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ABSTRACT

Richard Strauss is best known for his operas
and early tone poems. Many of these works have received
a great deal of attention from various scholars and

writers, but The Domestic Symphony, one of his later,

less popular tone poems, has been virtually ignored
in an analytical sense. The purpose of this study is
to examine the structure and the harmonic language of

The Domestic Symphony. Included in the analysis of the

formal structure is a structural chart, general back-
ground information on the work and programmatic influences
on the formal structure. The harmonic language is ex-
amined according to sonority types and durations, mod-
ulation types, representative harmonic progressions

and significant cadential structures. Musical examples
and statistical tables are included to accompany the

text.

viii



CHAPTER 1
INTRODUCTION

Need For'The Study

On March 21, 1904 Richard Strauss premiered his

newest orchestral composition in New York, The Domestic

Symphony. Compared to the amount of analytical informa-
tion available on several of Strauss's earlier, more
popular tone poems, very little analysis has been doc-
umented regarding the formal and tonal structure of The

Domestic Symphony. Most of the existing commentary on

the work is general rather than specific. Norman Del

Mar discusses the symphony in his book Richard Strauss:

A Critical Commentary On His Life and Works, vol. 1.

He divides the work into four large sections according
to tempo markings and programmatic implications, yet he
is not explicit as to an exact formal structure.

As far as length is concerned, Domestica takes
approximately the same time to play as Helden-
leben, although it bears the title of Symphony
The title is, however, the merest lip-
service and the work is as much a continuous
symphonic poem as its predecessors, even though
it follows the superficial outline of a four-
movement symphony with its 'Scherzo', 'Adagio'
and 'Finale' with which Strauss carefully
headed the more striking subdivisions of the
work. There is, on the other hand, no proper

1



first movement, other than the introduction,
which consists of a straight forward present-
ation of the three principal theTatic groups on
which the whole work is built...

Two other writers, Ernst Krau552 and Michael Kennedy,3
concur with Del Mar that the work is divided into four
sections correlating it to a symphony, specifically, an
Allegro, Scherzo, Adagio and Finale. Finally, Richard .
Specht writes in the foreword to the Eulenberg orchestral
score:

Formally, Richard Strauss' "Sinfonia Dom-
estica" is a work in one great and far-flung
movement, which varies from the sonata form
inasmuch as it presents a different arrangement
of its themes, and the sections interpolated
into its development actually, in themselves,
form part of that development. Despite the
continuous flow of the music the various move-
ments of a symphony, at a first glance, appear
to be more clearly marked than in the other
Strauss tone poems, yet every one of these
movements -~ the scherzo, the lullaby-andante -
are only variants of the preceding ideas and
represent an organic continuation of the
symphonic thought.

1. Norman Del Mar, Richard Strauss: A Commen-
tary On His Life and Works 3 vols. (London: Lowe &
Brydone Ltd., 1969), pp. 183-4,

2. Ernst Krauss, Ricﬁard Strauss, The Man and
His Works trans. John Coombs (London: Collet's (Pub-
lishers) Ltd., 1964) p. 254,

3. Michael Kennedy, Richard Strauss (London:
J.M. Dent & Sons Ltd., 1976) p. 138.

4. Richard Strauss, Foreword to Sinfonia Dom-
estica, Op. 53, by Richard Specht (New York: Edition
Eulenberg Inc., 1903) »p. I.




3
It is this lack of a specific structural or harm-
onic analysis that has prompted this writer to undertake

the present study.

Plan Of The Study

Included in this chapter is a brief biographical
sketch of Strauss's life.

The subsequent chapters will present the analysis.
In addition to a structural chart of the symphony, Chap-
ter Two also includes general information on the work,
including programmatic influences on the formal struc-
ture.

Chapter Three presents the harmonic language
according to sonority types and sonority durations,
modulation types, representative harmonic progressions
and significant cadential structures. Pertinent musical
examples and statistical tables are included to accom-
pany the text.

~Chapter Four presents the summary and conclusions,

Definitions and Abbreviations

Throughout this study the reader will encounter
terms and abbreviations regarding sonorities, harmonic
functions and modulation types. The following are

examples of the more common sonority types.



Sonorities
M - Major triad

m ~ minor triad

Diminished triad

+ Augmented triad

Mm7 - Major minor seventh chord

¢7 - Half diminished seventh chord

°7 - Diminished seventh chord
Upper case letters and numerals are used to designate
major tonalities and harmonic functions while lower
case letters and numerals are used to designate minor
tonalities and harmonic functions. For example, a tonic
chord in C major is abbreviated CM (sonority) or I
(function) and a subdominant chord in ¢ minor is abbre-
viated fm or iv. A dash (-) which appears in a chord
symbol indicates a missing member of the chord. Thus,
a major triad with a minor ninth and no seventh is
designated M-m9, as opposed to a chord that contains
a minor seventh, Mmmg.

A plus sign (+) following a number (24) indic-

ates the upbeat of that count in the measure.



Table 1 Definitions of Modulation Types

Diatonic Pivot Chord -~ a diatonic chord of
the first key becomes a diatonic chord in the
nevw key.

Chromatic Pivot Chord - the pivot chord is
chromatic in either one or both keys.

Third Relation - a major triad or Mm7th
chord moves by third relation to another
major triad or Mm7th chord. A pivot chord
is not necessary.

Enharmonic Mm Sonority -~ a Mm7th chord
functions as a V7 in the first key and a
German-sixth chord in the new key, or vice-
versa.

Enharmonic °7 Chord - a °7 chord functions as
a primary or secondary leading tone seventh
in the first key and can be respelled to be
the same in the new key.

Deceptive Cadence -~ there is a deceptive
cadence progression in the first key. The
submediant chord then becomes the tonic of
the new key.

Pivot Note - a single note of a chord in the
first key is held over and eventually becomes
part of a chord in the new key.

