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ABSTRACT

This document examines the chorale settfogad in the motets of Johannes
Brahms in order to illustrate how Brahms draws ugh@nchorale settings®a c h 6 s
motets and cantatas. By incorporating progressive nineteenthry idioms into the
chorales of his motet8rahms not only referencd&@aclkdb s wor ks, but al so f
developed the motet gentewill demonstratethrough the approach pfurality of
musical languages h at Busadf chardem hismotetswhi | e ref erencing
motet and cantata models, creatiesew motet stylethats di st i nctThevel vy Br ¢
four motets included in this stHaildiys due t o
kommen hero10, oipWar2u9m inst das Licht ,go.egeben
1; AO Heil and, ropirsmw2;dnd HMAcMmel ammé, Wel t , O

2.
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CHAPTER ONE
INTRODUCTION

This document examines the chorale settfingad in the motets of Johannes

Brahms in order to illustrate how Brahms draws ugh@nchorale settings®a c h 6 s

motets and cantatas. By incorporating progressive nineteenthry idioms into the

chorales of his motet8rahms not only referenc&@la c hés wor ks, but a

developed the motet gentewill demonstratethrough the approach pfurality of

S

n

di

(0]

musical languagest h at Busadf cherdien hismotets, Wi | e referenc
motet and cantata models, creeiesnew mot et styl e t hTag i s
four motets included in this @dHaldys due t
kommen hero, 10, ofipWar2u9m inst das Li cht ,goegeben
1; AO Heiland, ropitsmw2,dnd HBMAmMel aamé, Wel t , 0O
2.

Intent and Scope of Study

Thepurpose of this studig to examineBrahm® sse ofthe choralen his motets

with consciousa | | u s i o0 nusetobchoBablBy bratisgBr ahms 6 s cdner al

can see how he incorpordthistorical models in his works, but with his unique musical

expression and language

From the very large scope of this choral output there exist works for mixed choir

and or

chestr a,

ma |

e

choir and orchestr a,

piano or organworks with mixed chorus and piano, and for unaccompanied female,

'Kevin

KBrahrasyRns, e &ir ¢ h

and

A eMusidal @&nalysisyol. 1P g(Malrch 1093): 80.

e

(

u

\Y
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male and mixed chorug he latter includeZwei MotetterfTwo Motets],op. 29;Zwei
Motetten[Two Motets],op. 74 andDrei Motetten[Three Motets]pp. 110.This study
examines four individual pieces from these three saisadfcompanied motethat

containchoralesettings They are as follows:

FromZwei Motettenop. 29:no. 1T A Es i st das Hei |l uns kom

FromZwei Motettepop. 74 no.liAiWar um i st das Licht geg
nn.2i A0 Hei l and, reiss die Hi

Ac h, ar me Wel to

=1

FromDrei Motettenop. 110 no. 21

The choral works of Johannes Brahms (1:8897) can be divided into three
periods: before 1863, 186885, and 18888962 Based on my researdhese periods

refl ect thrBastaghsrokadssnilatiomvhereby Brahmsompletdy absorbs

Bacho6s s$oanasteduifgleat it becomes more ahisd mor e
technique evolve€ a c h o f sHBlistie penoslss epresented AEs i st das H
kommen hero (composed in the suHimemelofa ulf8%

(composed in 1863) are from his early periddiarum ist das Licht gegebefcomposed
in18771878)i s from his middle period; and AAch,
from his late period.

This document will provida stylistic analysis of these motets utilizing the

concepbf plurality of musical languageas described by Kevin Korsyn in his article

2VirginaHancockB r a hsri@kogal Compositions and His Library of EaMusic (Michigan:
UMI Research Pres&983), 103.
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ABrahms Resear ch a®Rluralyeotnusicaltanguageahdee ol o gy
defined asithe relationship betven concepts of personal identity and notions of artistic
unity. ‘dtistheiconf |l i cti ng demands of originality

which will include both individuality and histoxy Kevin Korsyn continues:

The notions of progress amdodernity hae also undergone revision. As
Burkholder observed, musicians once accepted a linear model of historical
change, which measured progress primarily in terms of harmonic
innovation. This scheme now seems questionable, relying as it does on the
idea of a unitary language which is evolving in a sirgjtection. What
appeas moderri or rather postmodernin Brahms is his recruitment of a
plurality of musical languages. By mobilizing a number of historically
differentiated discourses, Brahmsbmes both the historian ahthe agent

of his own languageThus he knew the very modern anxétyf having

to choose an orientation among langudges.

Severaktudiesof Brabms 6 s mot et s concentrateoon the
Bacho6és mot e tothevBarogue elgmerd@rahmsteppressdss
understanding of Bachossownruniquenasicallanguagei s mo't
andthisresulsi n a fAdi al éRytnalgzingthdour rhotetuisisg.thé

plurality of musical languagegpproachit is possible to understand and differentiate this

*Kor sBrahmssearch and Ae88i0OBetic | deol ogy, o
*Ibid., 94.
® Ibid., 90

®David Lewin, #ABrahms, His P 8rahmsStaliesdAndichles of Mt
and Historical Perspectis ed. George Bozarth(Oxford: Clarendon PregMay1990): 9.

""David Lewin, fABrahms, His P 8rahmsStaliesdAnadicdles of M
and Historical Perspectiveed. George Bozarth(Oxford: Clarendon PregMay1990): 13.

