ta I I I 
.r 

I 

l ' ' 
.J_ .J_ J 

-

(G) (D) (G) (c) 
I~ ., .. -rr, I 

't n .5 ..):. 

EXAMPLE 2. Cadential 16/4 Followed By 
A Non-dominant Chord in the Progression 

16/ 4-ii6/5-V7 -I. 

Non-Cadential Six-Four. The 16/4 sometimes appears m conjunction with other 

tonic triads. When this occurs, the tonic note is considered w be the root of the 

16/4. This is illustrated in Example 3. 

" I -
~ 

~ 
r 

I" 

\ ' 
r i r i ~ 

l I J. I -
' 

I 

(c) (~) (C.) (C:) (F) 

i I~ I.~ I~ II 

EXAMPLE 3. Non-Cadential 16/4 in 
the Progression 1-16-16/4-16-JV. 

Six-fow· chords may also occur on any other diatonic scale degree, such 

as the subdominant. In this instance, the JV6/4 is often used in conjunction with 

a tonic chord creating a pedal effect and the bass note is considered as the root. 

A subdominant six-fow· chord is shown in Example 4. 



,. I 

(c) 

I 

(c.) 

.L 

EXAMPLE.... The Six-Four Chord on the 
Subdominant in the Progression I-IVti/4-1. 

2 ... 

Finally, the bass note b also consideJ'(~d to bl' the root of those six-fi>ur 

chords that last longer than a total of two beats, since in the opinion of thh; 

writer, they have a tendency to sound like cadential ti -t chords. 

The Supertonie Seventh Chord. In the progression iifi,'!)-I (iioli ?i-Jl the root of 

the supertonic seventh chord is the subdomillant note or the third of' the ehOl'd, 

In the progression ii6/ 5-V (iio(i 5-1) the root of' the supertollic seventh chord, 

h ' 'h H t e superwllIL' note, IS t e root . 

The Diminished Seventh Ch(JI'd. The diminished sewilth chord is the top foul' 

notes of' the minor dominant nillth and is o/'tt!11 u~ed as a dominant substitute. 

For this reason, the omitted dominant scale degree iti considl~red the root of' thl' 

chord. 

The Diminished Leading Tone Triad, In the same way, the dominan t scalc degrcl' 

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

9Matthew Shirlaw. The Theol'Y or Harmony, 2d ed. reprint, (DeKalb: DI'. 
Birchard Coal', 1955), p. 193. 
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The Half-diminished Seventh Chord. Dominant function half-diminh;hed seventh 

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

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

AugmentR4-Sixth Chords. Since the German-sixth (hereafter abbreviated Gli) is 

essentially a iv6/5 chord with the fourth scale step raised, this fourth scale step 

is considered to be the Toot of the chord. The same principal applies to the 

Italian-sixth (It.&,) as a iv6 chord with the raised fourth. 

The French-sixth (li'f\) is essentially a ii~4/a in a minor tonality with a 

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

Modulation Types 

The val'ious means of modulation, shown in Table a, 

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

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 wOI'king definition of each one follows: 

have been listed 

Diatonic Pivot Chord A chord that is diatonic In both keys. 

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

appeal' 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 occw' 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& 01' a G6. that becomes a V7. This type of' 

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

Enharmonic Diminished-Seventh Chol'd - A diminished-seventh chol'd 

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 ca~ence 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 (Le" diatonic, pivot, 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. 

26 
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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 Abbrevia'tiuns and Symbuls 

Sonority Types 

Major Tl"iad 
Minor Triad 
Diminished Triad 
Augmented Triad 

Major-Miner Seventh 
MinOl'-minor Seventh 
Major-Major Seventh 
Fully-diminished Seventh 
Half-diminished Seventh 
Augmented-Major Seventh 
Augmented-minol'Seventh 

Major-minor Major Ninth 
Major-minor-minor Ninth 
Major-Major-Major Ninth 

Major-minor-Major-Perfect Eleventh 
Incomplete Major-minor-Majol'-Perfect Eleventh 
Incomplete Major-minor-Major-Perfect-Major Thirteenth 

Chroma tie Chords 

German-Sixth Chord 
Italian-Sixth Chord 
French-Sixth Chord 

Perfect Authentic Cadence 

Abbreviation 

M 
m 
o 
+ 

Mm 
mm 
MM 
07 
q7 
+M 
+m 

MmM 
Mmm 
MMM 

MmMp 
OmMp 
OmMpM 

. PAC 



CHAPTER II 

LAST SCENE FROM CAPRICCIO 

Strauss's last opera, Capriccio IOertel, 19-12), wati completed in Garmisch on 

August. 3, 1941, and subtitled "Ein KonversationnstUck lUI' Musik" ("A Conversation 

Piece for Music"). The opera received its first performance at the National 

Theater in Munich on Octobet' 28, 1942 under the direction of' Clemens Krauss. It 

is based on the relationship of' words and music. The Last S('l'ne utilizes three 

types of vocal style. These styles - aria-like, secco recitative and accompanied 

recitative (not used in the traditional manner) - are not unique w Capriccio but 

were used in two earlier operas. Concerning the first act of' Al'iadne and 

Intermezzo, Strauss said, 

It was the first act of Ariadne that I first used with full assurance, in 
the alternation between ordinary prose, recitativl! secco, and recitative 
accompagnalo, the voc<tl style which I have now in ]ntennezzo, carried 

, I 'I I' l' to Its oglca cone USlon. 

In the final scene, almost all 01' the text is prose, either in "I'l'l'italive secco" 01' 

"accompagnato" style. The exceptiun to this is the sections in\,o!\'ing the Sonnet 

which are ada-like in style. 

Form and Tonal Relationships 

Form 

Formal stl'uctUl'e, Lonulities (including I'e/,.rions which un' cOl1luined within 

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

lONorman DelMaI'. RichanJ Strauss: A Critical Comml·ntat·y on His Life and 
Works, 3 vo/s., (Philadelphiu: Chilton Book Company, 19fW), vol. 2, p. :W 1. 



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

IIntm) 1·69 
'II ]·26 

Orthelltral 

>Ab: Db:11 
bb:5 Eb: 134 
E:6 >Ab:1R 
G!b:l0 A :24 

PAC·26 (AI 

~SonnetJ ]32·]75 

Intro l 132·137 
3.4 meter 
Orchestral 

>F": 

"Recitative) 237·443 

1ntml 237·245 
Orchestral 

'> B: 
d#:244 

:. F#:245 

[Rl>citative) 70·131 
(2)26.43 la143·62 (4162·69 (] I 7().90 

Orcht-stral Ort-hl'stral Orchestral 1].7()'75 

Where'£; 
my Brother? 

>A: G: :' A: "> D: 
g#:a2 "> rA :44 > A:74 

~:34 ;:tCPI:50 
#:364 ~ LA :57 

G :41 (B):59 
::> A :613 

PAC·29 (AI 
PAC·43 (G, PAC·62IAI 

[Recitative] ] 76·200 [Sonnet] 20()'2a6 

(]. 13i·1~6 12. ]&i·175 Ilntrol 20()'205 
44 meLE'r 3;4 meter 

12175·90 

Describes 
her brother 

;- A: 
b :784 

::> A :fI] 
D :fl43 
c#:fl7 

(31206·219 

(3191·109 141 ]09·131 

Expt.'(:\ed \'isit 
·the opera's end 

;.. Eb: 
D :101 
c: 106 
flf,:107 
PAC·109If'l 

141220·236 

Countess has to gil.'" thl' 
Opera's end to Flam.md'Olil.'lcr 

';> f#: 
G :1114 
IZ :114 

? Eb:116 
F :11f1 
B:1I9 
FIf:130 

PAC·lIa (GI 

Line~ 1·4 Lines 5·f\ Orchestral Line!' 9·11 Lines 12·14 

;-F#: ,"> FtI': ;;- d : Eb:192 -"i.F#: ;. F#: <:#:220 
-;.F#:235 C17:] 523 rC :182 )rD :196 

PAC.156 rCtll 
~A :187 I 

(11245·252 (21253·264 (3) 265-279 
Tom between Describes each's What aays 
OIiverfFIammand qualities your heart? 

> F#: > F: > Db: 
d#;248 E :26] c:270 

rA :249 D:262 >Db:276 
'F :252 d:263 

(4'1 28()'295 
Whom do ] 

Love? 

> Db: 

(5) 296·313 (6) 314·33] 

Can'L avoid Aren't we all 
choosing a lovl' losers in love? 

,~- Db: :. 'Eb: 
db:297 -C:319 
c:307 c:323 

> Eb:329 

~ 
to 



TABLE 5. Fonnal Structure of the Last Scene of Ca-»r-icriQ. (continued) 

.,.332·342 II" ::143-367 19\ 36Et·443 Final Dialo~p 
tIl Intro 368-399 (21400-42Et3 /31 42Et-441 

Tom_ between Orchestral Countess looks Supper is read~' 
the two loves in mirror for The answer is 

her answer never "nown 

>Eb: eb: :>Db: > Db: "> Db: 
f:335 >Db:347 eb:386 bb:436 
f#:33Et > Db:391 :> Db:43Et 

[Coda] 443·459 

> Db: 

~ 
o 
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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 Sonnet 11, 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 othet· thrce works in 

this study. Each subsection in the 69 bar Introduction closes with a PAC. 

Smaller sections in the Recitativcs result from either a change in mood (text), a 

change in tonality (either at a double-bar 01' not) 01' is completely different in 

all musical elements. The appearance of the Sonnet is purely drumatical. While 

the Countess deliberates in order to find an answer to her dilemma, she picks up 

Flamand's manuscript from the spin net 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 pentameter. 

Example 5. 12 

The rhythm of an iambic pentameter is shown below in 

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

12For a detailed analysis of the Sonnet's rhythmic qualities in relation to 
musical phrasing, see "The Sonnet in Richard Strauss's Opera 'Capriccio': A Study 
in the Relation Between the Metre and the Musical Phrase" by Roland Tenschert, 
Tempo, 47, (Spring, 1958), pp. 7-11. 



1.1 
Kein And·res, das mil' SCI im Hel"zen loht, 

o \J ..J-v- u-
ncin, SchO'ne, niehts auf dic,sCI' ~an·zen EI'·de, 

II - v -"'-"'-1.1-
kein And·res, das ieh IW wie dich ~·gehl'·le, 

1.1 - ..J-u -V-IJ-
und kllm' von Ve·nus mil' eln An·ge·bot. 

tte. 
Dein Au·gc beut mil' himm·lisch·s\}osse Nut, 

und wenn ein Auf·schlag al·le Qual vcr·mehl'·le, 

ein and·rer Won·ne mir und Lust gc·wlihl'·le, 

zwei Schlll·gc sind dann Lc·il<!n o·dcl' Too. 

Und Trllg ichs fllnf·mal hun·del1·lau,sl!nd Jah'l'e, 

er-hiel·\,(· au·sser dir, du Wun-dcr·bar·l'c. 

kein and·res We·sen \}Obe!' mirh Gl··walt, 

Dureh ncu-e A-dl!rn m~~t mein Blut ieh gic-ssen, 

in mei·nen, voll von dir loum tlber·me·ssen, 

lUnd neu·c Lie·be we-del' Raum noeh Halt. 

U -V-Ll-U-V 
Yow' im·agl· in my al'·dent lx"lIom gluws 
U- tJ _u- v- v
~n.throll-cd, thl'rc to keep my heal't 011 lire, 

\J -tJ- V - u-u-
when! you I'e·side, thl'l'e dwells m~' soil' dl"sil'c 

"'- v u-v-U_ 
In vuin would Vc·nus hl'l'·kun if she ChllSI'. 

What joy, what pain your gCII·tle eye bl"stows, 

In·del>d, one gaze can wild dl"spail' in'spil'e, 

the next re,sUtrl! my lund·est hope en·til'c, 

yow' glan-l.'t!s deal me life 01' mOI'·lal blow. 

Where yet my days pro-IClngl,d be-yond all mea·sul'C, 

no other bc·ingb fuv·oul' wuuld I tl'ea,sul'e. 

I no oth·er pas'silln can com·pel my hcun, 

allthl'ough thl! wak·ing hClul's my thoughts l·n·fuld you, 

all night my slum·bering cycs in dreams be·hold you, 

thus :;hall it be till fmm this eal'lh I part, 

EXAMPLE 5. Rhythm of Iambic 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 Mal' states, 

referring to the initial introduction of thematic material: 

The opening sentence contains all the 'basic material conslstmg of a 
group of phrases which are so homogeneous ir3 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 churl. 

13Norman Del Mal', Richard Strauss: A Critical Commentary on His Lift' 
Works, 3 vols., (London: Barrie & Jenkins, 1972), vol. 3, p. 1 H7. 
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Gr;J,·,,S Opertl.-

~7UMI!Q 

Mor._.h· o., 

&HPJ ~Jl bl I L~ 

EXAMPLE 6. Thematic Material in the Last Scene of Capriccio 
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Tonal Relationships 

Table 6 is a graphic illustration of the scene 's tonal organization. E ach 

bar number is indicated on the vertical lines of the graph. Each key in the work 

is noted at the appropriate bar number and are proportionally spaced on the 

graph. The solid lines appearing between ~nalities re present their duration and 

direction of moveme nt. 

TABLE 6. Tonal Organization of Ca~riccio, Last Scene 
[:LJrt,] 
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TABLE 6. Tonal Organization of Capriccio, Last Scene (continued) 
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TABLE 6. Tonal Organization of Ca priccio, Last Scene (continued) 

J4) 
c- r-..-e;r 

('7) 
_.115_ 3,la_ .tk ~k _n, .ib ~It 1 
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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 sect.ion (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 bal' 70. The Sonnet (bill' 132) is a major 

third higher than the previous primary key of D: although not OCCUlTing 

successively. Both sections of the Sonnet (bars 132-175 and 200-2:16) are in a 

binary tonal scheme (F#:-C#:-F#:). The fow·teen bar interjection of recitative 

returns to D: momentarily, first in minor 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 205) 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. 

14 Major keys are indicated by upper case lettel's while 
distinguished by a lower case leller. Each key is followed 
specifically distinguishing it as a key area. 

minor keys are 
by a colon (:) 



Tonality 

Db 
A 
F# 
Eb 
D 
c 
C 
C# 
Ii' 
B 
f# 
eb 
Ab 
E 
d 

(B) 
G 
bb 
c# 
db 
b 
f 
d# 
g# 
g 

(CIP) 

TABLE 7. Tonalities and Regions Listed 
In Frequency of Deew'renee by Total Number of 
Beats and Percentage for Capriccio, Last Scene 

Total Number 
of Beats Percent 

547.0 31.1% 
210.5 11.9% 
197.5 11.2% 
129.5 7.4% 

73.0 4.2% 
69.0 3.9% 
53.0 3.0% 
49.0 2.8% 
45.5 2.6% 
44.5 2.5% 
44.0 2.5% 
4l.0 2.3% 
38.0 2.2% 
33.0 1.9% 
28.0 1.6% 
24.0 1.4% 
20.5 1.2% 
19.0 1.1% 
16.0 1.0% 
16.0 1.0% 
15.0 0.9% 
14.0 O.8°ttl 
10.0 n.6% 
8.0 0.5% 
7.5 0.4% 
4.5 0.3% 

The principal tonality, Db:, oeew's a total of 547 beat8 or :11.1 %. This 

takes up almost one-third of the scene. The second m08t common key, A:, is a 

third related key to Db:. This key totals 12.0% 01' a36.5 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 p08ition 

is Eb: (7.4%), In the following section, the frequency of this key is associated 

with a particular theme. Even though the scene begin8 in Ab:, the total use of 

this key is nil at 2.2%. The Neapolitan key occw's 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 01' 

83.6%, while minor keys total 287.5 beats or 16.4%. 