Linear Motion - a modulation normally in-
volving conjunct or step-wise movement from
the first chord to the second. There is no
pivot chord, third relation nor enharmonic
means involved.

Brief Biography Of Strauss

There is no doubt that Richard Strauss was one
of Germany's most celebrated composers and conductors of
the late Nineteenth-Century. He was born in Munich on

June 11, 1864 and died in Garmisch-Partenkirchen on



September 8, 1949, Since Strauss's father was the prin-
cipal horn player in the Munich Court Orchestra, Richard's
childhood was filled with music. Strauss's mother was
from an affluent family of brewers which allowed the
Strauss family to enjoy a financially secure existance.
Even though Strauss never attended a conservatory, he
received a thorough education in music. He started
instruction on piano at the age of four, violin at age
eight and instruction in theory, harmony and orchestration
at age eleven., Strauss's early compositions follow his
father's conservative tastes in music and are thus
written in a traditional style. Several of these early
compositions (for example, his Violin Concerto, Sym-
phony no. 2 in F minor and the Serenade in Eb) were
performed in various cities in Germany and in the United
States before Strauss was twenty one,

During the mid to late 1880's, Strauss's com-
positional style evolved into a more progressive school
by expanding into the area of programmatic music.

Several events and acquaintances helped bring this change
about. First, in 1885, Strauss fell under the tutelage

of the famous maestro, Hans von Bulow, while serving as

5. Kennedy, pp. 5-6.



Bulow's assistant conductor in Meiningen.6 Here Strauss
acquired experiece and knowledge as a conductor by
watching and listening to Biulow's rehearsals and by
studying scores with his mentor. Another influential
person at this time was a violinist-composer named Alex-
ander Ritter.7 Ritter was an avid follower of the music
of Liszt and Wagner and, through several of Wagner's
essays, introduced Strauss to Wagner's musical concepts.
The following year Strauss accepted a position as third
conductor of the Munich Court Opera. During his appoint-
ment in Munich, Strauss gained much in dramatic and
theatrical knowledge while attending numerous theater
productions. These experienées were to become a great
asset to Strauss when he shifted compositional genres
from tone poems to operas. Nevertheless, between 1887
and 1900, Strauss's principal form of composition was the
symphonic poem or tone poem.

Strauss composed copiously throughout his life.
After 1900, his primary interest shifted from tone poems

to operas. However, The Domestic Symphony was written

6. Michael Kennedy, "Richard Strauss," in

New Grove Dictionary of Music and Musicians, ed. Stanley
Sadie (London: MacMillan, 1980) p. 219.

7. Ibid.



at this time in 1903, between the operas Feurersnot

(1900-1901) ard Salome (1903-1905).



CHAPTER 2

FORMAL STRUCTURE OF THE DOMESTIC SYMPHONY

Background Information

The next tone poem to follow Ein Heldenleben

(1898-1899) is The Domestic Symphony. As noted earlier,

Strauss completed Feuersnot in 1901, yet the autobiograph-

ical program started in Heldenleben is carried through

in a more intimate light into The Domestic Symphony.

Ernst Krauss feels that it is:

a reflection of Strauss the citizen and family
man, during whose years in Berlin all the bit-
ter struggles on behalf of artistic ideals were
overshadowed by his happiness with '[his] wife
and son', to whom the work is dedicated.

According to Strauss The Domestic Symphony is his

"musical picture of marriage".9

Unfortunately, the symphony was not met with
admiration by many critics of the day. Ernest Newman
candidly shows his opinion of the piece in his comments

extracted from his book, Richard Strauss (published in

8. Krauss, p. 252.

9. Ibid., p.252.



1908), pp. 82-83:

After Ein Heldenleben it looked as if some subtle
poison had entered into Strauss' art, and one
began to have fears for his future. The Symphonia
Domestica (1903) did not dispel these fears. .
But the work, as music, was mostly unsatisfactory
to musicians. It has its great and uplifting
moments, such as the love scene, ... But the
texture as @ whole is less interesting than in

any other of Strauss's works, the short and snappy
thematic fragments out of which he builds it
contrasting badly with the great sweeping themes
of the earlier symphonic poems; the instrumental
colour is grossly overdone; the polyphony is often
coarse and sprawling; and the realistic effects

in the score are at once so atrociously ugly and
so pitiably foolish that one listens to them

with regret that a composer of genius should

ever have fallen so low.

The program Strauss attached to the symphony

has also received a great deal of criticism. Not only

was it regarded as foolish, as Newman states, but also it

was to personally explicit for the conservative minds of

many critics, as illustrated in the following examples:
This culminating corner-stone [the Adagio] of
the symphony represents in extraordinary detail
the composer's own sexual relations with his
wife, and it is difficult to avoid the feeling
that in an autobiographical work it becomes some-
how fasagreeable even if it is skilfully carried
out.

and
'Strauss's Sinfonia Domestica begins, after hear-

ing it a-few times, to fill me with a certain
repugnance ... In the Night Scene, there is gravity,

10. Del Mar, p. 192.

10
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dreaminess, and something rather unexpecffd
and moving-~all in extremely bad taste.'

Strauss defends or at least explains his views on program
music in a statement made in 1905 to the author of the
second quote, a friend and admirer of Strauss, Romain
Rolland.

'You may well be right about the programme
of Domestica, more over you are in complete agree-
ment with Mahler, who utterly condemns programmes
as such. But (1) I never provided a programme
to accompany the S. Domestica, (2) you yourself,
I think, have a false conception of the purpose
of such a programme.