8 |bid. David Lewinrefers to dialectic synthesis as the process in which Brahms uses historical
models. Lewin identifies historical references while also preserving space for originality.
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alectic synthesis, 0 afind sttmrdather minrde whte

agent of hi’ own | anguage. 0

Brahm® slose familiarity and passion for the music of the past influgiho® to

incorporate techniqued the Renssance and Baroqueto his own compositions

Brahmslived andworked duringhe nineteentleenturywhen there was an interest in the

music of the pastmostlyin the works of the Renaissance and Barampmposersin the

book,B r a hsf@Bodal Compositions and His Library of Early MysathorVirginia

Hancockstateghe following:

n

One of the outgrowthof Romanticism was the awakening and subsequent

development of historical consciousness in music asther areas. At

first, old things had a purely antiquar
instinct deepened into a further urge toward study and classification, and

finally toward actual revival, either for 4&eation in performance or for

assimilation and eventual use in the process of new creétion.

Published musical scores and manuscripts dated from the Renaissance through the

neteenth century found i n Bmaaliemssis. | i br a

According to Michael T. Roden his articlei The Chor al Music of Bra

Model so

His love of the past is one of the most distinguishing features of his
character and musical style. Certainly in his own music one can detect
traits of romanticism, as well as traits propbetf the future, but one trait

which seems to dominate his musical creativity is an adherence to

Korsyn, fABrahms Research and Aesthetic | deol og)

®HancockB r a hsr@kodal Compositionand his Library of Early Music.
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principles of the past, a commitment which caused certain restrictions in
his form of artistic communicatio.

It is important to identifywhichworks Brahmsdvored and studieclosely to
know what aspects he absorbed as the histanamhow those are translated athe
innovatoror agenof his own musical languag&his documenwill refer toseveral
works byBachthat will serve as examples of sourcesaf f | uence I m Br ahms¢

due to their use of chorale settings

Cantata BWV 86Wahrlich, wabhrlich, ich sage euch
CantataBWV 4, Christ lag in Todes Banden
CantataBWYV 21, Ich hatte viel Bekimmernis

Motet BWV 227, Jesu, meine Freude

Cantata BW 150, Nach dir, Herr, verlanget mich
Motet BWV 229,Komm, Jesu, konim

CantataBWV 106, Gottes Zeit ist die allerbeste Zeit
Cantata BWV 600 Ewigkeit, du Donnerwort

By tracing Bineatiansusieoneicamctealyseesthe influence of
earlier models, andow he conveyethis interesin his works, while incorporating his

own unique muskil expression and languamto his compositions

Review of Scholarly Literature
Owing toextantlettersand manuscriptscholars haveeen able talraw
concl usi ons nubocalstye aRinflaemams @ne major source tlat
essence has been preservedt act and i s available for exa

library of books, music, and manuscripisused in th&esellsché der Musikfremde an

 Michael TRoederfiThe Choral Musio f Br ahms Hi storical Model s, o t
Archer.Canadian Association of University Schools of Music JougAatumn 1975)26.
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archive inVienna.The contenof this libraryhasbeencataloguedstudied andwritten
about in articles b¥ arl Geiringer especiallyin his book Brahms: His Life and Work
Manyschdarswork have documented the inclusionRénaissance arigaroque
vocal musici n B r d#ibnang.STlees researcklemonstratea relationship between
B r a h mssiz and that of his predecessMisginia Hancockcorrelates the content
Br ahms 6 s hischarahcorgposition§Mhi ¢ h a e | R o gidhe Choral ar t i c |l
Music of Brahms: Historical Models i n @l Wd esx us si &nmowledjeoBr ah ms 6
early music anda surveyoBr a h ms 60 s u nveorks; inclagirgopp.28,d4, 109
and 110)'Roeder and Hancock both examine the re
compositionsaandearlier works.
Otherreources mainly articlesgxamine the motets individuallgnd explore
musical influences as well as theological and political subjects that may have affected
Brahmsdéds compositions.
Daniel BellerMc Ke n artcléessi The Gr eat Warum?: Job, C
BrahmsMotetd airBd adMowtfEs i st das Heiahdthens kommen
6l nner most Esranthaoughfanalisisfop. 2906 1, and op.74, no.

1.5 1% Belle-McKennaillustratesboththe similarities and differencdsa the structue of

2 Karl Geiringer,Brahms: His Life and Workrans.H.B. Wener and Bernard MiallLiondon:
George Allen and Unwii Ltd, 1963)

¥HancockBr ahms 6s Chor al igibnarpaf BarlyMusens and H

4 Michael TRoederfiThe Choral Musiof Brahms HistoricaMode |l s, 6 trans. Vi ol et
Canadian Association of University Schools of Music JougAatumn 1975)26-46.

SDanielBeller-Mc k e nTha Greafiwarum?: Job, Cért and Bach ini9a Br ahms
Century Music 19Spring 1996): 23251.
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textand music bet we eonlabBirda hBrastaaGosepZeit ist die, n
allerbeste Zeit BWV 106 He also discusses theological implications in op. 74, fo. 1.
Beller-McKenna shows not only ¢hinfluence of historical modets op. 29, n. 1, but
al so Brahmsos response tpaserdohtee NewlGansgn adv oc a
Schoo] of which Brahms was not a proponent.