A swnmary 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 

II. Recitative D 
A 
Eb 
f# 
Eb 

III. Sonnet F# 
Binary C# 

F# 

Recitative d 
D 

Sonnet F# 
Binary C# 

F# 

IV. Recitative B 
F# 
F 
Db 
Eb 
Db 

V. Coda Db 

Certain primal'y tonalities in Table 8 recur later in pal'Ullel formal sections. Fol' 

example, the first Recitative begins in D: that also appears in the Recitative that 

divides the Sonnet. However, this key does not appeal' in the final Recitative. 
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There is no parallel useage of the primary key (Db:) as it is chal'uct.el'istic only 

to the last Recitative and the Coda. A brief example of recllrring keys occurs 

in each section of the Sonnet. Here each section is in a binary structure. 

Table 9 shows the principal tonality for each large formal section. Its 

harmonic relationship to Db: i:; indicat.ed by a roman numeral. With the 

exception of t.he opening dominal1l and the concluding tonic keys, the n~st. of the 

scene is in the subdominant area. As a result of this emphasis on the 

subdominant, the scene can be considered as one large plagal cadence. 

Intro 

Ab 

v 

TABLE H. Summary of Principal Tonalities 
in each Large Formal Division and Its 

Harmonic Relationship to the Principal Tonality of Db: 
for Capriccio, Last Seene 

Recit Sonnet Recit Sonnet Recit 

o F# diD F# Db 

N IV n/N IV 

Coda 

Db 
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Sonority Typ~s 

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

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

sonorities by generic categOl-Y (triad~, sevenths, etc.). 

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

Sonority 

Triads 

M 
m 
o 

Seventh Chords 

Mm 
mm 
07 
(>7 
MM 

Ninth Chords 

MmM 
Mmm 
MMM 

Eleventh Chords 

OmMp 

Rests 

Total Triads 
Total Seventh Chords 
Total Ninth Chords 
Total Elventh Chor'ds 
Total Rests 

Total Number 
of Beats 

810.75 
255.50 

1.50 

385.00 
88.00 
78.00 
44.00 
26.00 

30.50 
18.00 

1.00 

5.00 

13.75 

1,067.75 
621.00 

49.50 
5.00 

13.75 

Percent of 
Total Beats 

4ti.1 % 
14.5% 
0.1% 

21.9% 
5.0% 
4.4% 
2.5% 
1.5% 

1.7% 
1.0% 
0.1% 

0.3% 

0.8% 

60.7% 
35.3% 

2.8% 
0.3% 
0.8% 
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Three basic chords, the major triad t46.1'Ji;), the major-minor seventh 

(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 century, 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 triad, another 

Wagnerian sonority, is conspicuous by its absence. 

Chords beyond the seventh hardly occur at all, even the major dominant 

ninth chord (l. 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 01' 46.1% of the total 

number of beats. In Example 6, eleven of the twelve bars arc comprised of just 

three different major chords. All three are constructed on the strongest tonal 

scale degrees, the tonic, dominant and subdominant. 

for eight of the twelve bars. 

The tonic chord prevails 
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EXAMPLE 7. Extended Use of the Major Triad Sonority in 
Capriccio, Final Scene, bars 132-143 (continued) 
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The Mm 7 sonority occurs for a total of 385 beats or 2 l. 9% of the total 

number of beats. Not suprisingly, the most frequest use of this chord is in the 

progression V7-l, which occurs a total of 43 times. Example R shows the use of' 

the Mm7 sonority in a cadence that features stylistic domina~t harmony. 
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EXAMPLE 8. The Major-minor Seventh Sonority 
in the Progression V7-I in Capriccio, 

Final Scene, bars 439-443. 
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The augmented-sixth chord, especially the G~, is also used frequently, 

and occurs 9 times in this work. Example 9 shows an approach to a new key 

through the Gl\. 
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EXAMPLE 9. The Major-minor Seventh Chord Used as a 
G'l\ in the Progression G~-16/4 in 

Capriccio, Final Scene, bars 251-253 
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J 

A few of the remaining Mm 7 sonorities that ~re used as G~ chords are 

somewhat different in their resolution. Rather than resolving to a 16/4, there 

are some G~ chords that move directly to either the submediant or to the 

super tonic scale degrees. Example 10 shows a G& of the submediant scale 

degree. An unique feature is the resolution to the submediant scale degree 

which is the third of the subdominant chord. 
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EXAMPLE 10. The Major-minor Seventh Sonority Used 
as a Gl\ of the Submediant Scale Degree in 

Cap1iccio, Final Scene, bars I 4- I 5. 
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The mm7 sonority occurs a total of 88 beats or 5.0% of all beats. There 

are 23 appearances in which the bass of the mm7 moves in a stepwise 

progression. Example 11 illustrates a cmm4/3 moving to a DMm6/5. As can be 

seen in the bass line, the fifth of the cmm4/3 moves by step down to the third 

of the DMm6/5. 
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EXAMPLE 11. The minor-minor Seventh Sonority Used 
to Create Stepwise Motion in the Bass in Capriccio, 

Final Scene, bars 22-24. 
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Root Moyement and Representative HaI'monic 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 ordel' 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 15.3% 
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 01' minor second 

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

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

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

Interval 
Fifth 
Second 
Third 

Frequency of Useagl~ 
58% 

23% 
10% 

Prime (repeated root) 9% 

the best 
fifth (01' 

the fifth 

thousand 
Handel, 

Allen I. McHose, Basic Principles of The Technique of 18th and 19th Centw'y 
Composition (New York: Appleton-Century-Crofts, Inc, 1951), 
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The most frequent type of root movement is up a perfect fow·th (28.4%). 

Example 7 illustrated this in the common and stylistic V7-I progression. 

Two other frequent progressions also show this root movement. They are 

viio7 of V-16/4 and viio6/5 of V-V6/5. In Example 12, both progressions show 

root movement of up a perfect fow·th between the notes g# and c#. 
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EXAMPLE 12. Root Movement of an Ascending Perfect Fourth 
in the Progression viio7 of V-16/4 and viio6/5 of V-V6/5 in 

Capriccio, Final Scene, bars 215-216. 
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The second most common root movement, up a second, totals 15.3%. The 

frequent progression IV-V7 shows root movement up a major second and the 

G6-16/ 4, up a minor second. 

There are seven occurrences of a subdominant triad moving to the 

dom inan t-seve nth. In Example 13, the progression JV6-V7 and V6/5-IV6 

illustrates root movement by both up and down a second. 

A/Alt.> 

(A) 
£M 

(E) 

I 

EXAMPLE 13. Root Movement of a Descending and Ascending 
Major Second in the Progressions JV6-V7 and V6/5-IV6 in 

Capriccio, Final Scene, bars 7-9 
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The progression G{\-16/4 occw·s ten times. In the third bar of Example 13, 

the FMm7 sonority functions as a V7 and becuase of its resolution in the next 

bar, it becomes a G'6 in A:. The enharmonic seventh of this Mm7 sonority, d#, 

is the root of the G6. chord. The root movement is by a minor second occurs 

between the d# of the Gl\ and the e of the 16/4. This type of modulation 

occurs three times in the course of the work. 

When the Mm sonority is used in an enhar~monic modulation as a V7 

function equalling a Gli_, as is the case in Example 14, this chord is understood 

to have two roots. The first root is the dominant note itself and the second is 

the raised subdominant of the new tonality. Example 14 illustrates this in the 

progression G~-16/4 . 
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EXAMPLE 14. Root Movement of an Ascending Second in 
the Progression G~-16/4 in Capriccio, 

Final Scene, bars 185-188 
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Root movement up a perfect fifth, totals 1 H. 9% of all root movement 

types. This most commonJy occurs between tonic and dominant functions which 

totals 24 times. Example 15 shows up a perfect fifth in a series of I-V 4/3 

progressions. 



Abim~ 1)r>1'\ 
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EXAMPLE 15. Root Movement of an Ascending 
Perfect Fifth in the Repetitive Progression I-V 4/3 in 

Capriccio, Final Scene, bars 376-381 
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Down a third totals 10.5%. Down a major third often occurs in the 

progression vi-JV and down a minor third in 1-vi. These two specific types of 

descending thirds are illustrated in Example 16. In this example, one follows the 

other in the progression 1-vi-IV. 
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EXAMPLE 16. Down a Major and Minor Third in the 
Progression 1-vi-JV in Capriccio, Final Scene, bars 1-3 

Another stylistic feature illustrating root movement of a third is third 

relation. In this work, third relation occurs a total of 24 times. Table 12 shows 

those sonorities whose roots move by third relation, ranked in frequency of 

occurrence. 



TABLE 12. Root Movement By Third Relation OecwTing Between 
Sonorities and The Total Number of Times They Ocew' Ranked 

in Frequency of Oeeun'ence 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% 
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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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EXAMPLE 17. Third Relation Occurring Between 
Two Major Sonorities in 

Capriccio, Final Scene, bars 298-301 
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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 Occul'I'ence 

for Capriccio, Last Scene 

Modulation Amount Pel'cent 

Diatonic Pivot Chord 24 31.2% 
Lineal' 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 OCCUI'S 

with a I becoming a V. Example 18 illustrates a diatonic pivot chord modulation 

where I becomes V. The new key is strongly established as the V goes to V7 

in the new key. 
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In second position is modulation by linear motion. It totals 25.9% or one-

fourth of all types. Example 19 shows linear motion between two tonic six-four 

chords. The first 16/4 is in d: while the second is in Db: respectively. 

EXAMPLE 19. Linear Motion Between Two Tonic Six-Four 
Chords in Capriccio, Final Scene, bars 262-265 
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Another type of pivot chord modulation, the chromatic pivot chord, is in 

third place and totals 16.9%. Example 20 shows this type of modulation moving 

from Db: to c:. The 16/5 chord in Db: functions as a N6/5 in c:. 
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EXAMPLE 20. Chromatic Pivot Chord Modulation In Which 
a J6/5 Equals a N6/5 in Capriccio, Final Scene, bars 306-309 
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This type of pivot chord modulation is not unique to this one work. It is used 

in his earlier works. In Zarathustra, for example, a chromatic pivot chord 

occurs between the two tonalities of B: and C:. In that earlier work there are 

several instances where this modulation occurs with a tonic and Neapolitan. This 

is shown in Example 21. 
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EXAMPLE 21. Chromatic Pivot Chord Modulation in Zarathustra, 
bars 944-94 7 

Modulation by enharmonic Mm seventh chords is m fourth position and 

totals 10.4%. The most common example is V7=G&. Example 22 illustrates this 

in E:. 
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EXAMPLE 22. Modulation By Enharmonic Mm7 Chord in 
Capriccio, Final Scene, bars 258-261 
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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. 



CHAPTER III 

METAMORPHOSEN 16 
STUDIE FtR 23 SOLOSTREICHER 

66 

The destruction of the Munich Hoftheater, as a result of the bombing of 

that city on the evening of October 2, 1943, left Strauss devastawd. A few days 

later he wrote to Willi Schuh: 

... but the burning of the Munich Hoftheawr, the place. consec.-ated 
to the first Tristan and Meistersinger performances, in which 73 
years ago I heard FreischUtz 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 I 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 W life, for 
which there can be no consolation and in myoid 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 l:eLurned 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: 

1611The 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. 

17Ibid., p. 419. 

18The waltz, Gelegenheitswalzer, was complewd on January 3, 1939 and 
performed on May 24, 1939. 



... 1 too am in a mood of despair! The Goethehause, the world's 
greatest sanctu,,?, destroyed! My beautiful Dresden - Weimar
Munich, all gone! 
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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 Jatel· in 

Zurich on January 25, 1946 by the KJeinen 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 Tab~e 14, is a seven-part Rondo Form (ABACABA). It 

includes a short introduction and a long coda. 

19Del Mar, op. cil., p. 425. 



TABLE 14. Formal Structure of Metamorphosen. 

(Intro] 1·9 IA] 1()'82 
(II) 1()'51 (b)34-43 (11) 43·52 (b) 52-60 (a) 6()'81 
(1) I()'I7 (2) 17·26 (3) 26-34 

(X) (X)(al (b) (to) (X·augl (b) (X) (e)(b) 
=1·10 =17·26 =1·10 

e: "> e: b: r: a: rtf: > c: Db:603 A :70 
;> c :6. eb:13. e :21 D:273 'D:36 A :45 bb:554 eb:634 rl:71 

D :144 Eh:223 (! :29 r': 41 3 b:474 D:56 Gb:653 A :73 
"> c :154 f:254 E :3] ;> c :4f1a Eb:57 a :61\ ,1:#:74 

A:33 e:574 

(B] 82·125 [A] 132·145 • Ie] 145·213 
(aI82·95 (hI 95·103 (a) 103·114 (c) 114·132 (aI132·U5 (aIU5·UI? (b) 187·197 (e) 197·213 

(dl (dl (X)(el (a)(n (gllel (g) (h)(e)(gl 

> G: c: ;> G: e: ;> c: ;> E: > E: c#: 
C :943 "7G :9f1 e :113 ;> rE :J1E1 e :1333 e#:154 c':1924 eb:2OO4 

'-G :124 F :135 Ab:15f1 >c: 205 
C :12E13 E :1434 B :1703 PAC-1E17 (El 

Eb: 1723 
;. E :1763 

[A] 213·344 
(1) 213·246 (2) 246-277 (3) 278-299 (41299·314 (5) 314·333 . (6) 333·344 

(gllal (X)(bl (b)(d)(gl (r·transpl (a)(r)(d) (aile) 
(dUal (gl 

>c: A :2292 ;> e: Gb: eb: Gb: r,:3243 r:#: 
bb:2172 >c :2304 r":2534 d :284 c:3OO2 db:316 Ab:327 .., g:3364 
C :221 Bb:233 [B :257 g :286 F :304 r:317 cll':33!1 
r:2222 bb:2363 G :265 ab:2E19 e .:306 Db:31f13 

:> c :2243 >c :23f14 Bb:269 ;> eb:290 "'7 Db:30!l > G :320 
d:227 d:239 Ab:273 
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TABLE 14. Formal Structure of Metamorphosen. (continued) 

[B] 345·393 
(a) 345·361 

(dICa) 
(b)(gl 

>c: 
e:360 

[Coda) 433-510 
III 433-44R 

(XlIa) 

gil': 
;> c :436 

b: 44) 
E :4443 

-:> c :447 

Summary 

IA] c: 
IB]G:,E: 
IA] C: 
IC] E:. c: 
IAJ c: 
IBJ C: 
IAJ c: 

ICoda] c: 

(b) 36J·377 
(d)(g)(a) 

e: 
;.C :3612 

F :374 

12,449·464 

> c: 
g :452 
e :4523 
C :454 
Ab:4563 
g:4643 

(a) 377·390 
(d)(a) 

>c: 

(3) 465-480 

g: 
> C :466 

a:479 

rAJ 3910432 
Ontro) 391·400 

(X) = ]·10 

> c: 
g:3972 

(41 48].50]3 

(a) 401·408 
(a)(X) 

~g: 

bb:4044 
f#:40R 

(5150]4-5 ]0 
Eroica Theme 

a: 
e:483 
f:490 
Db:492 
Eb:493 

Cb:496 >c: 
Bb:4963 e :5033 

;> c :49';c :5043 

(b) 409-416 
(b) 

f#: 
b :411 
g :4133 

~c :4]5 

Ca) 417·432 
(r)Cb) 

> c: 
A :4173 
Eb:421 3 

~ 
~ 
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The work opens with Motive X ( d ~. J> \ o ). In addition to its simple 

rhythm, it is also an intense chromatic harmonic passage. The opening fow· bars, 

shown in Example 23, are in the enigmatic key of e:. The two middle chords of 

the four that comprise this motive are unstable in relation to its first and last 

chords. The bass seems to control the entire harmonic movement; it moves down, 

by half-step, from the tonic to the sub-dominant. The chromatic quality and tne 

mood of this motive forecasts the sorrowful tone of much of the music that is to 

follow. Even though the key in these opening four bars may not be easily 

recognizeable, the longest chords are i-JV 6-V. The bass still governs the 

harmonic movement after Motive X as it continues in a downward direction to the 

dominant. The harmonic aspect of the motive wm be discussed in later in more 

detail this chapter. 