For me the poetic programme is nothing more
than the initial cause which shapes the forms,
in which I then give expression and purely musical
development to my feelings; not, as you suppose,
merely a musical description of certain events

«in real life. That, after all, would be completely

contrary to the spirit of music. But if the
music is not to seep away in pure wilfulness,
it needs certain boundaries to define the form,
and a programme serves as a canal-bank. Even
for the listener an analytical programme of this
kind should be no more than a guide. Whoever
is interested should use it. Whoever really
understands how to listen to mfﬁic probably has
no need of it.' (5 July, 1905)

The instrumentation for The Domestic Symphony is

on the same large scale as Ein Heldenleben. The composer

actually augments the instrumentation in the symphony

by adding the oboe d'amore, a quartet of saxophones and

11. Del Mar, Quote from R. Rolland, p. 192,

12. Willi Schuh, Richard Strauss: A Chronicle
of the Early Years, trans. Mary Whittall (Cambridge:
Cambridge University Press, 1982,




12
increasing thg number of bassoons and clarinets from four
to five, but he condenses the trumpet section to four
and includes only one tuba. Strauss may have had some
reservations about using the saxophones because he did
not include any solo passages for any of the voices and
he later added that the saxophones were optional in the
scoring.13

The thematic motives used in this work are well

documented in Norman Del Mar's book Richard Strauss, vol.

1, pp. 184-196. Strauss uses motives to describe the
various personality traits of each character, namely him-
self, his wife and their son. The titles for the various
motives are English translations of the German terms
written in the score. The work begins with the composer's
self-portrait. Figures 1-5 show the various character-

istics of Strauss's personality:

(gemdchiich)

Figure 1 The "Carefree/Easy-going" motive

13. Del Mar, p. 183.
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{tréumerich) /__\

Figure 2 The "Dreamy" motive

ﬂgw' ﬁ_

VT S st fmirrirch)

Figure 3 The "Disgruntled" motive

T, (tuatiy)

7

Figure 5 The "Joyous/Merry" motive

Following his self-portrait, Strauss introduces
the motives of his wife, illustrated in Figures 6, 7 and
8. The first reference to his wife is labled as "Lively"

by Specht, who points out that after it's first
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presentation it is transformed to represent her angry
side.14 This transformation is depicted not only by the
word zornig (angry) in the score, but also by the thicker
texture, the dynamics and the use of accents. Another
interesting characteristic of this lively motive is that
it is a free inversion of the composer's own "Carefree"
motive, this is most likely an indication that they are
each other's complement. On the other hand, Strauss uses
the keys of F major for himself and B major for his wife.
The tritone that separates the two is a possible indic-
ation that even though they are complements, they are
each individuals. Strauss also indicates a sentimental

mood for his wife as seen in Figure 8.

4.1 U » e
7\ L L A - /e i S, § W Y W St S .
Sttt -:.a.a ----n—.
- S SO g s e st =-—- n.a“—- s g Ao
oot bemomdenetl—} o)

Figure 6 The "Lively" motive

14, Richard Strauss, Sinfonia Domestica: Fore-
word by Richard Specht, p. I. .



The "Angry"

motive

1
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P
- S R et St ST S S
" W d— v — . — — e et

Figure 8 The "Sentimental" motive

Finally, the child's theme is presented (Figure 9)
in the solo line of the oboe d'amore with a quiet string
accompaniment. Again, it is interesting to note the
key relationships between the three characters. The key
of D major for the child, a key exactly half-way between
the wife's key (B major) and the father's key (F major).
And yet the three keys combine to form the dissonant

relationship of a diminished triad.

Cbosdomore
T : e o e |
==s=== S=aee==
mmrﬂrr
Figure 9 Child's theme

These themes and motives are presented throughout
the work in either their original form or in a transformed
state. For example, the Scherzo theme, beginning in bar

217, is a lively version of the child's theme:



Figure 10 Scherzo theme

Another example of thematic transformation of the same
theme is the robust first subject of the double fugue,

beginning in bar 838.

Figure 11 First theme of the double fugue

The theme is transformed yet again, this time into a

chorale setting beginning in bar 1117,

17
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Figure 12 Chorale setting of the child's theme

The use of recurring motives throughout helps
to unify this long work. However, as previously noted
in Chapter One, the general consensus of the other writers
is that it can be divided into four movements giving it
the appearance of a four movement symphony. On the other
hand, upon close examination of the work, one might find
that the overall formal structure is not as simple as

this general consensus states.

Formal Structure

In the opinion of the present writer, Strauss's

Domestic Symphony falls into a large seven-part rondo

design, ABACABA. Figure 13 presents the chart of the

work. The chart is based primarly on the tonal and



melodic relationships that occur in the piece. This
analysis does not exclude the four divisions previously
mentioned, it merely incorporates them into a more mean-

ingful framework.

19
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A1l four [A] sections (beginning in bars 1, 423,
824 and 1350) are primarily in the tonic key of F major.
The first [B] section (156-422) is in a contrasting key
beginning in d minor, but quickly shifting to D major.

The return of [B] in bar 1117 begins in the tonic F major,
but ends emphatically in D major, the principal key of
the initial [B] section., This second occurrence of [B]
fits the rondo design toﬁally and also thematically,

since it uses a transformed version of the original them-
atic material, The [C] section (517-823) is in a new
tonal area and also contains some developmental sections.

Most of the larger sections of the rondo can be
broken down into smaller subdivisions. The first [A]
sectioﬁ is an ABA form. In the first [B] section, the
ABA is itself framed by short sections that use similar
tonal and thematic content, Similarly, the [C] section
ié in two large units which are also framed by two smaller
sections in g minor. The third [A] section (524—1042)
is a double fugue. The final [B] and [A] sections are
sectionalized and do not take on the appearance of a
specific form.

The first [A] section can be subdivided into three
sections as already noted. The first subsection (1-401)
begins in F major and introduces the motives associated
with Strauss himself. These motives have been labled as

Themes a, b, ¢ and d on the chart. The second subdivision
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(402+—86) moves to B major, the primcipal tonality of
Strauss's wife. The wife's motives are designated as
Themes e and e'. The return of F major vivaciously com-
bines the motives of both the husband and the wife. This
section ends with the first major cadence in the tonic
key in bar 1521.