Articles that focun theoretical analysis includgenamin Locke s
A P ermdnce and Structural Levels: AR@ uct or 6 s Analpy7d,ims2, of Br a
AO Heiland reiss die Himmel awénd @. 29, ro. 2, ASchaffe in mir, Gott, ein rein
Herz ' His analysis obp. 74, no. 2, reveals the harmonic structure Bff ahms 6 s canon
writing, and the motivic and melodi@apallelism that unify the worlBeller-McKenna s
andLoclked0 s val uadiBrealsmaud@s emot et s efBacmi ne t he i
especially the use ohorale, canoniandfugal writing,and theological implications.
Theyalso discuss hoB r a h m& d s Ba@mopositienal stylediverge.

This study aims to answeneessential questiowith regard taBrahm® s
developmenof choralethroughhis own musical languag@/hat is the end resuitf the
fusi on of Bac hmusicablanguagBsihes btudg Valliprovidea stylistic

analysis of the motetirough the application ahe plurality of musicallanguages

®DanielBeller-McKenna,i Br aMatesi Es i st das Heantt huen s6 Iknonmentenmo shte
Essence onfBraMns Studie,éed. David Brodbeck {ncoln: University of Nebraska, 1998):
31-61.

"Belle-Mc k e nThaGreafiwarum?: Job, CstiandBac i n a Br 2%ms Mot et , o
Trauermusikrefers to funeral music.

8 BenjaminLocke, i Me | adi ty i niScBaffeimmirsGos, ein Rein HetrChoral
Journal27 (1987): 57.



approachthereby addingaluableinsightand a new perspective the existing

schol arship on Brahmsoés motets.
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CHAPTER TWO
THE GENESIS OB R A H MSSVDTETS

Early Musical Study, Performance, and Composition

Br ahmso6s c¢ ar e startingmgl-cemturg, comq@dedswithr the spread of
interest in the study, publication, and performance of works by Renaissance and Baroque
composersitisevi dent t hat Br ah mslderscedhis ewvn musicid a | awa
choral output drew heavily on theogtels of Renaissarand Baroque polyphony, which
resulted in a fusion adld compositionamethods with modern musical language.

Il n order to analyze the,itishgdpfuad chor al e
understand his early musical experiences and traidoftannes Brahms was born in
Hamburg in1833, four years aftdtelixMe n d e | s(8@3484 Hrevival of Johann
Sebastian Bacfl6851750)MatthausspassiqrBWV 244,(St. Matthew Pason), and
died in 1897, shortly before the close of the teeathcentury. During the nineteenth
century an interest in early music surged in both performers and thdortsis younger
years, Brahms was an avid reader, borrowing and bugicmnslhandbooks.Overhis
lifetimeBr ahms 6s | i br aowvey80@titleshouséda thaGesellischaft der
Musikfreundean Vienna. The library includegoetry, fiction, drama, history, art,
philosophy, religio, and travel. This collection illustratdge intensity of his intellectual

curiosity ™

9 George S. BozartandWalter FrischfiBrahms, Johannes For mat iGioee M¥sicar s, 0
Online Oxford Music Online
http://www.oxfordmusiconline.com.ezproxyl.library.arizona.edu/subscriber/article/grove/musiqigl879
(accessedanuary132013


http://www.oxfordmusiconline.com.ezproxy1.library.arizona.edu/subscriber/article/grove/music/51879pg1
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Brahms began lessonsprano, cello, andrenchhorn when he was seven years
old Withi n a f ew vy e arsdeadingteaehers, EdustcMabx$e806 O
1887) accepted him for instruction in piano and muk&ory free of charge. Marxsen
passed on to Brahms his own love for the music of Bachthe Viennese Classical
composersincludingWolfgang Amadeusozart(17561791) JoseptHaydn(1732
1809) Ludwig vanBeethovern(17701827)andFranzSchuber{1797%1828).

B r a hsiosedof folk poetry, talesnusicand lore began duringheseearly
years.He was affected by the poetry of the German Romanticsidlielsof Jean Paul
(17631825 andE.T.A. Hoffmam (17761822) and the music of Bach and Beethoven.
By the late 184Qshe had begun tassemblenanuscript collections of European
folksongs and byl1855he had compiled notebook of German folk mus@B.r a h ms 6 s
interest in early polyphonic musasobegan to develop around this tifie.

Prior to his B53 conc# tourin northern Germany with Edeéeményi(1828
1898) he had copied owtorksby Giovanni Pierluigi d&Palestring15251594)
Francescdurante(16841755) andAntonio Lotti (16671740) whichhe kept in his
library for the rest of his lifeDuring the 183 tour, he developed a friendship with
Joseph Joachirf1831:1907) and Rober{18101856)and Clarg18131896)Schumann.
The Schumars) among other friends, encouraged Brahms to compose, play, and develop

his interest in early musi@he Seiumanns provided himaccess to thelibrary, which

% George S. BozartandWalter FrischfiBrahms, Johannes Ne w ®rave Music 0
Online Oxford Music Online
http://www.oxfordmusiconline.com.ezproxyl.library.arizona.edu/subscriber/article/grove/music/51879pg1l
accessedanuary132013
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included @ amplecollection of early music. &lspent time there organizing, study
and copying material from the libraryBy 1856 Brahmshadbegun to studgounterpoint
with Josephloachimleading to the production & r a h eedigstssurviving choral
works.