~ f& . . r 
em AbM~ ~~ AM~ bC(. UM c.."'r+-.. 5 

(o) (6) <E) CA-b) ( EV C,) (G) 

[§ bJl; NF "N~ vii 0~ Y -sr. 

EXAMPLE 23. Motive X in Metamorphosen. 
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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 thl~mes, (a) 

and (b), are similar, each beginning with three quarter-not.es followed by a half 

note on the same pitch. Both themes also move in a downward direction. Theme 

(c) 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 figw·e. The seven themes are shown in Example 22. 

The themes are labeled by importance l'athel' than by their order of appearance in 

the work. Since themes (I) and (g) are least important, they appeal' later in 

ordering. 



--rheme ( a.J 7 2 

t d J J I J :0.. !].\ 1 J _1 \ J 10. i J I~J ~J\J 
. ~ 

.-, htftle. (c.) 

'1-"hf,/):~ (e) 

Itt fr 'f 'ft r tf't ... &JtW f *br IF' &riD If~ 

~()I~ (f) 

U P f p ;. ~, I .Qj:Q 1-t I :3 • 0 

EXAMPLE 24. Themes Appearing in Metamorphosen 



73 

Theme (a) is similar to the opening theme from the Funeral March from the 

Eroica Symphony; the resemblance can be seen wnally, rhythmically and above all, 

melodicalJy. Example 25 compares the two. The similarities are marked on the 

example. 

EXAMPLE 25. Comparison of Theme 1 from Metamorphosen 
and the Funeral March Theme from Beethoven's Eroica Symphony. 

The first [Al contains five subsections that comprise a rounded binary 

[ababa]. It is the ordering of thematic material that i~ the basis for this rounded 

binary and not the relationship of keys. Its first subsection, taJ, itself divided 

into three subsection, introduces themes (a), (b), and (c). 

The two [b] sections, all based on Motive X, are a restatement of the 

Introduction and both are in augmentation. The use of augmentation may be a 

device that would normally appear in a fugue. It occurs here m conjunction 

with Motive X to perhaps help punctuate the despair Strauss was feeling at the 

time. The second (a] uses theme (b) while the final [a] uses themes (c) and (b). 

A double-bar and change in key separate [A) from [BJ. 



in 

Section [B] introduces two new themes: (d) and (t). 

importance since it is limited only to this large 
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Theme (t) is secondary 

section. In the final 

subsection, [e], the return of Motive X and theme (c) unify the work. 

The retum of [A] is much shorter in comparison to the first [A 1 section. 

Here, it last for 13 bars compared to 73 bars and only contains one subsection. 

Theme (a) i!; the only familiar theme that appears, but a new theme, (g), is 

introduced that later assumes 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), from the previous [A] section returns in addition 

to theme (b). Once again, a double-bar separate this section from the next. 

The thiJ-d 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 altemates 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 ()ccassionaly in stretto while themes (b), (d) and (g) are present.ed 

simultaneously. After the PAC in eb: (bar 2H9), theme (c) is transformed while 

(g) is augmented. Theme (c) sool follows in its original form. This is inte .... upted 

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 [BJ, 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) (J. oF) J. n) that abruptly stops immediately prior to the last 

double-bal'. A unison '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 finallAJ. 

The last [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 bar,k 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 cjuote, the appropriate words 

occw', "In Memoriam!,,20 

2°Regarding the earlier waltz entitled, Mllnchen, 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 fl'Ugment which had once been intended as a cheerful 
glorification. Changing the subtitle from Gelegenheitswalzer to Gedllchtniswalzel' 
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. 



Tonal Relationships 

Table 15 shows the overall tona l orga nization. 

TABLE 15. Tonal Organization of Metamorphose n 
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TABLE 15. Tonal Organization of Metamorohosen (continued) 
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TABLE 15. Tonal Organization of Metamorphosen (continued ) 

~lr> ...I~ t, .J~ ..21b ..,~ ~tn 

~ 
.I. t-- ~ 

I~ 

·-u ·- .... 

r:i~ -. lo .tl"i ~b ~I-; 3:b 3.b 311ll 
(S) 

:t 
__!!- --t-- I 

J, 

·~ J. !. 

. 

r-
3llo> -~L-> ~~ 'lltn 31l"i ~~ 3t5 :l r 

:---to. 
I 

II' 

--

.1~ _ilo .tl"i ~b ~I-s 3b .ns 311b 
;t ... ... ... 

t..- I 
~ [J a 

~ . 



79 

TABLE 15. Tonal Organization of Metamorphosen (continued ) 
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The ordering of keys in this large Rondo is not unusual. 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 [AJ passes through a variety of' 

keys, but the tonic key remains structw'ally significant. The following [Bl retul'nS 

in the parallel tonic major key, C:, rather than in the dominant key. Finally, c: 

returns once more for the last appearance of section [A 1. 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 appea[~ing at the end of Table 15, the tonalities all center 

on c: or C:, E: and G:.21 

Table 16 shows all tonalities listed in frequency of' occunence by total 

number of beats and perc~ntages. 

21These keys are also principal keys used In the earlier tone poem, Tod und 
Verklllrung, 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 Beat§ 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 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 0.10f0 

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 t.otal 56.9%. The 

three most frequently found major keys are C: (12.5%), G: (9.6'YtJ) 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 from each of these keys also 

combine to form a C major chord. The three frequent minor keys total 26.8%, or 

just over one-fourth of all tonalities. 22 The remaining tonalities listed in Table 

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

22Ernst 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 beaLs. 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 liswd in Table 17. 

TABLE 17. Sonorities Listed by the Number of Times 
They Occur, by the Total N umbel' of Beats 

and Percent of Total Beats in Metamol'phosen 

Total Number Percent of 
Sonority Amount of Beats Total Beats 

Triads 

M 288 655.59 32.1% 
m 233 501.92 24.6% 
0 5 9.00 0.4% 

Sevenths 

Mm 270 640.50 31.4% 
mm 43 63.667 3.1% 
07 49 79.00 3.9% 
67 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, tl'iads dominate all other sonority types and the 

major triad (32.1 %) accounts fol' nearly one-third of all chord types. The Mm7 

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 



sonorities compl'ise 88.1 % of the entire work. 
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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, 07, and p7. 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 seventh chords since their instability 

would obviously enhance the work's dark mood. 

as the two harmonies total only 7%. 

However, such is not the case 

The most common sonority type, the major triad, totals 32.1 %. So that this 

chord may fit better into the "program," many non-harmonic tones are often 

added. This, in combination with the use of, seveml 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 

unin teresting. 

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 occw' on 

virtually every beat. 
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EXAMPLE 26. An Extended Major Chord Embellished with Non-Harmonic Tones 
in Metamorphosen, bars 17 8-182 
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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 . 

.lhll ~ I I 

.. 
I ~ I I '--

I 

li"* 
ze._ ~ + ~~ ... -
p. -- ~ ~ I--~ p.- ... ~ ,.... ~ 

l ' 

_d. ' ·J 0- .Q. 
~t. -

'-.! . I 

6M~1--------------------------------

..... " ~ '* I ~ r-1 ..L1 

- - w 
" ... ~ 

_# ..., 

-\) ~-. i--
Ll ~---.. • -:~~: • .L-f!t- h. 

VI -V 

.. - I \~ . 
' - I I v r - t 

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 r'anks 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 appro,,:imately half as much as the first. 

The ascending perfect fourth often occurs through the V7 -I progression, 

used 88 times. Since the V7~I 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 -I appears 13 times and vii07 -I occurs 

12 times. Two progressions that are not dominant to tonic are I-IV (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-V 4/3. 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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downbeat. The descending second is also a frequent occun·ence between the 

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; 

the first, IV -V (13 times), and the second, G~-16/4 (5 times). The former is 

illustrated in bars 3 and 4 in Example 30. 
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Third relation for this work is shown in Table 19. 

TABLE 19. Root Movement by Third Relation 
Occurring Between Sonorities and The Total Number of 
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Times They Occur Ranked in Frequency of Occurrence in Metamorphosen 

Sonority Amount Percent 

Mm-Mm 11 47.8% 

M-Mm 6 26.1% 

Mm-M 3 13. O'J,1 

M-M 2 8.7% 

Mm-MmM 1 4.3% 

Third relation occurs frequently between two Mm7 sonorities. This occurs 

more often m various statements of theme (a), bt,ginning m the third [A]. 

Example 31 shows four successive Mm7 chords in which each pair are third 

related. In addition to the successive Mm7 chords, there are two of a dominant 

relationship in the fow· chords. Th first connect the first to the last, F# to B, 

and the second connect the middle two, A# t-0 D#. 
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EXAMPLE 31. Two Successive Pairs of Third Related 
Major-minor Seventh Chords in Theme (a) 

in Metamorphosen, bars 442-445 



The opening harmonic 

throughout the work. 

92 

progression used in Motive X appears numerous times 

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-fwlCtional seventh (g-bb-d-f) that serves 

as a smooth transition to the chord. In most instances, this non-functional 

seventh chord is a mm4/3 sonority. There are, however, cases where the 

progression varies. Its second occurrence in bar 16, i-NF-v7-#IV, consists of a c 

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/S. The first two chords function as a i and III6/4 in F: while the 

EMm4/2 is a V 4/2 of V in the new key of D:. 



Modulation Types 

Modulation types are given in Table 20. 

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

Modulation Type Amount 

Linear Motion . 48 
Chromatic Pivot Chord 29 
Diatonic Pivot Chord 22 
Enharmonic Diminished-seventh 8 
Third Relation 7 
Deceptive Cadence 2 
Enharmonic Major-minor Seventh 1 

Percent 

41.0% 
24.8% 
18.8% 
6.8% 
6.0% 
1.7% 
0.9% 
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The most common modulation type, linear· motion, Ol'curs over one-third of 

the time at 41.0%. It appears among a large variety of VUl'ious sonority types, 

frequently between a minor triad 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-chl'Omatic 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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EXAMPLE 32. Examples of Chromatic Modula tions: 
Linear Motion and the Chromatic Pivot Chord 

in Metamorphosen, bars 52-59 
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Chromatic modulations appear elsewhere throughout the work, not always m 

context with motive X. There are four key changes in the eight bars shown in 

Example 33. All of them are a second apart except for the first key change, it 

ascends a fourth. These modulations are accomplished either by linear motion or 

by chromatic pivot chord. Two examples of chromatic pivot chords involve 

secondary dominants (bars 2 and 6) as one example of linear motion occur·s 

towardsthe end of theme (b) and the other in motive x (bar 7). 
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Other Uses of Chromatic Modulations 
in Metamorphosen, bar·s 20-27 
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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. 24 The work, however, does not reflect the 

composer's feeling on the condition of his country's devestation as does 

Metamorphosen. 

Form and Tonal Relationships 

Form 

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

structw'e 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 Stmuss; 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 yeal'. 

24Norman DelMar, Richard Strayss. 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. 

(lnuo) ]·2 (Ellposition) 3·123 
[FT13·58 

(1) 3·22 
(X) (1l}(b)(X) 

>D: >D: 
b :204 
F :224 

rST) ~4.1l3 
(1) 84·92 (2) 92·113 

(aJ 92·99 
(d)(x) (e) (e) " 

> A: '(A' 
C :94 
e:954 

"7 A :99 

[Rec:lI.pitulation] ]48-207 
[F7] 148-170 
(1) 148-159 (2) ]60·170 

=3·13 =39·41 

(a}(X)(b) 

> D: 

[Coda] 208-216 
(Xlta l 

") D: 

~ D: 

ITr) 217·218 
(XI 

> D: 

ITr] 59-83 
(2123·50 (3) 51·58 (l) 59-69 (2170-75 (3) 76-83 

(X)(bJ 

F: 
11.:24 
d :244 

:> D :262 
bb:432 
Ab:45 

> D:47 

(b) 100-113 
tel 

:. r A : 
[C :102 
rEb:l034 
CGb:106 

") r A :1094 
• 

ITr] 171·178 

like m. 76 

(c:)(XJ 

," D: 

(X) (X) (b) (e) 

;> D: ;> tD : -;- Bb: (B' 
~" Bb:693 D:81 

A :814 

[Development] 114·147 

(1) 114·123 12) 124·131 (3) 132·141 (4) 142·147 
Reuansiuon 

(e)(X) (b}(e)(X) (d)(b) (b)(X) 
, 

:.>LF: ") F: A: :> D: 
11.:1273 > D :138 bb:]642 

>(F :130 ? D :166 
Db:131 

(ST) 179·207 
(2) 195·207 (1) 179·194 

=84·92 
elltended 
(d)(X) 

(a) 195·203 (b) 203·207 

"" D: 
e: 1824 

> rD: 183 
EBb: 192 
rGb: 193 

like m. 76 
(e) (e) 

.... -D: "> D: 

SUMMARY 

Intro D I 
IT D I 
ST A V 
De\· F.D ~ III. ] 
IT D ] 
ST D I 
Coda D ] co 

-oJ 
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The wOl'k begins with Motive X, a gl'oup of foul' sixteenth-notes. In 

addition, thel'e are five themes, labeled (a) thl'ough (e) 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 thl'ml!s ta) and (c). 