Following the short transition in bars 1522~155,
the child's theme (Theme f on the chart) is introduced
in d mihor on the oboe d'amore. It is possible to con-
sider that the key of d minor is used here to show the
close relationship between the father and the son since
F major and d minor are obviously related keys. This
beginning section (156-190) is'the first part of the frame
of the [B] section because one of the principal themes
(the son's) is introduced and also because there is a
return to d minor with the same melody in bar 393, the
end of the [B]. The interior of the [B] section is an
ABA scherzo. It is in a playful triple meter and, as
illustrated in Chapter Two p. 17, the melody (Theme f')
is a lively transformation of the child's original theme.
There are fragments of the mother's and father's motives
throughout this section indicating their presence as the
three engage in a light-hearted family frolic. The prin-
cipal key is D major, a third related submediant to F

major. The climax of this [B] section is reached at the
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return of (A') in bar 337. Here one finds a combination
of the two principal themes, f and f', a combination of
meters, 6/8 and ¢, and a return to D major. The section
ends in d minor (the other part of the frame) for the
melancholy original version of the child's theme and the
"Dreamy" motive of the father, again representing the
strong relationship.between the two charactérs.

F major makes a significant appearance in bars’
423-467, designating the return of the refrain. The
principal motive throughout this section is Theme a, the
"Carefree" father, combined with a few fragments of f',
the "Lively" son.

A transition section (which leads to the large [C]
section) follows the cadence in F major in bar 467. Not
only does this transition function normally in the formal
structure, but it also "functions™ in the program. It
has the significant function of leading the listener from
the playful previous sections into the passionate adagio
section. It is in two small parts, the first of which
passes through several tonal areas and has several thematic
fragments in a short period of time. There follows a
diminution of the child's entire theme followed by a
very angular mother's motive which leads to the conflict
of the second part, the son's "bath-time". The second

part (beginning in 477) leads to the key of g minor by
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using a pedal on f# and the sonority of f#°7. The dis-
sonance subsides and we are quietly led into the next
large section, the Adagio.

The lengthy [C] section occurs in bars 517-823.
It can be divided into two sectioms: (A) in bar 517 and
(B) in bar 599. As illustrated on the chart, (A) contains
its own subsections, the first of which is a somber lullaby

' ' form with a short codetta. It uses the child's

in an 'aba
original theme again played on the oboe d'amore and it
ends with the glockenspiel setting the time at 7:00 P.M..
The second subsection is a singular unit which is based
on the "Dreamy" motive of the husband. There is a short
transition section following the imperfect authentic
cadence in 5891. Here the "dreamy" thoughts of the hus-
band are interrupted by his wife as the succeeding sec-
tion, (B), begins. The (B) section passes through 'sev-
eral unusual keys beginning in E major, cadencing in Eb
major and finally settling in F# major. Although E major
and F# major are actually quite distant from the tonic
key in regard to key signatures, both are only a minor
second away, therefore using the keys of the leading tone
and the Neapolitan respectively. A long developmental
build-up begins in bar 695. It intertwines the motives
of the husband and the wife until the climax is reached

in bar 7473+. The excitment quiets down and several of

the themes are recalled in the tranquil final section
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(bar 772). Finally, the [C] section ends as it began,
in the key of g minor and with the seven strikes of the
glockenspiel, now signifying 7:00 A.M..

The next [A] section is the double fugue. The
first fugue begins in bar 838 and, like the second fugue,
contains two entry groups separated by a short episode.
The principal tonality of the first fﬁgue is the tonic
key of F major. It is possible that the first fugue is
another representation of the father and son relationship
since it places a robust version of the son's theme in
the father's key (F major). On the other hand, the second
fugue could represent the mother since it uses the par-
allel minor key of the mother (b minor) and fragments

15 It is as if

of the mother's (wife's) angry motive.
the masculine side of the family is clashing with the
feminine counterpart. The fugal development ends as the
climax of [A] is reached in bar 1005. Following the
climax is a very dissonant section, signifying a family
dispute. It has been included in the fugue because it
still employs fragments of the fugue themes, the timpani
is playing the rhythm of the first fugue and the strings

have a fragﬁent of the second theme. The ruckus begins

to calm down and suddenly ends in bar 1043, which begins

15. The first occurence of the second fugue theme
is in bars 642—671.



a retransition back to the tonic key. This retransition
recalls several of the themes from the beginning sections
of the symphony, primarily those of the father, but also
the child's original melody. Also, the retransition is
unified by the sixteenth-note accompaniment figure found
in the string parts.

The second [B] can be sectionalized into five
parts. The sections build gradually until the high-point
of [B] is reached in 1321. Here, the first fugue theme
is recalled along with the child's theme and several
of Strauss's themes. The [B] section begins strongly
in F major, but the climax (section 5) is entirely in
D major. The section ends with a quick modulation to
e minor and a deceptive cadence in bars 1348-1350 which
leads into the final section.

The last section functions as both the coda and
the last appearance of the refrain. This [A] can be
divided into six parts which gradually build toward the
climax in bar 1480. There are many cadences and tonic
pedal points throughout which give it the character of a
coda. The sixth section (1492-1505) brings the work to
a triumphant close and contains the three principal ton-
alities of the work. They are stated here chordally, B
major (the wife) in 1492—931, D major (the son) in 14932-

1496 and finally F major (the husband) in 1497-1505.
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Programmatic Implications In The Structure

The program for The Domestic Symphony may not
be as detailed as some of the earlier tone poems, but
once one is aware of the basic character sketches pre-
sented ‘in the beginning of the symphony, it is not
difficult to hear the story the composer is depicting.
There have been sketches of the story printed in concert
programs. The following was printed in the program
-notes of a concert by the New York Philharmonic in May

of 1985:

. Introduction and development of the
three chief groups of themes.
a. Easy-going
b. Dreamy
¢. Fiery
The wife's themes:
a. Lively and gay
b. Grazioso
The child’s theme:
Tranquil
Il. Scherzo.
Parents’ happiness. Childish play.
1. Cradle song (the clock strikes seven in
the evening).
Adagio.
Doing and thinking. Love scene.
Dreams and cares (the clock strikes
seven in the morning).
IV. Finale.
Awakening and merry dispute (double
fugue).
Joyous conclusion.