Brahmsos first ppostiordeganiinald@5avhen lneeaeided ct 1 n g
an appointment ashoral conductoatthe small court at DetmoldDuring this
appointmenthebroadenedhis knowledgeand practicef choral repertoire. Ihis first
season with t he Biabmsconcéntateth@onpassingc hoi r
unaccompaniediorks, while in his second seasongregrammedwo Bach cantatas.

From 1863 to 1864Brahms served dRedirector of the Vienn&ingakademie
His first performancevith this organizatiomncluded the firsiennese performance of
B a ¢ hadtatalcle hatte BekimmerniBWV 21, as well aworks by Beethoven and
SchumannForthe second and third concgrhe progratmmed mostlyunaccompanied
worksincluding the musiof musicHeinrich Schiitz(18651672) GiovanniGabrieli
(155457-1612), GiovanniRovetta(15961668) andJohanne&ccard(15531611) as
well asB a ¢ kVéilmachtOratorium BWYV 248, (Christmas Oratoripand works by
Beethoverand Mene&lssohrt!

In November of 1872Brahms conducted his first program as director of the
concerts of th&esellschaft der Musikfreund® Vienna, a position he retained for three

years. As music director, Brahms reorganized3hsellschafbrchestra. ld replaced

# George S. BozartandWalter FrischfiBrahms, Johannes Fi r st Gia&Musici t y, 0
Online Oxford Music Online
http://lwww.oxfordmusiconline.com.ezproxyl.library.arizona.edu/subscriber/article/grove/music/51879pgl
accessedanuary3B, 2013
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amateurs with professional musicidnsm the court opera orchesaaddemandedwice
therehearsal timede was firmly opposed to performing new works simply forithe
novelty value. He brought to the Vienneseli@ncea a varied repertory of early music
works by Johann Ahl€16251673) Johanne&ccard Heinrichlsaac(14501517)
George Frideri¢iandel(16851759) four Bach cantatas, afla ¢ Mdéthausspassign
as well as several of his own choral works. cortinued to study each new volunoé the
BachGesellschaftollected editionas it was publisheds nd P hi | (184p18R)p i t t a 0 ¢
edition d the complete works dfleinrich Schiitz

The existingsocipo | i ti cal context influenced Br &
aswellCompositions of the 1850s rhsfoic@dct t he R
awarenessr music and the other arB.r a h ms 0 s wenturk exhilditedmi d
common Romantic era characteristic, the urge to stldgsify and recreate early
repertare. His motet compositiongsedanarchaicstyle and incorporated anachronistic

compositional techniques, while allowing his individualitystone

Genretype PerspectiveSocial and Political Context
of Music inNineteenthcenturyGermany

The prevailing socigoliticalclimatei nf | uenced Brahmso6s musi
the palette of compositional tools he used. a h goenthigment tdradition and

heritageresulted irhis dedicationto maintain his identity not only as a Germhaut as a

%2 George S. BozartandWalter FrischfiBrahms, Johannes At t h eGro8euvisiti t , 0
Online Oxford Music Online
http://lwww.oxfordmusiconline.com.ezproxyl.library.arizona.edu/subscriber/article/grove/music/51879pgl
accessedanuary132013
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Gemancomposewho appreciated traditior his commitmentmanifeststself in his
musical languagm keeping with the German Lutheran traditibte purposely and
purposefully uses choral@shis motets.

Followingthe Napoleonic wars (186B314), Germangxperienced a surge of

nationalism and a sense of revival and reform. Liemohn states the following:

A burning desire to | earn more of the
culture was spreading and all phases o
brought to thefore. So far as church music was concerned, the entire

period from the Reformation on was brought under careful scriitiny.

The New German Schabformed by Franz Brend¢1811-1868) was a
nineteentkcentury movement thaupportedserman musical drama as alternative to
the Italian approach. The New German School had political inclinations toward
nationalism and liberalism. There also was a rebirth of instrumental music in which
progressive harmonic language anictorial and literary ideas were usedifasmain
means of expressioBrahms was opposed this approachand in responsesupported
by Joachim amongthers;heexpressed disagreement with such compositional

techniques.

AéThe undersigned consider It their d
distortion of the facts and declare, at least in their opinion, that they do not
recognize the principles that Brendel 6s

% Edwin Liemohn, TheChorale: Through Four Hundred Years of Musical Development as a
Congregational HymiiPhiladelphiaMuhlenberg Press953) 100.