Themes (b) and (d) with regard to I'hythm, but are similar to each other in 

contour. The unifying element of the entire work is the cyclical feature that 

results from the many uses and tmnsformations of Motive X, themes (d), (a) and 

(c). 
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EXAMPLE ;34. Motive X and the Five Themes Introduced in tht> First 1\'lovement , 
Oboe Conceno 
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Ion 

The Exposition consists of a I Pfj, [TI'I, and [ST j, which are all divided into 

subsections, Themes (a) and (b) are presenwd in the [F'1'1 while theme (c) is 

introduced in the Transition. In the lSTJ, the less ornamented them!;! (d) appears 

while Motive X inleljects occassionally, J n the second hall', theme (e) is 

introduced and the cyclical feature now 

(bar 9H) followed by a more elaborate 

comes to fruition as theme (c) I'eturns 

return of theme (!;!), The two bar 

transition to the second movement, like its introductOl'y counwrpart, is limited 

only to Motive X. 

Second Movement. The form, shown in Table 22, is u Tel'llury structure. 



TABLE 22. Formal Structure of the Oboe Concertp. Second Movement. 

[lnuo] 219-220 [A] 22J.253 (Tr] 2532.254 [B] 255-274 
(a) 221.2282 (b) 2283-236 (e) 237-244 (a) 245-2531 (a) 255-262 (a) 263-270 

(X) (()(X) (g) (b) (f) (d) (a)(b) (allh) 
259-260= 
237-239 

> Bb: ';> Bb: >Bb: > Bb: > Bb: > Eb: ~ [Eb: > Eb: 
F:22112 d :282 rCb:258 e:2693 

> Bb:2362 "7I..Eb:2613 

[AJ 280-32R (Coda] 328-339 
(b) 271-279 1812110-2872 (b) 2873-295 (e) 296-303 tal 304-312 (e) 312-319 (a) 320-329 

lal(gl lO(X) (g) (b) (0 (b)(O (X)(O (e) 
=221-21'1 =2283-244 

c: > Bb: > Bb: > Bb: > Bb: :> Bb: :> Bb: » Bb: 
Bb:275 F:2853 d :291 Eb:302 ab:315 

") Bb:287 > Bb:2952 > Bb:3023 eb:3173 
:> Bb:318 

(Tr] 340-341 [Cad] 342-365 ...., 
(11342-35f11 (2) 3~2"365 

thl 

., Bb: >Bb: d: 
d :345 

Summary 

IA] Bb I 
IB] Eb IV 
(A] Bb 1 

--
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This movement introduces three new themes, theme (f), (g) and (h), that 

are limited only to this movement. Theme (f) is a very smooth and lyrical 

melody that lasts for eight bars. Theme (g) immediately follows which includes a 

transformation of the first part of theme (c). Theme (h) is also a simple theme 

that is a little more disjunct in comparison t.o the two preceding themes. These 

three themes are illustrated in Example 35. 

lh~me. {j) 

tV f I F' (a I r7W CU I r r· ¢Jfjt F' P I 
3 3 

) aJ· qr (r r 1 fl •r· P 1 r rr i 1 r q~ ~~ 1 

/h<.-rne (h) 

Jl· r r J? 1 r r £ 1 D .r_~ J J 1 E" a g~ 

EXAMPLE 35. Themes (f), (g) and (h) Appearing 
in the Second Movement of the Oboe Concerto 
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The second movement also opens with a two bar introduction featuring 

Motive X. This is the first OCCWTence of the cyclical feature among movements 

that was referred to ear·lier. 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-note of the first movement. 

The first large [A] section consists of foul' smaller subsections [abcal. 

Themes (0, (g) and (h) are all introduced in the first three subsections and only 

theme (0 returns in the final one. The two-bar Transition that follows, is based 

on theme (d). 

Section [ll] consists of a bar form raab 1 and featw'es a transformed theme 

(a) and a more elaborate theme (h). In ordei' 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 rB] section. 

The final rAJ section is more elaborate than its counLerpart. by the 

addition of' a more florid accompanimental pattern. The final [A I itself has been 

expanded to labcacal. 

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 expeclcd 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 to the original pitch level of the 

movement (l.I). After a more florid restatement of' theme (fI, the soloist rises to 



an r3, the highest pitch thus fa I' in the movement. 

cadenza is unaccompanied and IS introductory In 
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The second pal't of this 

quality to the closing 

movement, even though it is not labeled as such. It contains the opening theme, 

theme (i), of the thil'd movement. 

Thil'd Movement. The third and final movement is a Sonata-Form and is 

shown in Table 23. 



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

uposition 
[Tr] 39'4-423 (FT] 366-393 [ST] 424-455 

(l) 366-518 (2) 314-393 (1) 394-409 (2) 410-423 (1) 424-439 (2) 440-441 (3) 448-455 
(i) (i) (i) (It) 0) m 

>D: ;. D: q:384 >D: D: ') A: >A: ell: 
b:378 :3852 A :421 D:427 (":447 Bb:452 
Bb:3822 >D :3922 ) A :430 ~A :454 
d:3113 D :4352 

> A :4372 

ICITh] 456-4811 [De\.] 488-559 1m 512-543 rDev] 544-559 
(l) 456-471 (2) 472-41111 Il.l 4811-500 (2) 500-512 (aI512-528] (b) 5282-543 (31 544-555] 

=421 (k) (k) (il (dl (d) (il 

~A: E: (A' >c: "> a: F: d: 
D:462 ;> ~ :4752 '> C :4992 a :5)]2 C :516 Bb:535 > D :545 
E:467 :4772 ">a :5202 > a:5372 

b :479 g:5242 F:539 
P':4111 (:5252 d :543 

>A :483 > a :527 

Recapitulation 
(FT] 560-567 [ST] 568-600 [Cad] 601-624] 

(4) 551-559 560-564= (1) 568-579 (2) 580-587 (3) 58B-600 (1) 601-605 (2) 605-624 

366-367 
Retrans. (i) (i)(k)(jl (i)(k)(jl (i) (d) 

? D: ";>D: ;>D: c: > D: > D: ? D: 
C :576 > D :584 

---::'" 



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

fCoda] 6242.725 
(J) 6242.644 

(X) 

'> tD: 
[ F :6312 

') D :6322 
G :635 

? D :6362 
Ab:6382 

') D :6392 

Summary 

[IT] D 
;sn A 
!Dev] A.C.D 
ITI] a 
!Dev] D 
lIT] D 
1ST] D 
fCoda] D 

(2) 644·660 
(X) 

') [D: 
- B :6552 

\' 
V. VD.l 
v 
1 
1 
1 
1 

LCl:6572 

(3) 661·677 (4) 678·685 (5) 686·696 (6) 697·708 
(d) (X) 

>rD: >[D: '> D: bb: 
l·Bb:675 Bb:6822 ~:7042 

{;#:677 F:706 
>D:6n2 rFII':7072 

(7) 709·720 (8) 721·725 

>lD: :;'D: 

-o 
c: 
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The third movement dcspenses with any introduction and begins 

immediately with the [IT]. It h; divided into two subsections and features theme 

(i). The following Transition is abo divided into two smaller sections; the first 

continues with statements of theme 0) while the second IS non thematic and 

features D majol· scales and arpcggiations. However, after a parallel ascending 

pattern, a new idea, theme (k), is introduced in the lower strings. The [STI has 

one new theme, theme G). It is more lyrical and provides relief Ul the energetic 

theme (i) from the [FT]. Theme (k), which first appeared in the second parl of 

the Transition, is now featured ill the [CITh]. The Development, based on theme 

0), is comprised of four subsections. It is divided by the ITII which interjects 

and separates the surrounding development subsections. This intcl:iecting ['1''1'1 is 

binary in form and consists entirely of theme (d). The I I'v:I' I In the 

Recapitulation is greatly condensed, no doubt because this entire Development is 

devoted to this theme. In the [ST], there is a culmination of themes (i), (k) and 

G). After the [STJ, a cadenza follows and features themes 0) and (d) in 

addition to the triplets from the [ST]. The Coda, in a contrasting 6/8 meter, 

introduces yet another new thematic idea, theme (I). 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 tmnsfol'med. All 

themes introduced in the third movement are shown in Example 36. 
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EXAMPLE 36. Themes (i), (j), (k), (0 and (m) Introduced 
in the Third Movement, Oboe Conce,·w 
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Tonal Relationships 

First Movement. Table 24 shows the overaJJ tona l organization. 

TABLE 24. Over aU Tonal Organization for the Oboe Concerto, Fi•·st Movement 
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TABLE 24. Overa ll Tona l Organization for the Oboe Concerto, First Movement 
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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 common occurrence, particularly in the later part of the [ST] indicated on 

Table 21 by brackets. The keys beginning in bar 100, move by ascending mmor 

thirds (A:-C:-Eb:-Gb:-A:) dividing the octave into foul' equal parts. The 

Development follows via a deceptive cadence in F:, which brings about yet 

another example of third relation from the concluding key of the [STJ. Two 

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 OccwTence by N umbel' of Total ileats 

and Relative Percentage in the First Movement, a"boe Concerto 

Total N umbel' of 
Tonality of Beats Percent 

D 526.0 60.3% 
A 77.S H.W!;" 
F 63;0 7. 2 'Yo 
d 55.5 6.4% 
Bb 30.0 a.4% 
B 21.0 ~. 4'~o 

e 14.0 1.6% 
Gb 13.5 1.6% 
a 13.5 1.6l!i, 
Ab 13.0 1.5';'0 
C 1:J.0 1.5ult, 
Eb 10.n 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 contl'Usting second position is A:, only 
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occurring S.H% of the time. Even though the dominant oceurs so little, it is, 

never1.heless, structurally important as the principal key of the [8TJ. A key 

already been mentioned is F:, is in third position at 7.:!'!'c,. In fourth place is the 

parallel tonic minor, d:, at 6.4%. The prominence 0(' the pitch class 0, is 

increased to two-thirds (66.7%) of the movement when this pamllel minor key IS 

added to 0:. 

For the first time in the works already considered, the subdominant is 

avoided altogethcI·. The eleven remaining keys are all less fi'equent and appear 

at a mere 3.40,(, or less. 

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

movement. 
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TABLE 26. Overall Tonal Or·ganization for the Oboe Concerto, Second 
Movement (continued) 
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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 firsl movement is 

compensated for in the second. It occurs between section [AI, in Bb:, and 

section [8], in Eb:. On the other hand, the dominant key here is almost 

completely avoided occurring at 2.0c.'i .. 

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%1. The parallel 

minor key (d:) of the first movement takes on a more impoltant 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 us a connecting ti'ansition to the third movement. 

Also, it is a closely related key to Bb than to D:. The key of Eb:, in third 

place at 9.3% is more structurally important to this m(!vement 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' 
Fl'equency of Occurrence by Number of Total Beals and Percentage 

in the Second Movement, Oboe Concerto 

Tonality 

Bb 
d 
Eb 
c 
Cb 
F 
eb 

Number of 
Total Beats 

284 
75 
41 
16 
11 
9 
5 

Percent 

64.4«i·v 
17'()% 
9.3% 
3.6% 
2.5% 
2.0% 
1.1% 

Third Movement. Tonal organization for the final movement, including 

the Coda, is shown in Table 28. 



TABLE 28. Overa ll Tonal Organization for the Oboe Conce rto, Third Mo\'eme nt 

r-r- -

, ... 

~ID 

,_ 
~ 

rv-n.) 
0) 

!-

- .--· 

~-

- i4~ 

Jll5 

"IIIII 

CSrJ 
(I) 

cl.:l5 

-~ lrJ 

I 

l,jt5 

[PJ] 
(l) 

I 

~k1 

-~h 

[;;.1 
(I) 
~~ 

(~ 
l,llt) 

~) 
3t5 

~ 

-· r-
41j~ 

(~ 
-41t5 '4rl) 

n-~ 

'15 ~It> 

"· -• ~--A· -

_31 0 

1 
,, 

l 
1 
~ 

.... ~ 

ak 

~r; 
.&._ 

r-

~) 
<~t-1 

<Cit>'~ 

~~ .. ] 
(I) 

~-

~~ 

41-l 

I 
J 

~~ 

~-~~-

11 6 

-



TABLE 28. Overall Tonal Organization for the Oboe Concerw, Third Movement 
(continued) 
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TABLE 28. Overall Tonal Organization for the Oboe ConcerUl , Third Movement 
(continued) 

~1 
( I) (~) 