Also, Norman Del Mar refers to a program in his dis-
cussion on the motivic material of the work.16 Del Mar
does not give a specific outline nor does he refer to

specific bar numbers so it is difficult to be precise,

16. Del Mar, p. 183-196.
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but a general outline of his program could be as follows:

I. Introduction of three principal thematic groups
A. Strauss
B. Wife
C. Son

ITI. Scherzo
A. The child at play
B. Parent's happiness
C. Interlude
a. Lullaby/Bed-time
b, Strauss watching over son

ITI. Adagio
A. Doing and thinking--(development of sym-

phony)

Love scene

Dreams and worries
Iv.

Merry arguments

Reconciliation

B
C
F
A. Double fugue
B
C
D Happy ending

These two programs follow the formal structure
of the work quite closely, but there are some exceptions.
Both programs put the child's theme in the opening sec-
tion with the father and the mother, yet both have ig-
nored the key and the very important cadence (in the
tonic key) in bar 152 which divides the sections very
strongly. The other difference falls in Del Mar's pro-
gram only. Where does the Adagio begin? According to
Del Mar, the lullaby (or Cradle Song), beginning in
bar 517, is part of an interlude-type section between
the Scherzo and the Adagio, with the Adagio beginning

in bar 599. It appears that he is overlooking, most
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importéntly, the tonal framework of the Adagio, plus
the tempo markings and the important glockenspiel role
which depicts the time of day, specifically 7:00 P.M.
and 7:00 A.M..

Throughout the composition certain motives depict
particular characters in the family, but the composer
goes beyond this simple use of motives to include keys
and particular sonorities to help portray their char-
acteristics. The opening "Carefree" motive is usually
associated with the key of F major and is Strauss's
principal motive. The first three notes comprise an
F major triad and are often isolated to show his presence

in the program.
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Along this same line is the wife's principal motive
which is a free inversion of the "Carefree" melody.
It is often in B major and the motive itself begins
with a B major triad which is often extracted to show

her presence in the story.
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Not only are the keys and sonorities important for de-
picting the two characters, but timbre also plays an
important role. For instance, the husband is often
heard in the lower "masculine" timbres, such as the
'cello, while the mother is usually in a higher register,
such as the violin or upper woodwinds. The constant .
presence of husband and wife often result in many linear
motion modulations because of the tritone relationship
between the two. An example of all of the above mentioned
qualities is illustrated in Figure 14. Note the husband
in bar 209 in the low strings, the wife in bars 2122—213
in the upper woodwinds, hence the sonorities FM? and
BM. Also in this excerpt the composer wrote in the score,
"Ganz der Papa" (Just like his Father) spoken by the
Aunts (the muted trumpet) and "Ganz der Mama" (Just
like his Mother) spoken by the Uncles (the muted trom-
bones). Not only does this éxemplify the use of timbre
and sonorities to depict the characters, but the motive
that the trumpets have belongs to the father and the

trombones have the mother's motive.



klFl.

Fl.

Hob.

[e12

d'am.

D Kl

A Kl

BKi.
rg.
Hr.

Trp.

vi.

Ve.

Kb,

Figure 14

. (s R g-'? - Perafe “n
%r‘. ’ AR R u

“

:

V
IR 2
i

It

\

'

L

AN = v rv=—
b————F Pl =5 =t
? 7 ni i = 7
L . >
1.2, P N E
N = 1.3 pcrése, . .

mpimpl. 2 4 | = PEmut abt

/9 ® P L
gi G 8 mp

]

.GanzderPapa
| o(F)m. Diimpf. »=P3 | | Dimpf.ab!
ﬁ x " —t
v 123 3 1€ Die Onkels: ,,GanzdieMa -ma® N
AR Dimpp. 348 £ .|p>| Dimpfadt
— 70 2N o\ 52H] 215 | 216
\ 2 OC\ ldrelf'aLch) ‘2' ‘?. a' 5 | /_i -
7N —— = % *@ !
. TFMYTT o |BM—T gee N ANy

 B— ﬁ‘??‘:ﬁ oee

Use of sonority, timbre and melody to
depict characters in the program.
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The "Dreamy" motive is used frequently through-
out the piece, but it does not seem to have any assoc-
iation with any particular keys of sonorities.

On the other hand, the "Disgruntled" motive is
always associated with an AbMm7 chord, which sometimes
is functionél in the key and other times it is not.
Figure 15 illustrates the "Disgruntled" motive as a

functional chord in the key of Db major.
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Figure 15 The "Disgruntled" motive used as a func-

tional chord

Figure 16 shows the motive in a non-functional manner

that also involves very stylistic third relations.
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functional chord in the midst of stylistic
Third Relations

The "Fiery" motive is used in several climactic
sections of the piece and is often in the key of E major.
Normally, it builds toward a major-minor-minor sonority
and then dies down. Figure 17 shows the firstiappearance
of the "Fiery" motive. There is a build-up to the Bmem?
chord which is strongly accented. One pecular charact-
eristic of this sonority is the unusual spelling of the
chord. It is often spelled, as it is here, Bb-D-E#-G#-B

(a doubly augmented German-sixth chord with a m9) how-

ever, the chord does not resolve in the normal manner



of an augmented sixth chord.
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However, this is not always the case as Figure 18 il-
lustrates, This excerpt occurs after the argument in the
double fugue. The sonority is merely a (p) major triad
with a M9 in a moving bass figure. Therefore, the "fire"
is gone and it would appear that his wife has had the

last word.
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Figure 18 An alteration.of the "Fiery" motive

The last motive of the husband is entitled
"Joyous" (in the trumpet, bars 33-34). It occurs in the
beginning of the symphony and also in the argument sec-
tion in the double fugue. It is not associated with a
sonority or key, but it is usually heard on the same
pitches and timbre. However, in the argument section

(bars 1009-1047), the motive begins in the original
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high tessitura, but as the argument continues the tes-
situra drops in pitch, possibly portraying the wife's
victory over her husband.