% Don Michael RandeThe Harvard Dictionaryf Musig 4th edition(Cambridge,
Massachusetts: The BelknBpess of Harvard University Press, 2003): 56w German School: A group
of musicians championed the program music of Berlioz and the music dramas of Wagner. Calling
themselves futurists, they adopted the name New German School in 1859 andpeseziopa manifesto
issued in 180 by Brahms and Joseph Joachim.
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of the leaders and students of thecatied New German school, who put

these ideas partly to practicalphipation and partly into the formation and

imposition of ever newer and outrageous theories, can only be condemned

and deplored as contrary ® o the inner mo

The revival of Bach, led by Felix Mendelssohn, was a major force in the ievolut
of German music in the nineteenth century. In the second half oirteenth century,
Brahms,one of the subscribers to the Ba&ghasellschafeditions,understood the
importance of this enormous editorial task. This monumental scholarly project that
resulted irsixty volumesbeing publishedetween 1851 and 1900 inspired and
transformed Brahmsodos composi ti ogBrahmsstAs Bur n
Critical Study Alt was indeed true for him that tF
founding of the German Empire were the two I
In the nineteentkentury, the restoration ¢rfaditional liturgical structures in the
Lutheran church led to the reconstruction of the chorale heritage of the sixteenth and
seventeenth centuries. Tageof chorale settings by nirsgnthcentury composers was a
reaction to the restoration movement in the Lutheran church, wéworedolder styles
reminiscent of Bach, among others. Daniel BelllmKenna addshe followinginfi T h e

Great Warum?: Job, Gbt, and Bach in a Brahms Mobet

Brahms is often portrayed as a traditional product of his North German
heritage, one who maintained the spiritual trappings of Lutheranism, a
belief in divinity and an interest in the Bible, burhitted any specifically

% As quoted and translated in Richard Taruskin and Pierro Weis$/esig in the Western
World: A history in Documeni®New York: Schirmer, 1984), 384.

%James BurnetBrahms: A critical StudyNew York, NY: Praeger Publishers, Inc, 1972): 1.
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Christian dogma from his sacred works in order to universalize their
messagé’

AclearexampleoBr ahmso6s tapping in to the trad,]
heritage and Lutheranism i s sMisehgenonopWar um
74, ro. 1, in which achorale harmonization concludes the mdseahms, however,
imprints the motet not only through harmonic language, but also biragni
Christological reference$Valter Fisch argues that Brahms reached across reigyio
boundaries to an audience of a broader society that shared his native tongue and culture.

BellerMcKennaad s i n regards to Frischos stand:

Brahms would choose to achieve this effect though a choral work, no less one
based on sacred texts (whateveirthamanistic cachet), points to the important
linking of the Lutheran religious liturgy with mass music making in the formation
of a national communal identit.

It is equally important to be familiar with the historical use of choiBéfore
1600, he dorale tune was typically used asamtus firmusvith other lines weaving in
and out contrapuatly. Around 1600, verses of the chorale were senitative style,
which influenced Br ah ms @sthecldsettha sSb@éeenthr i t i ng
certury, the incorporation of chorakeetting was a dominant feature in Germaanyd

influencel the future of music®

" DanielBeller-Mc k e nna, Warlm® GQroebat Christ, andl9Bach in a
Century Musicyol. 19,no. 3(Spring 1996): 231.

% Daniel BellerMcKenna,Brahms and the German Spifambridge, Massachusetts, London,
England: Harvard University Press, 2004): 135.

% Don MichaelRandel,The Harvard Dictionary of Musjcith ed (CambridgeMassachusetts,
and London, England: The Belknap Press of Harvard University P33): 268.
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Motetcan be seen ascambinationbetween conservative and progressive
tendenciegrom its inception in the thirteenth century to the less defmetet in the
nineteenth centuryAn important contribution tthe developmenof the motein
Germanyis represeted byBach with his six motets. Thegcludefour motetsfor double
chorus, onedr five voicesand one for four voices and continuo.

At thebeginning of thesighteentrcentury German composers became receptive
to Italian secular developments. German Protestant church music was irdlbgribe
Italian instrumental concerto, abg the form and style of Italian operf@ther
characteristic®f the time such aexpressive harmonietxt painting shiftsof texture
and styles within aingle stropheand manipulation of the choraieelody, resukd ina
highly unified structure thdecame characteristics of therth German composers in

their use of chorale
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CHAPTERTHREE
PLURALITY OF MUSICAL LANGUAGES

Brahm® ase of chorale in his motetsflectshis knowledge of earlier modelin
his compsitional approach he does much mitv@nincorporateportions of méerial or
aspects of techniquésBrahms fuses archaic and nineteecgintury musical languages,
using anhistorical approach to create a compositional idiom all his. &srvaluable as it
is tofind the sources of Brahrssspiration it is even more important to understand
how he combines different models of musical speech to craft his compositional rhetoric.
Thisisanessenti al f ease of cheraloir hisBiotelhissection will
address how Brahmombines nineteenthcentury concepts with sixteertientury

practice to ceate his own musical language.

Explanation of thélurality of
Musical Language#n Brah ms dogsets M

The fusion of musical languages results in a uniqgue new musical langiuag
thisautto r 6 s ¢ Brahmsareatek aptersonal artistim(sical) language by
progressinghrough three stages of assimilation. To describe this process, the author
examines the relationship between disparate musical larguaga early stage of
developmentBrahmsmay wield the inherited musiciEnguage imitativelyattempting
throughit to find his unique compositionabice. In the middle stage, he internalites
syntax of the inherited language and expregsedis own way. Irthe final stage of
assimilationtheinherited language is so thoroughly incorporated that wemites rather

than dominatehkis musical language.
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Kevin Korsyn notes thatfmndamental category for any analysis of ideology is
the relationship betwearoncepts of personal identity and notions of artistic ufityis
not enoughd accumulate data by observing similarities among piegesieed models
to explainwhich similarities are significant, while also accounting for differences among
works?!