~~b ~~- ".., /.;~ '-b J.:fi l~fJ ~ :: I 

I 
~!. 

~~~~ If 
I I II 

ID ~ 
"""" 

11'1· ~ 

il. 

(3) ~) 
~~ I.J.k- - ~~~ ,.,.~ ~~b ~;k Mh 

I"' 1 ""' II II II 

I"' -~ ~ I~ 
, ... 

I 

(4) (1) 
~.:~ - ~~ . ~l'i ~~ ,.k ~b 1.~ 7.1b _J 

-. 
~·- ld I ,_J 

- · 
--

,r; 

I 

118 

-



29. 

119 

Tonalities for the third movement (excluding the Coda) are shown in Table 

TABLE 2H. Tonalities Listed in Descending Order of Frequency of Occurrence 
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 U)% 
c# 10 I.H% 
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%). Its 

frequency is only 14.6% less than the first movement. The dominant key 

appears more here (21.8C;O compared to 8.9% in the first movement and occurs 

slightly less than half as much as 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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!&ru!. The Coda is discussed separately from the thil'd movement fol' 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 t.he body of this 

discussion is devoted to thosc 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 Conccrto 

Number of 
Tonality Total Beats Percent 

D 150 74.30.'0 
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% 
Gil 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 familiaI'D:, used primarily in the 

outer movements and Bb: from the second movement. Once again, the avoidance 

of the dominant is extt'emely noticeable. 



121 

Sonority Types 

Sonorities are listed in Table 31. The percentages 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 3a 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 Concel'to 

Total Number Percent of 
Sonority of Beats Total Beats 

Triads 

M 1,095 25 53.9% 
m 290 14.2% 
0 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 0.02Cfo 

Ninths 

MmM 16.5 0.8% 
Mmm 6.5 0.3% 
mmM 3 0.2% 
MMM 2.5 0.1% 

Elevenths 

MmMp .5 O.02cJo 
OmMp 4 0.2% 

Thirteenths 

OmMmM 4 0.2% 

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 01' 20a~t 



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 
Total Seventh Chords 
Total Ninth Chords 
Total Eleventh Chords 
Total Thirteenth Chords 

1,392 
604.5 

28.5 
4.5 
4 

68.5% 
29.7% 

].4% 
0.2% 
0.2% 

123 

Once more, those sonorities used most often are, in order of appearance, 

the major tl'iad (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 half as much as the Mm7, 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 Mm7 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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EXAMPLE 37. Extended Uses of the Major and 
Major-Minor Sonorities in the Oboe Concerto , bars 62-6 7 
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EXAMPLE 37. Extended Uses of the Major and 
Major-Minor Sonorities in the Oboe Concerto, bars 62-67 (continued) 
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The second most common sonority, the Mm 7, is not only used at cadence 

points, but also appears in third related situations. Example 3 7 shows three 

successive third relations brought about by a repetition of a major triad moving 

to a Mm 7 cho1·d a third higher.. Here, it appears at the beginning of theme (h). 

l 

DMm 7 e01'\ t>rt\m 1 '----''" ___ ._ __ _ 
EXAMPLE 38. Repeated Third Relation Between a Major Triad 
and a Major-Minor Sonority in the Oboe Concerto, bars 237-239 

The Mm7 sonority is also used 111 third relation with other Mm7 chords. 

This is illustrated in Example 39. 

1)1,\,,..1 ffNhi 
--~~~~~~~~~~~l 

3,v1., 

EXAMPLE 39. Successive Mm7 Sevenths in Th.ird Relation in 
the Oboe Concerto, bar 165 
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Finally, Example 40 illustrates two appearances of the Mm 7 sonority used 

as both a V7 and/or a a a_ in an enharmonic modualtion. 

chords. 

~~,..,, CM~ ~Mft\ 1 bm~ 

~ ·~~1 riD :r~ ~!~1 ~ l'=-
4 

I 

EXAMPLE 40. Two Appearances of the Major-Minor Sonority 
As an Enharmonic German-sixth in Oboe Concerto, bars 4 77-480 

The most common use of tertian sonorities beyond the seventh are ninth 

Nevertheless, the four types found in this work are extremely rare 

totaling only 1.4~. Of these four types, those that occur the most and equally 

are the Mmm917 and the MmM917. 

The few remaining elevenths and thirteenths encountered in this work are 

all dominant in function. Example 40 shows a ninth, eleventh, and thirteenth 

sonority in a dominant harmonic complex. In the first bar the solo oboe has the 
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eleventh of the chord that resolves briefly to the thlrd at the end of the second 

beat. However, ,the eleventh is also sustained simultaneously throughout the 

whole bar in an inner voice. In a similm' 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. 



AMrto'1 

EXAMPLE 41. Successive use of the Eleventh, Thi•·teenth, and 
Ninth Sonol'ities in the Oboe Concerto, bars 51-55 
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Root Moyement. and Representative Harmonic Progressions 

Root movement is given in Tabll! 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 

Up a perfect fourth 295 
Up a second 184 
Down a second 160 
Up a perfect fifth 144 
Down a third 105 
Up a third 63 
No intervallic movement 45 
Up or down a tritone 10 

Percent 

29.3% 
18.3% 
'15.9% 
14.3% 
10.4% 
6.3% 
4.5% 
1.0% 
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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 1H.3%. Down a second, in 

third place, occurs 15.9%, 01' 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-I. 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 V7-J progressioll occurring over 

the bar line are indeed cadential in function. 

The progression that best illustrates up a second is V -vi, occul'ring 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, G~-16/4, appears 

9 times. 



Down a second appeal'S 25 times and is illustl'aLed more of Len In the 

retrogression V -IV. This same retl'Ogression was also an illustration of the 

descending second in the previous wOJ'k (See Example 29). 

Third relation is given in Table :l3. 

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 

Mm7 - 1\1 12 

M-M 1 1 24.41:(, 

Mm7 - Mm7 3 

M - Mmm9 2 

Mmmg - M 

MmM9 - M 1 

Third )'elation which seems to 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 gl'eaLest number compared to the two previous works. 

This h • .u'monic device is more common between majo)' triads and Mm7 

chords, which total to three-fifths, primarily as the result of its use in theme 

(h) (See Example 38)_ 



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 

Diatonic Pivot Chord 
Linear Motion 
Chromatic Pivot Chord 
Third Relation 
Enharmonic Diminished-Seventh 
Enharmonic Mm7 Chord 
Deceptive Cadence 

Amount 

36 
19 
18 
13 
8 
6 
4 

Percent 

34.6% 
18.3% 
17.3% 
12.5% 

7.6% 
5.7% 
3.8% 
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The most common modulation is by diatonic pivot chord at 34.6% or 

approximawly 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 fOl'ms, simple 

harmonies and traditional key relationships. On othel' other hand, linear motion, 

a less stable and chromatic type, is in second position occurs at 18.3%, and is 

almost eqaul 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 moduhltion types associawd with 

chromaticsm, the chromatic pivot chord 07.3%) and third relation (12.5%) follow 

in third and fourth place respectively. Even though the diatonic pivot chord is 

greater in frequency, the total number of chromatic-type moduations sW'passes 

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=IU, totalling 6 

times, while vi = i occurs 4 times. 
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The remaining modulations occurring 19 times 01' 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 chol'd types that best illustrate third relation 

modulation as none occur more than twice. 

The third bar in Example 42 shows how lineal' motion IS achieved via a 

German-sixth chord. The use of the G\ 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 pl'incipal key. 
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EXAMPLE 42. Linear Motion Via a German-sxith 
and an Enharmonic Diminished-Seventh Chord Modulation 

in the Oboe Concerto, bars 162-167 
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CHAPTER V 

THE FOUR LAST SONGS 

The fuur 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 FrUhling, September, Beim Schlafengehn and 1m 

Abendrot was a more logical and satisfactory arrangement. 26 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 ScWafengehn, September, FrWlling and 1m 

Abend rot. 27 They are, however, pre~ented here in the order established by Dr. 

Roth. 

26The ordering by Dr. Ernst Roth also appears in the Richard Strauss 
Werkyerzeichnis by Franz Trenner (Vienna and Munich: Doblinger, 1985), page 90. 
The original arrangement, in chronological order by date of completion, is 1m 
Abendrot, FrUhling, Beim Schlafengehn, and September', 

27Norman Del Mar, Richard Strauss: A Critical Commentary on His Life and 
Works, 3 vols., (London: Barrie & Jenkins, 1972), vol. 3, p. 466. 
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FrUhling 

Fr'Uhling, dedicated to Dr. Willi Schuh and his wife, was completed on July 

18, 1948 in Pontresina, Switzerland. The poem, by Hermann Hesse28 begins with 

a desire for the an'ival of Spring. The writer's interpretation of the poem is 

that Spring has been dormant 01' 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 fr'om 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 abwldant 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 English 29, is shown in Table 85. 

28The poem Frl\hling is part of a set written at the tW'n of this century. 
Strauss, who owned the second edition (Zurich, 1942) of Hesse's collection, pie 
Gedichte, had marked several poems for possible setting. (Peterson, Barbara 
Ellingson, Ton und Wo,·t;" The Lieder' of Richard StI"aUSti, New York University, 
Ph.D. dissertation, 1977, p. 35). 

29The English translation is that of the author. 



TABLE 35. German Text and English Translation of Frl1hling 

In dllinmrigen Grl\ften 
Trllumte ich lang 

FRUll...ING 
(Hermann Hesse) 

In dusky tombs 
I long dreamed 

of your trees and blue skies 
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von deinen BUumen und blauen Ll1ften 
von deinem Duft und Vogelgesang. of your fragrance and birdsong. 

Nun liegst du erschlossen 
in Gleiss und Zier, 

von Licht l\bergossen 
wie ein Wunder val' mil'. 

Du kennst mich wiedel', 
Du lockst mich zart, 

es zittert durch all meine Glieder 
deine selige Gegenwart! 

Now you lie open 
in glitter and grace, 

bathed by light 
as a wonder before me. 

You know me once more, 
you tenderly entice me, 

your blessed presence 
shakes through all my limbs. 

Form and Tonal Relationships 

Form 

Table :36 shows the form as [A][A 1][A2]. 



TABLE 36. Formal Structure of Frllhling. 

[A] 1·21 (Sentence 1) 

(1) 1·9 (2) 9-13 
(}{) (}{.1r) 

> c: :> c: 
B :10 
A :12 

(3) 14-21 
(}{,1r) 

Bb: 
e: 162 
F :18 

'> Eb: 182 

[Tr] 21-25 

(X.Y) 
Orchest.ral 

:>rEb: 
4::243 

[AI] 25-43 (Sentence 2) 
(1) ·25-29 (2) 29-36 (3) 37-43 

(X I (XY) (X1r) 
Orchestral 

>C: ;> C: 
c#:322 
D :352 

'> D: 
[B :37 

A :41 

PAC - 211 (Eb) PAC - 251 (C) PAC - 291 (C) 

[Tr] 43-47 

(}{) 
Orchestral 

rF#: 
)lA :462 

PAC - 471 (A) 

[A2] 47-66 (Sentence 3) 
9/8 Meter 
(1) 47-59 (2) 59-66 

(}{,1r) (X,1r) 

> A: 

[ Bb:503 
D :53 

[Db:543 
'> A :583 

>A: 
D :602 

>A :64 

PAC - 661 (A) 

[Coda] 66-72 

(X,1r) 
Orchestral 

'> A: 

PAC - 721 (A) 

eN 
~ 
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Balance is achieved as each one of the tlu·ee large formal units contains 

one sentence of text and are of near-equal length (20, 18 and 20 bars 

respectively). are also balanced and symmetrical ba~ed upon length. The fow· 

orchestral sections are also balanced and symmetrical based upon length. The 

first, bars 21-25, is a five-bar transition that connects [A] to lA I]. The second, 

b 25 29 . fi b . od . 3o . . [A I] ars - , 1s a 1ve- ar mtr uct10n operung section . The third section, 

bars 43-4 7, also a five-bar transition, connects [Al] to [A2]. Finally, the Coda, 

bars 66-7 2, even though it is seven bars long, is in reality a five-bar phrase plus 

a two-bar extension of the final tonic chord. 

The song opens with a haunting accompaniment figure, Motive X, illustrated 

m Example 43, that is prevalent throughout the work. It is a simple arpeggiation 

of the tonic triad in a rather fast, ostinato-like rhythm. 

EXAMPLE 43. Motive X in Frlllilng 

Motive Y 1s a more melodic figw·e, which, like Motive X, also appears 

throughout the song. The first appearance of this motive is shown below in 

Example 44. 

30This five-bar section immediately follows 
seemingly ten-bar section. These two separate 
delineated from each other by a PAC in bar 25. 

another five-bar section in a 
and self-contained sections are 
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EXAMPLE 44. First Appearance of Motive Y in Frllhling. 

Even though Motive Y is used throughout the song, it w1dergoes continual 

transformation through gradual rhythmic augmentation of certain notes with each 

subsequent appearance. These transformations are illustrated in Example 45. The 

two that are bracketed a.-e the same, but appear on different pitch levels. 
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EXAMPLE 45. Thematic Transformation of Motive Y in Fdlliling 



Tonal Relationships 

Overall tonal organization is shown in Table 3 7. 

TABLE 37. Overa ll Tonal Organization in FrUhling 
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The song moves from the traditionally tragic key of t': W the bright key or 

A: and in this way, parallels the text of imaging the I'e-bil'th of Spring from the 

cold tomb of Winter, Section I A] begins in c: and passes through various keys 

before ending in the relative majol' key of Eb:, The reason IiII' beginning the 

work in a minor key is no doubt the result of the fil'~1 senlt..'Ill'C, "Ill dusky tombs 

I long dreamed," To help enhance the melancholy mood of thl' text, the voice 

begins in its lowest regiswl' (l'b 1 moving down to c 1 ), a 1 Thi~ mood never 

returns, Both ):,eys, Eb: and c: are used III the Transition, Sl'ction IAll bt'gins 

with the shol't orchestral intl'odu(,tion in the parallel major key "f' C:, The third 

subsect.ion is comprised entirely of third l'e1alt.'J keys I D:-B:-D: I, Third 1'l'lat ion 

between keys continue between this subsel'tion. coneluding III D:, and till' 

following Transition beginning in F#. Another l'xampll' immediatdy lilllows as 10'#: 

goes to A:. The final large sl'ction, IA2], emphasil.l':-' the pl'inl'ipul key of this 

song, A:. Once again third l'ebH.'d keys are a rCl'lII'1'ing stylistil' trait appearing 

two times, (llb:-D: and Db:-A:l, whill' the Coda is exclusively in A:. 

The song moves from the traditionally tl'''lgic key of t·: 10 the bright key or 

A: and in this way, parallels the text of imaging the l'e-brith "f' Spring from till' 

cold tomb of Winw)'. As can bl' seen in Table :18, thcl'l' arc a total of six PAC's 

in this work. Three PAC's are in thl'ce strucllIl'ally important keys, Eb:, C: and 

A: as the other three are in the brightest key of A:. 

Table :m illustrat.es lhe tonalities of this song. 

31 C 1 is not only the lowest pitch for thc voice in this song, but it is thc 
lowest pitch the soprano sings in thl' entire Foul' Last Songs. 



TABLE 38. Tonalities Listed in Descending Order of Frequency 
of Occurrence by Nwnber of Total Beats and Relative Percentage 

in FrlThling 

Total N wnber 
Tonality of Begts Percent 

A 52 :.W.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% 