There are two sections in the symphony where
some conflict is being depicted and therefqre employs
a rather cacophonous sound. In the first case (bars
477-510; also see Figure 25) the conflict is between
the mother and child during the child's preparation for
bed. This section has received some attention for being
overstated as Hans Richter claims: "...all the cata-
clysms of the downfall of the gods in burning Walhalla
do not make a quarter of the noise of one Barvarian

nl7 The scene takes place over an

baby in his bath.
£#°7 chofd, with muted trumpets and horns and with trills
in the high woodwinds. Interjections are in the form of
Mother's motive in an aggrevated ménner. The second
instance is even more raucous than the first and has
been labled by Del Mar's program as "merry arguments"
(1005-1042; also see Figure 26).v The argument does not
sound very merry however, with a tutti orchestra playing
fortissimo and constant rhythmic activity throughout

9

and the dissonant sonority of an f#ddm7 chord sustained

for thirty four measures. It is surprising that this

17. Del Mar, pp. 188-189, quoting Hans Richter.



section was not criticized along with the first,

it is even more chaotic sounding.

since
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CHAPTER 3

HARMONIC LANGUAGE

The harmonic language of The Domestic Symphony

has been examined in regard to sonority types and dur-
ations, modulation types, representative harmonic pro-

gressions and significant cadential structures.

Sonority Types and Durations

A large variety of sonorities are found in the
composition. The sonorities have been tabulated accord-
ing to various sections and are listed in Table 1.

The sections were chosen primarily because of tempo and
meter changes. Non-harmonic tones were not considered

as added chord tones in the tabulation. Sevenths, ninths
and elevenths were counted as such depending on the
context in which they occurred.

As Table 1 illustrates, the two most popular
sonorities of the work are the major triad and the Major-
minor seventh chord. These chords are used comnsistantly
throughout the symphony, especially in the opening section
and the Finale. As the symphony unfolds and the Adagio

\
section begins, the sonorities (though still dominated

38



by the major triad and Mm7) become more diverse and
colorful, The Finale has some unique harmonies, but

the tempo is quick and their durations are fairly short.
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Table 2 Tabulation of Sonority Duration

1-216 217422 423-516 517-823 824-1505
Major Triad 155 76 1/3 52 599 4673

Minor Triad yx] 8 264 81
Augmented Triad 2/3 0 1 4
Diminished Triad 6 2% 25 10}
M7 78 42 622% 265
m7 10 13 152% 1
#7 1/3 3
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There is not an excessive amount of pedal point
in the work, but some does appear in the Adagio and |
Finale sections., Within bars 519-547 of the Adagio a
drone-like figure fades in and out of the low bassoon
line. In Figure 19 one can see a small portion of this
section and observe the Perfect 5th (G and D) droné in
the bassoon., At times both notes fit into the harmony
as chord tones and at other times either one or both

are considered non-chord tones.

#  Wiegentled
uqu ‘}n:gum “ll.n 100

Figure 19 Use of pedal point in the Adagio section
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Figure 20 Use of pedal point in the Finale

Other examples of pedal point can be found in the Finale.
Bars 1148-1190 are on example of a sustained tonic pedal
(F) for 43 measures. Often the sonorities are tonic
chords, but other sonorities are used as well. The

key eventually moves to Bb major and the F pedal then
becomes a dominant pedal in the new key. Pedal point

is probably used throughout this last [B] section to

add tension to the long build-up which leads to the

concluding section of the work.



Figure

Use of pedal point in the Finale
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Figure 21 Climax of the Adagio using Mm7 chords

The more complex dominant-type sonorities (ninth
and eleventh chords) are found primarily in the Adagio
and Finale. And yet for the climax of the Adagio section
(747-753), the sonority is merely a Major-minor seventh
chord. What is unusual here is that the climax is sud-
denly in the key of C major, a key a tritone away from
the previous key, F# major. This, coupled with the full
orchestration, results in a dissonant, yet appropriate

climax to this sensual Adagio.



Figure 21 Climax of the Adagio using Mm7 chords






io using Mm7 chords
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Figure 22 A new resolution for the Mmm9 of the
"t : " . 7
Fiery" Motive

The Major-minor-minor ninth chord is used as
the climactic point of the "Fiery" motive, but as noted
in Chapter Two, p.29-30, only the °7 sonority above the
bass note resolves properly. However, there is an in-
stance in the Finale where the sonority is highlighted
and the entire Mmmg chord does resolve. The sonority
is now a DMmm? which resolves to a g minor chord in

1483, or in the key of F major, a V?/ii resolving

to a ii.
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Figure 22 A new resolution for the Mmm? of the "Fiery" Motive
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Figure 23 Bi-chordal passage in the Adagio

Throughout the symphony, sonorities are clouded
by the use of non-harmonic tones. Sometimes this is
achieved by creating a bi-chordal situation as shown
in Figure 23. Here, the harp has a Cb major triad with
an added sixth (abmm7 sonority) over a sustained ebm6
chord. This occurs in the Adagio (796-801) after the
love-scene and is meant to depict the two in a dreamy,
sleep~like state. The vagueness in the tonality helps

to depict this ambiguous state of mind.-
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Another example of a bi-chordal situation can be seen

at the beginning of the Coda (13502+—1352). Here, the
wife's motive, in the normal key of B major, is sounded
in the high strings and woodwinds while the lower voices
have the husband's motive in F major. Although the two
chords are not sounding simultaneously, the effect is

achieved since the tempo is quite fast.