Se\eral scholarsiave describeB r a hsose 6f edier models as an
indispensibleslement of his own musical languagecording to David Lewin, Brahms
affirms the past while renewing it, showing the compatibility of hisébmeodes,
cr eatdalkdgicsmthési s of musical cont twarddicaly i ons o
different historical modes of musical rhetoric can interact as an essential tedtige
compositional discours&#? Karl Geiringer,i n  h i s raamstthe ArhbesalefiiBotes

the following:

We have learned that Brahms was in some respects unable to reconcile the
contradictory elements in his character. In his art, however he succeeded
magnificently in fusing opposing forces into a glorious new unity. In

B r a hsnmaugic there isno conflict between old and new, between
experimental and traditional; instead, a peaceful dialogue leads to a
harmonious solution. In his compositions, diametrically opposed artistic
elements are completely reconciféd

®¥Korsyn, fABrahms Research and Aesthetic Ideolog
Kor sTowmardaNe Poetics of Musical Influence, 0

¥David Lewin, fABrahms, His P 8rmahmsStaiesiAndichles of M
and Historical Perspectived 3.

B Karl Geiringer i Br ahms t h eBraAmsSiudies: lIAralytical and Historical
Perspectivesd. George S. Bozarth (Oxford, New York, Toronto: Oxford University Press, 1990), 4.
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Brahms not only juxtaposes histal models but also develops the model by adding his
language to the discourse.
| arguethat the use of chale in the motets of Brahmstise resultnot onlyof
musical discoursédutalsoof cultural impact and heritag8r ahms 6s model s cat
relatedto or referredo ashomage, historical continuity, or progressive thouBhahms
becomes progressive compositionally, in part, precisely because Hestsgsal

compositional elements, but does so in an individual way.
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CHAPTER FOUR
MOTETSOF THE EARLY PERIOD

AEs ist das Heil uns kommenhedo op. 29, No.1 (1860)

AEs i st das He b 29uonlsis chtegoriaes as alchonale 0

motet. According to the Harvard Dictionary, a chorale motdéefsed thusly

A polyphonic vocal workin the style of a motet and based on a German
Protestant chorale melody. The term is most often applied, however, to
settings from the later sixteenth through the eighteenth cenimnesich
successive phrases of the chorale are treated in imitation.

Brahms composedhis motetin Julyof 1860. It is asetting of a sixteentbentury
chorale by Paul Speratimditwas publ i shed four yeams | ate
mir, Gott, 2900 2.lai B daeldeit yn®&mmen heowhich is
oftenconsidered a metudy work,Brahmsacknowledged@achopenly, arguably
demonstratingnational pride and cultural history at the same fime

This motetis viewed as an exercise to further develop techniques he learned
from earler models;lterefore | categorize this motet in the early stagéassimildion
previously explained in Chapter Blturality of MusicdLanguagesThis moteteflects
how Brahmghe historiardominates his own musical languadm@wever, in this motet

Brahms the ag# atakes comparatively passive rodédthough hestill is present.

* Don Michael RandelThe Harvard Dictionary of Musjot" ed. (Cambridge, Massacleits, and
London, England: The Belknap Press of Harvard University Press, 2003): 170.

% Daniel BellerMcKennaBr ahms Mot et AEs ist dasl Heel moes ko
Essence o BrahMs Studieyol62, ed.David Lee Brodeck (Lincoln: Lhiversity of Nebraska
Press, in affiliation vith the American Brahms Society, 19983.



32

~

Beller-McKennain his articlei Br ah ms Mot et AEs i s das He

andhe 6l nner most oaddssence of musi c, 0

For here, far more than in any bfs other early sacred vocal wks,
Brahms makes a direct bow to J.Bach, an important symbol for
nineteenthcentury Germany noobnly of musical tradition but also of
national pride and of cultural histoty.

According to Virginia Hancek in her bookBrahm® €horal Compositionand His

Library of Early Music

Opus29, no. L cl ear | y degusecd echrndjuea framsearly

sacred music in the mediynwvhich might be considerecheir natural

place. Apart fromhis general studies in counterpoint, and specifically in
canon,ifwewer¢ o speak of a principal earl y mt
motets it must® B a @artabas 4 and 21, which Brahms had performed

with the Detmold choir in 1858 and 185Ble may have also acquired his

copy of the Bach motes by this tirffe.

Brahms wstbteasiEdei l uns kommen hero in
against the New German SchdBeller-Mc Ke n na e x pheaestheticsidedlsh at it
conveyed in the Declaratigfithen, may be taken as meaningful context in which to

consider the motet*®

Belle-McKennaBr ahms Mot et AEs 1 st dasl Hael moes Eemman
Music, 60 33.

%Hancak,Br ahms 6s Chor al CompoBEailytMusicds’. and Hi s Libra

¥ Belle-McKenna,Brahms and the German Spjrit0.Fr anz Brendel 6s cri ti cal
New German School was a proponent of the music of Wagner, Liszt, and Berlioz. In response, Brahms,
supported by Joachim among others, exgeskeir disagreement with such compositional techniques in a
Decl aration. Brahms felt strongly about Wagner ds an
legacy. Brahms persistence in this area, to keep tradition and heritage, displayedrhisssag maintain
his identity as &chumannianeand thereby secured his position as an opponent of the North German
music of the future.



harmonization of the choralfllowed by a fivevoice imitative second section marked

B r a hssedtidgconsists of two main sections: an initial fexaice
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fuga a5 with the chorale tunin the tass | in long noteg able 4.1 outlines these

sections.