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The principal key, A:, totals 30.6%, 01' 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 tonality that opens the work, C:, 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. 



TABLE 39. Sonorities Listed in Descending Order of 
Frequency of Occurrence by Total Number of Beats 

and Relative Percentage in Fd\hling 

Tot.al Number 
Sonority of Beals 

Triads 

M 83.33 
m 37 

Sevenths 

Mm 23 
mm 12.67 
07 9.33 
67 1.33 
MM 1 

Rests 2.3:3 

Total Triads 120.33 
Total Seventh Chords 47.33 
Total Rests 2.33 
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Percent 

49.0% 
21.8% 

13.5% 
7.5% 
5.5% 
0.8IJ'o 
0.5% 

1.4% 

70.8% 
27.8% 

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 neal'1y 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 gl'eateI' 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). 
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The percentage of minor-minor seventh chords is higher in this song than 

in any of the works considered thus far, but, nevertheless, is still relatively 

uncommon (7 .5%). Example 4 7 illustrates tlu·ee brief and successive mm 7 chords 

used to help harmonize motive Y. 
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EXAMPLE 4 7. The Minor-minor Seventh Chord in Motive Y in 
FrUhling, bars 48-49 



Root Movement and Representative Harmonic Progressions 

Root movement is given in Table 40. 

TABLE 40. Root Movement Listed by FI'equency of Occul'rence 
by Interval Direction, Total Number of Times They 

Occur and By Relative Percentage in Frllliling 

Root Movement 

Up a second 
Down a second 
Up a pel'fect fourth 
Down a thil'd 
Up a third 
Up a perfect fifth 
Up 01' down a tritone 
No intervallic movement 

Amount 

23 
21 
16 
16 
10 
7 
4 
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 fow,th has been the most common type of root movement in 

all of the previously discussed works, However, as can be seen fi'om Table 40, 

that is not the case hel'e. instead, up and down a second occur almost c4uully, 

23.2% and 21.2%, I'espectively. 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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, In the Final Appearance of Motive Y in 

FrUhlin~, bars 68-72 
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Up a perfect fourth once more occw·s frequently in the V 7 -l progression. 

There is, however, an unusual succession of thr·ee ascending perfect fourths that 

are not based upon this progression. Example 4H shows three successive 

ascending perfect fow·ths that either approach or leave a diminished-seventh 

sonority. 
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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 Occw' Ranked in Frequency of Occul'I'ence 
in FrUhJing 

Sonority 

Mm-M 
M-M 
Mm-Mm 
M-Mm 

Amount 

2 
1 
1 
1 

Modylation Types 

All modulation types are listed in Table 42. 

Percent 

40.0% 
20.0% 
20.0% 
20.0% 

TABLE 42. Modulation Types Ranked in Frequency 
of Occunence by the Number of Times They Occw' 

and Relative Percentage, Fd)hling 

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' OCCWTence 

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 lineal' motion, 

chromatic-pivot and enharmonic diminished-seventh chords. These thl'ee 

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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song (5. 3<Jo ). The only enharmonic Mm7 modulation occurrmg m this song 1s 

shown in Example 50. It is a V7 m E: and a Gl\ in Eb:. This is a unique 

illustration of the GI\ as it occurs on a weak beat just before going over the 

barline to a 16/4. 
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EXAMPLE 50. The Only Enharmonic Mm7 Modulation in Frllliling, bars 18-20 

Like the enharmonic Mm7, the only diatonic pivot chord also occurs on a 

weak part of the beat. To make this modulation even less conspicuous, it 

occurs on the weakest inversion. Example 51 illustra tes a i6/4 in b: becoming a 

vi6/4 in D:. 
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Septembel'32 

The second song was completed on September 20, 1948 in Montl'eux 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 I"Oses," "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 StI"UUSS, there 
exist two unpublished works wl"itten after Septembet' 20, 1948. The first is 
Malven (text by Betty Knobel) and the second Gtlttlich ist ynd ewig del' Geist 
(Hermann Hesse) was never finished. Of these two songs, only the fil'st is similar 
in text to September. Malven refers to various nOwer"s in a garden which are 
passing from Summer into Fall. 



TABLE 43. German and English Translation of Septembcr 

Der Garten trauel't, 

SEPTEMBER 
(Hermann Hesse) 

The garden mourns, 
KUhJ sinkt in die Blumen der Regen. the flowers sink in the cool rain. 

Der Sommer schauert 
still seinem Ende entgegen. 

Golden tropft Blatt urn Blatt 
nieder von hohen Akazienbaum. 

Summer shudders, 
silent in facing its end. 

Golden drops leaf upon leaf 
down from the high Acacia tree, 
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Sommer lachelt erstaunt und matt Summer smiles In amazement and 
weakens 

in den sterbenden Gartentraum. 

Lange noch bei den Rosen 
bleibt er stehn, sehnt sich nach Ruh. 

Langsam tut er die 
mudgeworden Augen zu. 

to the fading garden dream. 

Longing still near the roses 
he remains situated, desire to rest. 

Slowly the eycs 
had became tired. 

Form and Tonal Relationships 

Form 

Table 44 presents the form of this song as an [A][B][A] design that is 

framed by a short Introduction and a Coda. 



TABLE 44. Fonnal Structure of September. 

[lntro] 1-5 rAJ 6-19 [B] 20·35 
(1) 6-132 (2) 133-19 (3) 20·27 (4) 28-36 

Sentence 1 Sentence 2 Sentence 3 Sentence 4 
(X)(Y) (X)(Y) (X)(Y) (X)(Y)(Z) (X)(Z) 

>D: > D: (G· >~b: ) G: 
[Bb:16 :23 f#: 31 3 

> Gb: 194 g#:24 F#:33 
G :26 > E :34 

[A] 37-57 [Coda] 57-65 
(lntro) 36-39 (5) 40-48 (6) 49·57 (1) 57-60 (2) 61-65 

Sentence 5 Sentence 6 
(X)(Y) (Y)(Z) (Z)(Y) (Z) (Z)(X) 

>E: Eb: > D: :> D: "> D: 
>D :444 

-01 
-.J 
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These three large formal divisions are symmetrical in that each contain 

two sentences from the poem and are of similar length (14, 16, and 18 bars, 

respectively). 

There are three important motives illustrated on Table 45 by the letters, 

X, Y and Z. They are illustrated below in Example 52. 

___ ......,==,-

EXAMPLE 52. Primary Motives X, Y and Zin September 

Motive X, an oscillating figure that opens the work appears m subsections 

(1), (3), (4) , the introduction to the last [A], and finally m section (2) of the 

Coda. It appears more often as a homophonic figure since the top line, by itself, 
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is rather static in quality. However, there are instances where this static linear 

line appears without the homophonic harmonization. 

The rhythm of motive X, J .__ J-:-; .t._ __ J.1 is visualized here for 

clarity. It is normally repeated once, but at several places, is immediately 

followed by motive Y. Example 53 shows the first combination of motive X and 

motive Y. 

., 

EXAMPLE 53 . Combination of Motive X and Motive Y 
in September 

Motive Y, an angular figure, begins with a broad leap followed by 

descending scale-like motion and covers a wide range. Like motive X, motive Y 

normally repeats itself. However, unlike the more exact repetition of motive X, 

motive Y is sometimes sequenced at a higher pitch level. This motive is used in 

virtually every section except subsection (4) and in the Coda. 

Motive Z, the shortest of the three, has a very narrow range and, like 

motive X, 1s rather static in quality. As previously mentioned, a significant 

emphasis is placed on Summer m this song. This motive 1s used m direct 

context with the word "Sommer" and m all references to the season itself, 

thereby appearing in subsections (2), (4), (6) and throughout the Coda. For this 

reason, motive Z tends to supplant motive X beginning at measure 40 and on to 

the end of the song. A direct relationship of motive Z with Summer and its 

reluctance to give way to Fall is found m the sixth sentence. The motive is 



appropriately augmented on the word 'tired' (mlxigewordnen). 

illustrates this .wgmented motive. 

2 
r 

EXAMPLE 54. Augmentation of' Motive Z Depicting 
Summer Becoming "Tired" in Sept.ember 
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Example 54 

The Coda begins with motive Z, which for the fit·st and only time, 1s 

expanded into a nostalgic theme in the 

shown in Example 55. 

·~ :J solo horn.' This 

EXAMPLE 55. Motive Z in Solo Horn in the Coda 
in September 

nostalgic theme 1s 

Cadences, once again, are an important element that dett.!rmine both large 

and small form ... d units. 

One characteristic cadence is found m bars 47-48. It occur::; on a tonic 

six-four choi·d, however, there ,He several thjngs that makl' thi!::i cadence unusual 

from the rest of the cadence5. On the fourth beat., the voice sings the seventh 

of the V 7 chord. Rather than moving to the third of' the lo/~ on the downbeat 

of the next bar, it moves down a perfect fourth to the tonic note. The other 

33
There is a similar nostalgic figure that appears at the conclusion of 

Capriccio, also in the solo horn. 
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chord tones of this V7 do not all move directly to stable chord tones of the 16/4. 

On the downbeat of the second bar, many of the chord tones moving from the 

preceding V7 form a non-harmonic passing chord on its way to the 16/4 on the 

second quarter-note of the bar. This is shown in Example 56. 

/Ail. ·~· 
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".-l j J ' -I I 
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il 

EXAMPLE 56. Non-Traditional Cadence Containing Unusual 
Resolution of Chord Tones in September, bars 4 7-49 



Tonal Relationships 

Table 45 illustrates the overall tonal organization of this song. 

TABLE 45. Overall Tonal Organization of Septembe r 
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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% 
g# 8 3.1% 
f# 8 3.1% 
A 4 l.5% 
F# 3 l.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], bal·s 4-19 and [B], bars 26-3l. 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 foul' 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 tlu-oughout the large [B] section. 



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 

Sonority 
Total Number 

of Beats PeI'cent 

Triads 

M 
m 
+ 
o 

Seventh Chords 

Mm 
07 
mm 
~7 

Ninth Chords 

Mmm 
MmM 

Total Triads 
Total Seventh Chords 
Total Ninth Chords 

124.25 
43 

3 
2 

68 
7.75 
7 
3.25 

1 
.75 

172.25 
86 

1.75 

47.8% 
16.5% 

1.2% 
0.8% 

26.2% 
2.9% 
2.7% 
1.3% 

0.4% 
0.3% 

66.3% 
31.1% 

0.7% 
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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 

virtuall~ 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 sW'prising that Summer's vivacity is 

represented by major triads and Mm7 chords. The remaining 0.7% are ninth 

chords. 
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There is, however, a uruq ue use of the MmM ninth sonority. In Example 

57, there are three occurrences of the same MmM ninth sonority used on all but 

one of the sixteenth-notes in motive X. The ninth is almost inconspicuous 

because it is hidden in an inner voice (indicated with a circle). 

31 

- j - -

.J. --- .r.-=:, - -

EXAMPLE 57. The Major-minor-Major Ninth Sonority Used 
on Weat Beats in Motive X in September, bars 36-37 



Root Moyement and Representatiye Harmonie 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~/(J 

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% 
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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 01' 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 underlying 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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EXAMPLE 58. Seven Root Movement Types Found in the Opening 
Four Bars of the Work in Sept.ember 



Modulation Types 

Modulations are shown in Table 49. 

TAllLE 49. Modulation Types Runked in Frequency of' 
Occurrence by lhe Number of Times They Oeclir 

and Relative Percentage, September 

Modulation 

Chroma tie Pivot Chord 
Enharmonic Mm Seven t h 

Amount 

n 
1 

Pl!l'een t 

90. (lI'j. 
10.00

; 
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One un usual feature is the limited n umbel' of' mod uialions l'onsisting of' two 

types: chromatic pivot chords and an enharmonie Mm7 chord. Another unusual 

feature is lhat both types are chl'Omalic. Thi:; is till' first timl' in any of' the 

discussed work:; that the diatonic pivot chord IS absent. The chromatic pivot 

chord occurs nine out of ten times (HO.O'!;.). In Exctmple 5n, the second bar 

ilIustl'ates one example of a chromatic pivot chord. It is a 1O/.! = N W 4. 



EXAMPLE 5~). Two Examples of Chrnmatic: Pi\'ot Chord l\ludulation in 
Se ptember , bars 21-15 
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B~im Schlafengehen34 

The third song was completed in Pontresina, Switzerland. It was finished 

on August 4, 1948, less than one month after the completion of "Fdlliling." It is 

dedicated to Dr. Adolf JBhr and his wife. 

This is the third and final song m the set that uses a text of Hermann 

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

FrUhling, 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 and 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 sow'ces referred to use the correct spelling as does the author in the 
body of this paper. 

35"Beim 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), 
vo1.3, p. 463. 



Form 

TABLE 50. Translation of Beim Schlafengehen 

Nun del' Tag mich mnd'gemacht, 
soli mein sehnIiches Verlangen 

freundlich die gestirnte Nacht 
wie ein mlkles Kind empfangen. 

Hllnde lasst von allem Tun 
Stirn vergiss du alles Denken, 

alle meine Sinne nun 
wollen sich in Schlummer sen ken. 

Und die Seele unbewacht 
will in freien FlUgeri schweben, 

um im Zauberkreis del' Nacht 
tief und tausendfach zu leben. 

The day now made me til'ed, 
my longing desires 

shall welcome the friendly 
starred night as a tired child. 

Hands refrain from all doings, 
the brow forgets all thoughts, 

all my senses wish 
to sink into slumber. 

And the unwatchful soul wishes 
to suspend in free flight 

in magic circles of deep night, 
and to live a thousand times. 

Form and Tonal Relationships 
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'fable 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 burs of the song 

and which will be discussed later. 



TABLE 51. Formal Structure of Beim Schlafengehen. 

[Intro] 1-6 

(X) 

:> f: 
(Gb):42 

[A] 6-24 
(1) 6-14 

Sentence 1 

(Gb): 
'> f:62 

E :12 

(2) 15-24 
Sentence 2 

c#: 
D :17 
c#:19 
Bb:192 
d:21 

") Db:22 

PAC-24 (Db) 

[B] 24-61 
(J) 24-3R 

Interlude 
(XI 

'> Db: 
eb: 342 

:> Db:36 

(2) 36-61 
Sentence 3 
(X) 

.., Db: 
eb:482 

'> Db:512 

PAC-46 (Db) 

[Coda] 62-70 

(X) 

"> Db: 

-J 
t-:: 
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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 
(5 bars) (18 bars) 

(1) 6-14 (2) 15-23 
(9 bars) (9 bars) 

Sentence 1 Sentence 2 

[B] 24-61 
(38 bars) 

II 

(1) 24-38 
05 bars) 

Interlude 

(2) 39-61 
(23 bars) 

Sentence 3 

1/3 2/3 

(23 bars) (47 bars) 

fCoda] 62-70 
(9 bars) 

--.J 
.;. 
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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 he),e 

anticipates its extensive use and subsequent meaning in the last sentence whe)'e 