Figure 24 Bi-chordal passage in the Coda
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There are two different points in the work where
the composer needs to create a sense of conflict to fit
the program. The first occurs during the child's "bath-
time" and the second occurs in the Finale during the
"argument" section. The principal sonority for both is
a sustained f#°7 chord. The child's bath lasts for 33
bars and is located in bars 477-509. Not only is the
fully diminished dissonance used, but the 2Znd trumpet
line occassionally adds a Db to the sonority creating

even more tension.

Figure 25 Programmatic use (conflict) of the f#°7
chord at "bath-time"
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Similarly, the second occurrence (1009-~1042) again util-

izes a basic f#°7 sound,
to the harmony.

ular section of the symphony.

but now the composer adds a m9

of the sonority which actually lasts for thirty four
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Figure 26 f#ddmg sonority of the "Merry Argument"

This sonority is unique to this partic-

Figure 26 shows four bars



Modulation Types
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The types of modulations employed in The Domestic

Symphony have been analyzed and tabulated as Table 2

indicates.

Table 3 Modulation Types in The Domestic Symphony

Linear Motion (49) ..t iteeeneeenerosennnennoaas 27.67
Chromatic Pivot (36) .. i eeeieeesrinenennaceess 20.37

Diatonic Pivot (33).....00euu e ceenae.. 18.67
Third Relation (29)........ et e e s ceee.. 16.37
Enharmonic Major-minor (I8)....¢¢etvvevevvsseoan. 10,17
Enharmonic Diminished Seventh (I11).....000vee... 6.27%
Pivot Note (1) ..iveieeenvennenss ceeeaeense s e .5%
Deceptive Cadence (0)....c.vveeeerveeeacseeaonesas 0O
Diminished Seventh to Major-minor.............. 0
Total number of modulations = 177

Since the symphony is a long and complicated
work, one would expect to find a high number of modul-
ations. However, it is unusual that linear motion mod-
ulations make up the largest portion of individual
modulation types. The primary cause for this is the
program and the tritone relationship between the two
main characters, Strauss and his wife. Figure 27 il-
lustrates a linear motion modulation as the program

shifts from the "Carefree" husband motive to the



Figure 27 Linear motion modulation

first occurrence of the "Lively" wife theme. There is
a chromatic line which leads from the FM2 chord to

the BMm7 sonority in 402+. The BMm7 acts as a second-
ary dominant chord in the new key of B major which is
strongly established by the perfect authentic cadence

in that key in bar 44,
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Figure 27

Linear motion modulation
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Often the linear motion modulation is much more sudden
as illustrated in‘Figure 28. Here the shift is from
the key of B major with a BMZ (Ig) moving chromatically
to a CMmg sonority, the dominant in the new key of

F major.

calando

Figure 28 Sudden shift in key using a linear motion
modulation

Chromatic and diatonic pivot chord modulations
constitute nearly 407 or 69 of the total 177 modulations.

Figure 29 illustrates two modulations by chromatic

51



Figure 29 Chromatic pivot chord modulations using
the Neapolitan chord

pivot. The use of the Neapotitan chord is exploited
as the key shifts between F# major and F major. The
F# major outbursts fit programmatically as cries from
the son using muted trumpets and trills in the high
woodwinds, The F major sections are the father's
comments and utilize not only his key, but also frag-

ments of the "Carefree" motive.
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Figure 30 Diatonic pivot chord modulation

An example of a diatonic pivot chord modulation
occurs in the half cadence at the end of the Adagio
section. The old key is g minor as the strings sustain
a gmg chord which becomes a iig in the new key of the

Finale, F major.
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Another common method of modulation employed
in the work is by third relation. Figure 31 exemplif-
ies one of the many modulations of this nature. The
sonority in bar 262 is a BMm7 which moves directly to

the AbMm7 in bar 27.

Figure 31 Third relation modulation

Even though the remaining categories make up
one-half of the different types of modulations, they
constitute only 167 (or 30 of 177) of the modulations
in the symphony. The single example of a pivot note
modulation is shown in Figure 32. It occurs immediately

following the perfect authentic cadence which ends the
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first large section in bar 152. The note 'A' is held
out for three bars in the violin. It is the mediant
of the old key, F major, and becomes the fifth of the

new key, d minor,

Figure 32 Pivot note modulation

The enharmonic diminished seventh chord mod-
ulation occurs rather infrequently in the work. 1In
Figure 33, the modulation océurs in bar 747, beat 6.

The sonority is a c®7 (vii®7/V in the old key of F#
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major) or as an f#°g (vii®7/V in the new key of C majox).

]
C:| ML
Gl Ty
Figure 33 Enharmonic diminished seventh chord
modulation



Figure 34 Enharmonic Major-minor seventh chord
modulation

The more common enharmonic Major-minor seventh
modulation is illustrated in Figure 34. The GbMm7 in
bar 1190 functions as a German-sixth chord in the old
key (Bb major) and as a V7 in B major (the new key).
An unusual aspect of this modulation is the Bbmg chord
on beat two of bar 1190. The German-sixth chord thus
resolves to a IZ in the old key before it moves on to

the new key on the upbeat of beat two in bar 1190,

6

a BM4.
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Figure 35 Momentary "slip" modulation in bars 735-740

On occassion, there are momentary shifts in
the tonality. These temporary shifts (or "slips") in
tonality typically move to a key a half.step away and
then return to the original key within several beats.
Often the modulation is of a linear nature, but these
have not been counted in the tabulation of Table 2.
In Figure 35, the key slips from F# major to G major

for two short beats in bar 7373_4.
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In figure 36, the key slips from F major to E major
as the wife's motive is interjected among the husband's

motive and key.