Table 4.1 Schematic atineofBr ahms 6 so.1p. 29, n
mm. 1-9 m(n31.2_14c2§2 mgf%?z mm.5564 | mm.6469 | mm. 6979

1. Esistdas | von Gnadund | Der Glaub der hatjeristder
Heil uns lauter Gitten: | sieht Jesum fur uns all Mittler
kommen her Christum an: | getan, worden
2. Die Werke | Sie mogen

Chorale hglfen nicht behuten

Harmonization himmer mehr
Phrase 1 Phrase 2 Phrase 3 Phrase 4 Phrase 5
Imitation and | Imitation and | Imitation and | Imitation and | Imitation and
Cantus Cantus Firmus| Cantus Firmus| Cantus Firmus| Cantus
Firmus Firmus

The homophonic setting of the chorélem.1-10)of t hi s mot es$

interestin and knowledge afhechorale harmonizations of Bach and othbrg,with his

own compositional approacAmong the fourchorales discsis e d |

the style of Bach; Brahntke historian is ascendadn initial comparison can be made
between the opening chorales of Badesu, meine Freud8WYV 227,a n d

nEs

st das

i Heeti

Hei |

| d ausn s

bastrillastrates arstnaghtforivard opening ebesetting in

n thi

kop.rA%n eonlbdtarise foar-partchorale

S

®BellerMc KenBmahims Mot
of Music, 60 38

“Opeller-Mc Ke nBaahms Mot
of

et iEsS

et iEs

st

st

Mu s iTextsamu trahations of all motets are in Appendix A.

dasl Hakel moss

dasl Hakel moss

refl e

docun

Bisahmso

E s eime

E s mime¢
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harmonizatioropens each otet. The harmonized choralefofEs i st das Hei |
k o mme n réngnis¢enof Bach, but the harmonteeatmenis Brahm® €1.n Bac h 6 s

Jesu, meine Freudéhe opemg clorale is a simple settingusicalExample 4.1)

Musical Example 4.10peningtr or al e BWV 2B7anenhlélg

Choral
o4 | : ; ) s ~
3 7z '
Soprano 1, 11 - —» » - - + + . HE I t #t
f? F ; s 2 : a: t i t ;
1 g Je - su, mei - ne Freu - - de, mei - nes Her-zens Wei - - de,
ach wie lang, ach lan - - ge ist dem  Her- zen ban - - ge
by 2 o
= fe—— o
Alto 3 = —4 I i b T T ——F T 1 7 T —
g——“— = T 3 i y — — i i f
* ~B* ~_#Y 7 Bk iR ! !
Je - su, mei - ne Fren - de, mei - nes  Her- zems Wei - - de,
“lach wie lang, ach lan - ge ist  dem  Her - zen ban - - ge
e — ~ s O\ - A
» T t f— f :
Tenore & i O e SR e e e e e : 1
I T = L et t
{Je - 8%, mei - ne Freu - - de, mei - nes Her - zens Wei - - de,
lach wie  lang, ach lan - - ge ist dem Her - zen ban - - ge
; \ ~ = o
Lo o e = 1y f I 7 = — o » i
Basso { o= = @ o I i T f 1 et
t T = " + T = e e
t t — + }
7 sjc - su, mei - ne Freu - - de, mei - nes Her - zens Wei - - de,
“lach wie lang, ach  lan - - ge ist dem Her - zen ban - - ge
5(11)
Agh. . g L2
F— T = - X : = ! B—F o »
—— t 7 5| - s £ - o > — —Hf T a
t t t t f s + t
Je - sy, mel - iBe Z!e‘r, Got - tes Lamm, mein |[Briu - ti-gam, au - fer dir  soll
und ver - langt nach | dir!
~
44— ~ i t ,‘ 1 e - j— —r—
P = o 5| = o - o —— I p — o e —
D 7 Y L Zi
(A T el 3y Got - tes Lamm, mein |Braw-ti - gam, aw - Ber dir  soll
und ver - langt nach | dir/
" ~ .
——f = i B - ° ° - ot — —— —p
= t t t : I T T t —r—r T t i ]
b T t T t T T t = t b = }
Je i Zi i
(3 - Su met - ne 87, . . . .
4 o 1 $ ” Got - tes Lamm, mein Briw - t¢ - gam, aw - Ber dir  soll
und ver - langt nach dir/ :
= ~
T et z z b i o
Y — ——r = < ) i = + P t t =Tt
— t b f = ——
Je - su,  mei- ne Zl.er, Got - tes Lamm, mein Briu - ti - gam, au - fer dir  soll
und ver - langt nach dir!
16
4 N : ~
=  —  — f 1 T f
ﬁ t T 2 f = » e » > = I T
t = } ; I y —
) t + T 1 ; =
mir auf Er - - | den nichts sonst Lie -  bers wer - - -| den.
A4 l ) )
o + T t T
- - I == I = : t T
iyt — 2 s P = e
D] t t t i =
mar auf Br - - | den nichts sonst Lie - lers wer - - -|  den.
—
e ey ~ - & > — )
| e f o~ ' rn f f f }
b = T t f 1 i ? { t 1 — = = m
. + . —_— T t — - t ¥
1
! mir  auf Er - - | den nichts  sonst Lie - lers wer - - - den.
~ s )
eyt 1 T t t T t
. — t v » b = t t I } o
T=is ! — f i & 5 £ 2 =) = =5
mir  auf Er - - den nichts sonst Lie - bers wer - - - den.