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 

appeal' there. 
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EXAMPLE 60. The Opening Measures Containing Motive X in 
Beim Schlufengehen, burs 1-6 
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The motive undergoes numerous transformation as the song progresses which 

1s shown in Example 61. Each successive transformation mirrors the text and 

becomes freer and more soaring, especially those towards the end where the 

voice reaches its highest pitch (indicated by the aITow) in the voice in bar 56 . 

. ' 

7+ · 

112 .~"r tr 

l. 

;.. f . '" re,, -

EXAMPLE 61. Tranformations of Motive X That Help to Portray 
the "Suspended Free Flight of the Sow" in Beim Schlafengehen 
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EXAMPLE 61. Transformations of Motive X That. Help to 
Portray the "Suspended Free Flight of the Soul" in 

Beim Schlafengehen (continued) 
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Tonal Relationships 

The overaJI tonal organization is illustrated in Table S~L 

TABLE 53. Overall Tonal Organization of Beim Schlafengehen 
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The yearning of the soul w be released is portrayed in many ways in the 

first third of the song. One 1s the concentration of minor keys, especially f:. 

On the other hand, the vision of the released soul in the third sentence is 
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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 Deats 

and Relative Percentage, Beim Schlafengehen 

Total Number 
Key of Deats Percent 

Db 183 64.4I}(J 
f 28 10.0% 
Ab 14 5.0% 
c# 11 3.9% 
E 10 3.6% 
eb 9 3.2C}(J 

D 8 2.9~'o 
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 pl'incipal key of Db:. 

There are instances where more unusual cadences appeal' 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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EXAMPLE 62. De~cencling Parallel Chromatic Motion in 
Beim Schlafengehen , bars 13-15 
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Sonority Types 

The various sonorities are listed in Table 55. 

TABLE 55. SonoJities Listed in Descending Order of Ii'requency 
of Occurrence, Total Number of Beats and Relative Percentage 

Beim Schlafengehen 

Sonority 

Triads 

M 
m 
o 
+ 

Sevenths 

Mm 
mm 
67 
07 

Single Tones 

Total Triads 
Total Seventh Chords 
Total Single Tones 

Total Number 
of Beats 

82.25 
27.75 

1 
.50 

18.5 
5.5 
2.0 
0.5 

2.0 

111.50 
26.50 

2.0 

Percent 

58.8% 
, 19.8% 

0.7% 
0.4% 

13.2% 
3.9% 
1.4% 
0.4% 

1.4% 

79.7% 
18.B% 

1.4% 
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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 92cyo, comprising the 

essence of the harmonic language. 

The extended use of the major triad results from the general slower 

harmonic rhythm and the programmatic 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 fatif:,'lled soul that yearns to be released. 
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There is only one example of extended use of the major-minor seventh 

sonority. It is an important one as it occw·s at the point (bars 56-5 7) where 

the voice soars to its highest pitch and is illustrated in Example 63 . 
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EXAMPLE 63. Major-minor Seventh Used at the Highpoint of 
Motive X in Beim Schlafengehen, bars 56-57 



Root Movement and Representaitye Harmonic Progressions 

Table 56 ranks root movement. 

TABLE 56. Root Movement Listed By Frequency of OccwTence of 
Interval Direction, Total Number of Times They Occur and 

Relative Percentage, Beim Schlafengehen 

Root Movement Amount Percent 

Up a perfect fow·th 26 30.9% 
Up a second 17 20.2% 
Down a third 12 14.a% 
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% 
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The ascending perfect fourth total 30. gClc and is again the most common 

type of movement. Unsw'prisingly, 14, 01' more than half of them, occur in a 

dominant to tonic relationship. 

Root movement of up a second occw's 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 pelfect fourth that frames this chromatic passage. 
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EXAMPLE 64. Root Movement IIJustrating Up a Perfect Fourth 
and Up a Second in Beim Schlafengehen, bars 4 7-49 
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Example 65 illustrates six out of the total seven root movement types 

found within the soloists' first four measw·es. Both the fast harmonic rhythm 

and variety in root movement help to bring about the instability that produces 

the sense of yearning and fatigue. 
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There is, however, a uruq ue use of the MmM ninth sonority. In Example 

57, there are three occurrences of the same MmM ninth sonority used on all but 

one of the sixteenth-notes in motive X. The ninth is almost inconspicuous 

because it is hidden in an inner voice (indicated with a circle). 

31 

- j - -

.J. --- .r.-=:, - -

EXAMPLE 57. The Major-minor-Major Ninth Sonority Used 
on Weat Beats in Motive X in September, bars 36-37 
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Third related sonorities occw· only three times in this song, thereby not 

requiring a table. They are infrequent compared to the works discussed earlier 

in this writing. Here, they occw· exclusively between major triads and Mm 7 

chords. 

Example 66 shows two successive occurrences of third related sonorities. 

IB 

EXAMPLE 66. Two Successive Third Related Sonorities in 
Beim Schlafengehen, bars 18-1 H 



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 

Modylation Type 

Diatonic Pivot Chord 
Linear Motion 
Enharmonic Major-Minor Seventh 
Chromatic Pivot Chord 

Amount 

8 
5 
2 
1 

Percent 

50.0% 
31.2% 
12.5% 
6.3% 
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There are sixteen modulations in this song. Half of t.hese 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 appeal' in the first third of the 

song. Two of the five linear motion modulations, the chromatic pivot chord and 

both enharmonic Mm7 chOl'd 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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1m Abendrot 

The final song in the set was completed in l\1ontreaux, Switzerland on 1\1ay 

6, 1948. It il:; dedicated to Dr. Emst Roth. 

The poem, by Joseph von Eichendorff, is an emotional and moving tex,t. It 

is about an elderly couple who, joined hand in hand, reminisce over troubles and 

joys they have experienced Logl'ther. 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 darkenl:; the air." Perhapl:; the 

couple are so much in love that they are oblivious lo their current state. 

However, they finally realize t hat it IS timl' to ":-;leep," not wanting to be 

separaled from each other into loneliness. Together they expl'I'ience the quiet 

tranquility and splendor of the sunset, becoming tired of their travels at day's 

end - be it the travels of life 01' their present suspenued joUl'lll''y - as they ask 

themselves, "Is this perhaps Death'!" The co upk· finally have reached their 

destination as they enter into the eternal bliss of de.lth - l:;till hand in hand, 

forever. 

It is believed that Strauss had intended this song to be representative of' 

% himself and Pauline. t It would certainly seem appropriate as it was compol:;ed 

al the age of ~4, just one year before his death, 

The text of lhis song parallels that of' the preceding OI1l~: in this case two 

people, who become tired and desire to seek rest. Once again, thil:; longing 

desire to seek rest is manifeSled th/'Ough death. Tlw lex!. is in four sentelH:es 

and is shown in Table 58. 

36Norman DelMar, Richard Struass: A Commentary of' H is Life and Work, a 
vols., (London: Barrie and Jenkins, 1972.1, vol. a, pp, 460-461. 



TABLE 58. Translation of 1m Abendl'ot 

Wir sind dUl'ch Not und Freude 
gegangen Hand in Hand; 

vom Wandern ruhen wir 
nun Ilbel'm stillen Land. 

Rings sich die TIDer neigen, 
es dunkelt schon die Luft, 

zwei Lerchen nul' noch steigen 
nach traumend in den Duft. 

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

dass wil' uns nicht vel'il'l'en 
in dieser Einsamkeit. 

o weiter, stiller Friede! 
So teif im Abendrot, 

Wie sind wir wandermlkle 
ist dies etwa del' Tod? 

Through trouble and gladness we 
went hand in hand 

let us now rest 
over the still country. 

The vales circle lowe I', 
it already darkens the ail' 

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 
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Table 59 shows the form of this song as being sectional LA][B]LA 1 ][A2 J 

framed by an Introduction and Coda. 
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TABLE 59. Formal Structure of 1m Abendrot. 

[lntro] 1-20 

> [Eb: 
Cb:93 
c :113 

') Eb:13 

[A) 21-35 
Sentence 1 

> Eb: 

rBb: 33 

PAC - 201 (Eb) PAC - 341 eBb) 

[A2) 561-75 
Sentence 4 

>Bb: 
Eb:61 
eb:66 

[ D :71 
F :73 

fCoda) 75-97 
"Tod und 
Verklarung" 

'> Cb: 
eb:78 

[D :83 
[F :85 

Ab:87 
'> Eb:89 

[B) 36-45 
Sentence 2 

> lab: 
f#: 393 
A :41 
c#:44 

[A 1] 46-56 1 

Sentence 3 

> Eb: 
Db: 54 

PAC - 561 eBb) 

.~ ..... 
c 
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This song is unique m that there are no motives. The initial molodic idea 

37 presented in the Introduction, intrnduces the "Sunset Theme" (Eb: ). The theme 

itself, lasting only four bars, unfolds into a true example of expressive lyricism. 

Example 67 illustrates the sunset theme. 

Ip 
DIE Pr ~IF' er I 

EXAMPLE 67. The Sunset Theme in Im Abendrot 

Tonal Relationships 

The overall tonal organization of this song is shown in Table 60. 

37 This key has been discussed before by the present writer pertaining to its 
relevance to the "Eroica" key. Perhaps Strauss chose this key with its "heroic" 
association m mind to portray the couple who are facing death bravely and 
without reservation. 
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TABLE 60. Overall Tonal Organization for 1m Abendl'Ot 
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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 I'est. 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 fJ'agments 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 appeal's in section [A 1] and exactly parallels [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 retw'ns 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. Theil' 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 death is 

exemplified by the transformation theme of Tod und Verkl!ll'ung scored in the 

first horn (bar 71 in D:). This well-known theme becomes more prominent In the 

Coda in Cb:. 

but in eb:. 

Gloominess soon follows as the sunset theme returns once again, 

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

in second inversion and closes with a simplistic V -I cadence. The trills, which 
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were representative of the ascending larks, represent hel'e 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 OccwTence by Number of 

Total Beats and Relative Percentage, 1m 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# R 2.1% 
c 6 1.6{Yv 
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: OCCUlTing 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 class 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% 01' less. 



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, 1m Abendrot 

Sonority 
Total Number 

of Beats Pel'cent 

Triads 

M 
m 

Sevenths 

Mm 
r7 
mm7 
MM7 
07 

Elevenths 

Ommp 

Total Triads 
Total Seventh Chords 
Total Eleventh Chords 

228 
89.5 

36 
6.5 
5 
4 
2.5 

1.5 

317.5 
54.0 

1.5 

61.1% 
24.0% 

9.7% 
1.7% 
1.:3% 
1.1% 
0.7% 

0.4% 

H5.1% 
14.5% 
0.4% 
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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 tones 

adds musical variety to what would be a rather static passage. 
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EXAMPLE 68. Extended Use of the Major and Minor Triad in 
In Abendrot, bars 1-9 
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The Major-minor sonority is used less often than the major or minor triad 

and does not appear for such an extended length of time. At most, it appears 

for a total of seven consecutive beats. The remaining sonority types are 

conspicuous by their virtual absence of less than 2%. 



Root Movement and Representative Harmonic Progressions 

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, 
1m Abendrot 

Root Movement Amount Percent 

Up a perfect fow·th 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% 

197 

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

in the progression V7-I occurring ten times. This progression, shown in Example 

69, appears here because of its simplistic setting concluding on a PAC. The 

preceding ii7 also creates an ascending perfect fow·th as it goes to the V7. 
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EXAMPLE 69. Simplistic Setting of the ii7-V7-I Progression 
1 llustrating Two Successive Ascending Perfect. Fourths 

in Im Abendrot, bars 18-20 
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Down a third follows closely in second position (24. 7%) and is illustrated in 

Example 65 in the I-vi-IV progression. 38 This particular progression opens the 

work. 

Root movement between third related sonorities occurs a total of ten times 

and is shown in Table 64. 

TABLE 64. Root Movement by Third Relation OccwTing 
Between Sonorities and The Total Number of Times 

They Occur Ranked in Frequency of Occurrence, Im Abendrot 

Sonorities Amount Percent 

M-M 7 70.0% 

M - Mm7 2 20.0% 

Mm7 - Mm7 1 10.0% 

38s· ·1 1 hi 1m1 ar y, t s same harmonic progression opened the Final Scene 
Capriccio (See Example 16). 

m 



Modulation Types 

The various modulation types are listed below in Table 65. 

TABLE 65. ModuJation Types Ranked in Frequency of 
Occurrence by the Number of Times They Occur 

and Relative Percentage, Im Abendrot 

Modulation Type Amount 

Third Relation 7 
Diatonic Pivot Chord 4 
Linear Motion 2 
Chromatic Pivot Chord 2 
Unknown 2 
Enharmonic Mm 7 1 
Enharmonic Diminished-Seventh Chord 1 
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Percent 

36.8% 
21.1% 
10.5% 
10.5% 
10.5% 
5.3% 
5.3% 

The most common type of modulation, occwTing over one-third of the time 

is third relation at 36.8%. It is associated more often with the latter portion of 

the Sunset Theme illustrated in Example 70. 

f "ZS'"- -7> f. 

1·~ ~~ .. , '" ('!") (V) ('i") 

ft:] 
.Jl'IC. 

% 
~J: -

EXAMPLE 70. Third Relation and Its Association 
to the Sunset Theme in Im Abend.rot, bars 34-36 



200 

Modulation by third relation fil'st appears in the Introduction (bars 11-12) 

at the end of the Sunset Theme. It occurs between a BbM6/4 chord and a 

GMm7 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 (0:) and a fragment of the Sunset theme (F:). The two 

final appearances occur in the Coda (0:, 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 0:. 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. 



.-f.. I I "l'\1 ... . . 
. 

::.J!!fP7i "t5' '-- "0- - -- -:t5" 

~ ,. .",- - " ...... 

I -I 

(~..l--- ,..:J "-::: j, 1'> ·1.l "J. b \ b, h 

) - -e_ -r& --&-r· -~ 'l:5" -

J\' 

~~ L~' :\\+' " I~~=--C:3 -&'0'_ ~f' '1' 

- .l .--:: I-
L -

'J 

I PI V -6-_ ~-¥ 

\<.. ~ 

, ",_'tI-. ... l-:k. iJ - -& -& --

EXAMPLE 71. Lineal' Motion Modulation Type Used in Relationship to 
The Sunset Theme in 1m Abendrot, burs 7H·8H 
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Another example of lineal' motion modulation occurs towards the end of' the 