F T

Figure 36 "S1lip" modulation in bars 1426-1430

Representative Harmonic Progressions

Harmonic progressions are not often used in a
programmatic manner other than the use of single son-

orities as part of a motive. Examples previously

59
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AbMm7 of the "Disgruntled" motive. However, third

mentioned are the Mmm; of the "Fiery" motive and the
related progressions are quite common. Figure 37 il-
lustrates a passage of both major and major-minor chords
which are all third related. The progression is slight-
ly unusual because the first AbMm7, a German-sixth

chord in C major, does not resolve in the usual manner.

Figure 37 Alternating third related chords



Figure 38 A more forceful use of the "Disgruntled"
motive '

The "Disgruntled" motive is a peculiar one
because the AbMm7 is treated differently each time. It
is not often used in a biting manner, but more like
someone grumbling under their breath. .waever, the
motive is used in a more forceful fashion following the
climax of the Adagio in bars 754-758. The forcefulness
is depicted by the dynamics, a thick texture and strong
accents. It seems unusual in that this motive should
be placed immediately after the climax of the love-
scene. This possibly insinuates that regardless of the
passion in the relationship there is still an unsettling

element present.



Figure 38

A more forceful use of the "Disgruntled" motive

19



Figure 39 Alternating functional and non-functional
chords

Often the programmatic references to the husband
and wife result in unusual progressions because of the
tritone relationship between the two. Often there is a
rapid alternation of F major and B major chords as
illustrated in Figure 39. The key is F major; thus,
the BMm>

2
matically this passage is part of the build-up to the

chords are non-functional sonorities. Program-

argument of the Finale, so one could view this as the
beginnings of the argument with a little marital ban-
tering. One other interesting point in this example
is the bi-chordal situation in bar 911, The trombone
is in F major while the rest of the orchestra has a

fully diminished seventh chord.



Figure 39
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Alternating functional and non-functional chords
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Cadential Structures

The first large section of the work ends very
strongly with a perfect authentic cadence in bar 152
and authentic cadences continue to be used throughout
the piece. The Coda is almost Classical sounding be-
cause of the frequent use of either perfect or imperfect
authentic cadence. There are times however, when the
composer does deviate from this norm in some way.

One instance occurs in the Coda in bar 1426-1430 (see
Figure 36, p.68). The imperfect authentic cadence is
altered slightly by preceding the V7-1I with a brief
encounter in a different key.

Another cadence is shown in Figure 40. The
V-1 movement in the bass line is immedi;tely observed,
but the sonorities above do not coincide with this
bass movement. There is a mixture of tonic and dom-
inant sonorities creating a delayed-type cadence.

One does not find an Eb major chord until bar 684 and

even then there is an added 6th in the melody line.



Figure 40

Delayed cadence
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Figure 41 Deceptive cadence

Deceptive cadences are not an integral part
of the cadential structure utilized in the work. How-
ever, one is placed at the end of the final [B] sec-
tion, Variation is achieved in this cadence by the
quick modulation in bar 1348. The key has been
strongly in D major since bar 13202 and yet the cadence

is in e minor.
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Deceptive cadence
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CHAPTER 4

SUMMARY AND CONCLUSIONS

Summary

The Domestic Symphony was one of the last tone

poems to be written by Richard Strauss. It is a highly

complex work, but it does fit the Classical form of a

seven-part rondo.

The seven large sections and their

principal keys are listed below in Figure 42.

[A] (1-155)
F:
B:
F:

[C] (517-823)
g:G:

E:

Eb:

F#:

G:g:

%%] (13502+—1505)

B] (156-422)

g e

[A] (824-1042)
F:

[A] (423-516)
Fe

B] (1117-1350)

(=R L]

Figure 42 Large sections and principal keys of

The Domestic Symphony

66
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The first three keys of the symphony are assoc-
iated with the three characters in the program. F
major (the tonic key) is the masculine key for the
husband, B major in the feminine key for the wife and
their son's key of D major is located half-way between
to two. There are many unusual key relationships through-
out the work, but the most striking are the relation-
ship between the husband and wife (a tritone) and the
overall family key relationship (a diminished triad).

Specific motives are used throughout the sym-
phony to depict the three characters in the program.
These motives have been labled in the score by the
composer and often describe a personality trait of the
character. TFor instance, "Carefree" and "Fiery" for
the husband or "Angry" for the wife.

The work uses a large variety of sonorities
throughout, but the two most predominately used are
the major triad and the major-minor seventh chord.

The symphony contains a large number of mod-
ulations, a total of 177. The linear motion modulation
is the most common modulation type since it occurs
49 times. Chromatic pivdt chord, diatonic pivot
chord and third relation modulations also occur fre-
quently throughout the piece. These three combine to
account for approximately 557 of the total number of

modulations in the work. Occassionally there are



momentary shifts or slips in the tonality. Typically,
these "slips'" move to a key a half-step away and then
return to the original key within several beats.

The symphony uses standard cadential structures,
primarily perfect and imperfect authentic cadences.
However, at times variety is achieved through the ﬁse
of deceptive cadences or by combining tonic and dominant

chord tones to create a delayed cadence.

Conclusions

The Domestic Symphony should be considered

as one of Strauss's orchestral masterpieces. The
symphony succintly fits its intended program of the
events in a day of the composer's life. The music

also grasps the many different moods of the characters
throughout the day from the playfulness in the Scherzo,
to the passion in the Adagio and the confusion in the
Finale. The orchestration utilizes a full spectrum

of timbres and would be a demanding work for any

orchestra to perform. It is a wonder that The Domestic

Symphony is not as popular as some of the earlier tone

poems since it is such an enjoyable orchestral work.
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