song, In bal' 74 a subdominant minor chord in I·': mows Ul a f(j; -l in the new key 

of Cb:, Example 72 shows the progression iv·I6/4. 



,f.. . 

-b)a. 6ct" 1"~? ~ •. 

I'_t _I \ 
, 

t FP 

.~ -- -- I J l7.e--:::=: . .J ~, 

I I 

_L 1 , 
-:;. 'Ii , .... .,r :§ ~ 

~- .;;:.. 

~. ?i .... -
iv 

:oovi, \f§ 'I~ 

(I..i I\fo.(' Mo~OII) 

EXAMPLE 72. Linear Motion Modulation Type Occurring Towards 
the End of 1m Abendrot, bul'S 7a-76 

2()~ 

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

the enharmonic diminished-seventh, all occur onJy one time. 



CHAPTER VI 

SUMMARY AND CONCLUSIONS 

Form and Tonal Relationships 
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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. 

(their locution IS indicated by bar numbers 

divisions in parentheses), significant subsections 

These churts show large sections 

given directly below the formal 

(indicated in brackets), important 

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



TABLE 66. Summary of Formal Structures in the Selected Works. 

Oboe CoDl:!:1E 

E'imtMovement . Sonata Fonn 
Ino"o rElIpo] (Dev] (Recap] (Coda] 

rm Tr (ST] (m Tr (ST] Tr 
(J) (3) (59) (R4) (1J4) (]4R) (]71l (]79) (20R) (217·2JR) 

(X) (a)(b)(X) (X)fb){e) fd)(X) (b)(e)(X) (a)(b)(X) (e)(X) (d)(Xlfel (lIl(a) (X) 
(ellc) (d) (l'! 

D: D: D: 'A: F: D: D: D: D: D: 
Bb: D: 

Serond Movement· TemllJ'Y Form 

Intro rAJ Tr £II] rAJ Coda Tr Cad 
(2191 (221) (253) (255) 128m (3291 1340) (342·365) 

[a] [b] (a] [a] (a] [b] raj rb] [c] [a] [e] ra] 

(Xl en (X) (g)(h) (d) (a) (h) (a)(h) (a)(g)(Olk) (g) (h) (f) (h)(f\ (X)(f\ (e) (hI 

Bb: Bb: Bb: Eb: Eb: Bb: Bb: Bb: Bb: Bb: Bb: Bb: Bb: 

Third Movement· Sonata Form 

[ElIPO] [Dev) (Dey] [Recap) [Coda] 

[FT] Tr 1ST] Icr] ITT] (FT] 1ST] Cad 
(366) (394) 1424) (456) (488) (512) (544) (560) (568) (601) {624·7251 

(j) (j)IX) (jIm (II) (j) (d) (i) (jl " (j)(k)(j) (j) {X)(dl 

D: D: A: A: C: a :fF' : D: D: D: D: D: 

t-:; 
0 
~ 



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

MetamorphoseD 

Rondo Form 

Intro fA] IB] IA] IC] 
la] (b] [a] (b] [a] la] (bJ 13] leJ laJ (b] 

III (JO) (34) (43) (52) (60) (821 1951 (l03) 11141 11321 (145) US7) 

IXI (X)(a) (X)(c) (b). (X) (c)(hl (d)(c:) (d) (Xl(c:) (a)(O (g)(e) (g) 
(h)(c:) (h) (XI 

e: c: D: c: e: dI: G: G: G: E: c: E: E: 

[B1 IA] [Coda] 
[5] [6] [a] Ib] [a] Intro [a] (b] [a] [I] [2] 

(314) (333) (345) (361) (377) (391) (4011 (4091 14171 (433) (4491 

(a)(c:)(d) (o)(c:) (dlla) (d)(g) (dJlal IXI (allXl (hI (c)(hl (X)(al 
(b)(gl tal 

G: g: C: c: c: e: g: e: c:: e: e: 

[c] 
11971 

(h){el(jll 

c: 

[3] [4i 

(465) (481) 

C: c: 

IA] 
[ I] [2] [3] [4J 

(213) 12461 (278) (299) 

(jlllal CX)(h1 (b)(dl (c)(g) 
(dUal ~I 

c: e: eb: Db: 

[5] 

(50]) 

-Emirs-

e: 

t..; 
:: 
01 



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

[11m: W1 Ss!ngs 

fi:miling • Sectional Form 

(AJ Tr (Al] Tr (A2l 
11) (2]) (251 1431 1471 

Sentence ] Sentence 2 Sentence 3 

CX1CY) 

c:: Eb: c: Fit': A: 
Eb: c: D: 

SeDtembfi - Ternary Form 

Intm (AJ IBJ (AJ 
I] I (61 (20) (37) 

(II (21 (3) (4) (lntro, (51 

Sentence 1 Sentence 2 Sentence 3 Sentence 4 Sentencl' 5 

(X)fYI (XUYI (Xl(YI (x)fY)(ZI (X)(ZI (XlfYI (YIIZI 

D: D: Gb: D: G: D: D: 

(Codal 
166-72' 

A: 

(6) 
Sentence 6 

(ZUY' 

D: 

(Codal 
147-6!i1 

(), (21 

IZI (ZUX' 

D: D: 

~ -_. 



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

Beim 1)ehlu.re!l2ehl!n . Sectional Form 

Intro fA] fB) fCoda) 
III (6, 1241 162·701 

(II (2) (1) (21 

Sentence 1 Sentence 2 InterludE' Sentence 3 
exl (XI (X) (Xl 

r: r: Db: Db: Db: Db: 

1m Abendrot . Sectional Form 

Intro fA] fB] fAI] fA2J fCoda) 
111 (21. 1361 (45. (56, 175·971 

Sentence I Sentence 2 Sentence 3 Sentence 4 

Sunset Suntlet Sunset Death Ii Transfi/ZUration 
Theme Theme (rrag) Theme (rragl Sunset Theme (rrag' 

Eb: Eb: Gb: Eb: Eb: Cb: 
Eb: 

~ 
-J 



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

III Intro 
() I 

(II 

Ab: 

~tative 
(1761 

d: 
D: 

(41 

Whom do 
I Love? 

Db: 

[21 Recitative 
(701 

(2) (3) (4) (J) 

Countess 
& Servant 

A: A: A: D: 

Sonnet 
(200) 

Rntrol (3) (4) 

(21 

A: 

Capric;cio - Final Scene 
Sectional Form 

131 Sonnet 
():l21 

(31 (Jntrol 
Countess -
Opera"s End 

A: F#: 

[41 Recitative 
(237) 

(lntro) ()I 

()) 
Lines 1-4 

FfI: 
C#: 

Lines 9-11 Lines 12-14 
Can words and 
musie be !leparate? 

FfI: F#: OJ: B: F#: 
F': 

(51 (6) (7) (8) (9) Final Dialogue 
(1)Jntro (2) (3) 

Tom~ Countess looks into Supper is 
the Two mirror for answer ready 

Db/db: Eb: fP: Db: Db: Db: Db: 

(2) 
Lines 5-8 

FI1: 

(21 

Tom between 
2 Loves 

F: 

[Codal 
(443·4591 

Db: 

(31 

What does your 
bean sa)"? 

e: 

'. ,. 

r-; 
C 
0:: 
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The Oboe Concerto is the most highly traditional of the foul' works and is 

~l' in the character of a Mozart Concerto. • The three movement work is unified 

by five thematic ideas, labeled (a), (b), (c), (d) and (e), in addition to motive X, 

occur in the first movement. In the second movement, themes d'>, (g), (h) and 

motive X appeal' as a portion of (g) contains a transformation of theme (c). The 

final movement introduces themes (i), (j), (I) in addition to a retul'l1 of theme (cl). 

It is this later theme that is used more often throughout the concerto, 

particularly in the last movement where it is the 1 'IvfI, The 1 "vI' I and 1 STj groups 

in the sonata form outer movements are in a tonic-dominant relationship. The 

second movement, 111 the bVI key, is primarily in two keys, the tonic and 

subdominant. Almost all of the work's principal keys arc major with the 

exception of section [B][b) in the second movement which is 111 c: and the first 

part of the rTTJ in the final movement that is in a' A few of the principal 

tonalities al'l:' third related particularly in the outer movements, Third related 

keys do not occur in the second movement. However, they ser\'l' as a connecting 

device between movements, 

Metamorphosen is in a seven-part rondo form bUl'ausl' of the oVe/'all tragic 

quality and programmatic context of the work. Thi!"> f())"In permits for scveml 

restatements of' the principal thematic material, which in itself, has a tragic 

quality, The fitting and tmgil" key of c: frames the work while major keys 

predominate in the middle portion, particularly the' raised mediant key of E: in 

section ICJ. Third related keys occur less fi'equently in this work than iil till' 

concerto. The only example occurs bet ween section I C 1 and the prel'cd ing I A I. A 

39There are two pl'incipal difl'erences between this concerto ami 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 0(' two cadenzas 
occurs between the second and third movements while the other Ol'l'urs just pl'ior 
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 Foul" Last Songs varies dependent upon each song's text. 

The poems, three by Hesse and one by Eichendorfl', emphasize aspects of either 

life, death 01' both. Death receives as much, if not more, emphasis than does 

life, particularly in the last two songs where it is pOI'l,rayed 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 u> the inevitability of his own 

approaching death. 

The form of Fdlhling is in three parts, lAllA 111 A2J: each large A cont:lins 

one sentence of text. The song begins in c: and eonciudes in A:. Its umal 

scheme is an exemplification to the m:lin thrust of the text: the desire to 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 represenLs the depths 

of Winter, slumber, and the depth of' Winter; A: portrays the rebirth and retul'll 

of life. Third related keys are a common stylistic fe:lt ure, p:lrticularly toward the 

end, where the keys climb successively m:-F#:-A:). Perh:lps this ascending 

pattern of tonalities is representative of de:lth rising to life. September, also in 

three large sections [A][B]IA], has six sentel1l:es, two pel' each large section. 

This song contrasts with the previous one as the emphasis here IS on Summer 

giving inu) Fall 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 featw·e. The only example occurs between the fil'l:;t two sentenees. 

There are three sentences in two parts, IAUBI, in Beim Schlafengehen. There is a 

long orchestral interlude that separates the first l wo sentences from the t,hird. 
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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 is 

implicit in the text from there to the end. The tonal 15cheme is similar to that of 

the first song in that it begins in a minor key and concludes in a majOl' one, 

which in both case!>, mirrors the progression of the text from a negative to a 

positive note. Third related keys are even more noticeable by their absence. The 

final song, 1m Abendrot, contains four large sections [A][B)\ A 1 JLA2\, beginning and 

ending In Eb:. This song is more tonally stable, compared to the rest of the 

songs. Three of the four sentences are 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 to 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, cO\'I'espondingly, 

neither has the question been answered as to which is more important in opera: 

words 01' music. 

Sonority Types 

Table 67 lists all sonority types W'l)uped according to type: triads, seventh 

chords, ninth15, elevenths and thirteenth chords. The specific types within the 
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larger categories are not J'anked 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 Types 1 

Oboe Capriccio Foul' 
Concerto Metamorphosen Final Scene Last Songs 

Tliads 

M 53.9 32.1 46.1 54.9 
m 14.2 24.6 14.5 17.7 
0 0.3 0.4 0.1 0.3 
+ 0.4 

Total 68.4 57.1 60.7 n.3 

Seventh Chords 

Mm 20.4 3l.4 2l.9 15.4 
mm 3.6 3.1 5.0 3.2 
07 3.9 3.9 4.4 2.a 
67 1.3 3.1 2.5 1.2 
MM 0.6 0.3 l.5 0.5 
+M 0.1 
+m 0.02 ---

Total 29.82 4l.9 35.3 2:l.6 

Ninth Chords 

MmM 0.8 0.1 l.7 0.1 
Mmm 0.3 0.5 l.0 0.1 
MMM 0.1 0.1 
mmM 0.2 

Total 1.4 0.6 2.8 0.2 
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TABLE 67. Summary of Sonority Types (continued) 

Oboe Capriccio Foul' 
Concerto Metamorphosen Final Scene Last Songs 

Eleventh Chords 

MmMp 0.02 
OmMp 0.2 0.3 
Ommp 0.2 

Total 0.22 0.3 0.2 

Thirteenth Chords 

OmMmM 0.2 

Total 0.2 

Rests 0.3 0.8 0.2 

Single Tones 0.2 

Non-TeJ'tian 0.1 

(Figures are presented here as percentages) 

1 l he three most common sonority types by far are the major triad, the 

minor tl'iad and the major-minor seventh chord, These are listed and totaled in 

Table 68. 
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TABLE 68. Comparative Frequency of Major' and Minor Triads and Major-Minor 
Seventh Chords in the Four Works 

Oboe Capriccio Fow' 
Concel=to Metamorphosen Final Scene Last Songs 

Major Triads 53.9 32.1 4u.l 54.!) 

Minor Tl"iads 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 tJ'iads 

occurring over 50% of the time in each (53.9% and 54.9% respectively). Major 

triads are less frequently in Capriccio (46.1%) and l\1etamorphosen (31.1 %). In 

Metamorphosen, minor tl'iads (24.6%) occur more while the Mm7 chord (:l1.4%) 

appeal's 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 fol' all the sonority types are shown in Table 69. 
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TABLE 69. Grand Totals of Sonority Types in the Four Works 

Triads Percent 

M 45.5% 
m 17.9% 
0 0.3% 
+ 0.1% 

Total 63.8% 

Seventh Chords 

Mm 23.4% 
mm 3.8% 
07 3.8% 
67 2.1% 
MM 0.7% 
+M 0.01% 
+m 0.05% 

Total 33.86% 

Ninth Chords 

MmM 0.7% 
Mmm 0.5% 
MMM 0.05l!·o 
mmM 0.04% 

Total 1.29% 

Eleventh Chords 

MmMp 0.05% 
OmMp 0.1% 
Ommp 0.02% 

Total 0.17% 

Thirteenth Chords 

OmMmM 0.1% 

Total 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 07.9%). 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 Moyement 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 Foul' Works 

Oboe Capriccio Foul' Last 
Concerto Metamorphosen f'inal Scene Songs 

Up a perfect fourth 29.3 29.5 28.4 24.1 
Up a second 18.3 15.6 15.3 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 fow·th. The percentages 

are relatively equal among the works, with the exception of the songs, which are 

slightly less at 24.1%. Once again, most figures in Table 70 help to underscore 

the traditionalism of this tonal composer. The ascending perfect fow,th 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 rather distant second place is up 01' 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 occw's less than the ascending perfect fifth. 

Two non-traditional root movements, down a second and up a third, have a 



relatively high frequency of occurrence in the foul' works. The use of these two 

types is one of the few conession by the composer to the 20th century. 
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Grand totals for root movement are shown in Table 71 ranked in order of 

frequency of occurrence. 

TABLE 7l. Grand Total of Root Movement Types in the Foul' Works 

Root Movement 

Up a perfect fourth 

Up a second 

Down a second 

Up a perfect fifth 

Down a third 

Up a third 

No intervallic movement 

Up or down a tl'itone 

Up an augmented fifth 

Percent 

28.5% 

17.1% 

15.6% 

11.8% 

10.7% 

9.0% 

5.0% 

1.9% 

0.3% 

The most common root movement type overall is up a pelfect fourth at 28.5%. At 

approximately 10% less in second and third place is up u second (17.1 %) and 

down a second (15.6%). Up a perfect fifth, down a third and up a third within u 

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



Modulation Types 

A summary of the various modulation typesis shown in Table 72. 

TABLE 72. Summary of Modulation Types in the Fow' Works 

Oboe Capril"cio Foul' 
Concerto Metamorphosen Final Scene Last Songs 

Linear Motion 18.3 37.6 2 .. L7 20.3 
Diatonic Pivot Chord :14.6 20.5 2!f.6 20.a 
Chromatic Pivot Chord 17.:3 24.8 Iii. 0 25.0 
Enharmonic Mm7 5.7 0.8 n.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 2.1} 
Deceptive Cadence 3.8 1.7 

The lineal' motion modulation type is most common in l\1etam(lI'phosen 

occurring OVUI' one-third of the time at :n .ti'!; .. The traditiollal diaulIlic pivot 

chord occurs almost as often (34.6%) in the concerto. Anothel' modulation type 

that may be expected to have a greater frequency or occurrente in a chromatic 

work, is the chromatic pivot chord. This is true ill Metamol'phosen, 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 (a4.()'~; I appears exactly 

twice as much as the chromatic pivot chord 07.:3'];') and almost twice as much as 

linear motion (18.:3%). The f1'equency of use of' lineal' mot.ion, 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 concel'to (12.5",.) 

and the songs (14.1 %) compared to its use in the other works. 

Table 73 shows grand totals for modulation types. 



TABLE 73. Grand Totals of Modulation Types in the Foul' Works 

Linear Motion 

Diatonic Pivot Chord 

Chromatic Pivot Chord 

Third Relation 

Enharmonic diminished-seventh 

Enharmonic Major-minor seventh 

Deceptive Cadence 

Pivot Now 

26.1% 

25.0% 

22.3% 

9.9% 

8.8% 

5.5% 

1.1% 

0.3% 
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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 ft~om their extensive use in the 

more chromatic works, Metamorphosen and the FOUl' 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 (H.8%). 
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Conclusions 

The four wOl'ks considered in this study were written in the 1940's .It a 

time when music had been and was continuing to 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 tact, 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 to hear. There is indeed a place 

for a nineteenth century musical style in the waning years of the twentieth 

century. 
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