41 RoederfiThe Choral Music of Brahms Historical Mod&i82.
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Bach usesnly two tonal centers, tonic amdediar, throughout theentire

opening chorale, contrasting with Bral@isarmonic motiortreatment othe opening

chorale offiEs ist das Heil uns kommenher.n Br ah ms 6 s leepoaicizesn g

four major tonal areasonic, subdominant,aminant, and supertonic, and also includes

momentary tonicization in the submediant. It is imantto note that the matiations

and tonicization occugvery one to two bars within the ten measures of the opening

chorale as iustrated inMusicalExample 4.2 mm.1-10.

Musical Example 4. 20peningch or al e o0 op. 2B,ma@a hymms1616

Soprano

Alto

Tenore

Baf3 I

Bal3 11

Choral

Es ist das
die Werk, die

Es ist das
die Werk, die

Heil uns kom - men her von Gnad und lau - ter Gi - te,
hel - fen nim - mer - mehr, sie md - gen nicht be hii - ten.

SN—
Heil uns kom - men her von Gnad und lau - ter Gi - te,
hel - fen nim - mer - mehr, sie md - gen nicht be hit - ten.

'8) Es ist das Heil uns kom - men her von Gnad und lau - ter Gi - te,
die Werk, die hel - fen nim - mer - mehr, sie md - gen nicht be hit - ten.
o)
m .f [r— s ) Q) g — .
e e S [ rele ;
— 1 —: £
! = E— - I
Es ist das Heil uns kom - men her von Gnad und lau - ter Gi - te,
die Werk, die hel - fen nim - mer - mehr, sie md - gen nicht be hit - ten.
O
. I Jf [— = ~ Q) Py o—— .
= hal { 1 — 1 | | i | - & H 1 u u - i
Es ist das Heil uns kom - men her von Gnad und lau - ter Gi - te,
die Werk, die hel - fen nim - mer - mehr, sie mo - gen nicht be hii - ten.
EM: ii

AM: vi ii6/5V | BM: 16 ii6 |

chor
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Musical Example 4.2Zontinued

. o BN - L B e ~
S |4 —] — ;f;f']fgr:h]i[’i‘ﬁ‘ o ‘I — il ‘{ Hi‘ =
[3) [ 7 I [ [ | [ o

~

Der Glaub sieht Je-sum  Chri-stum an;der hat gnug  fiir uns all ge-tan, er ist der Mit-tler wor - den.

Der Glaub sieht Je-sum  Chri-stum an;der hat gnug  fiir uns all ge-tan, er ist der Mit-tler wor - den.

Der Glaub sieht Je-sum  Chri-stum an;der hat gnug  fiir uns all ge-tan, er ist der Mit-tler wor - den.

Bl

Der Glaub sieht Je-sum  Chri-stum an; der hat gnug  fiir uns all ge-tan, er ist der Mit-tler wor - den.

BII

Der Glaub sieht Je-sum  Chri-stum an;der hat gnug  fiir uns all ge-tan, er ist der Mit-tler wor - den

C#m: V V7
BM:vi i V71 F#m: vii6 i V
EM: Ve/Sii i vii7 V6/V V7 |

The chorale tunbas two central componenty descending tetrachordar(their
inverson) close to cadences (excémt measuré); and 2) énsion between the
subdominant and dominant pitcheSt¢llenin MusicalExample 4.3)alteration of the
highest pitch (Dnatural) at the beginning of the chorale t@aestabilizes the dominant)
and then its relationshipith the A-sharp(measure8 which is leading to the Bni

measure}).*”?

42 Beller-McKennaBrahmsMot¢e A Es i st das Heihle wWd s nkamosrtt

of Mu40i c, 60

HEes s«
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Musical Example 4.3Stollenin B r a h s 2 sno. 1imm. 1-4

Tetrachord
Choral 4
_ st f 77N\ & , . ~
o e v I [T g T 1 I I | 1 ™ |
Soprano. |y FF €@ e o oI/ w o o =iy o= o
ANV I 1 1 1 1 | 1 1 | | st P ] il | 1 i
oJ \ | 1 i ' I o I \
Es ist das Heil uns kom - men her von Gnad und lau - ter Gi - te,
die Werk, die hel - fen nim - mer - mehr, sie md - gen nicht be hii - ten.

E Major

Br ahmsds o pstting hogvever,fexhibis soee historical influentre.

contrast Br ahms 6 s | annmgegbtienotesdreataa taxtsrthat is much
mor e dense and indis apeningchdrafeetting TBesSwller@cantain two
phrases and th&bgesangontains three phrases, all deliteshby fermatas as depicted in
Musical Examples 4.3 and 4.Bhe textsetting of the chorale melody follows the

standard syllabic formula & Bach uses, with fermatas to delineate textual phrases.
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Musical Example 4.4Abgesangn B r a h wps 29 sno. 1mm. 5-10

Tetrachord
' \ N 7, *
%g&gakg_'_ > e - /_I‘: f i}’i[ T — T mu
ool | o r X f
©® P gea===rtit= S TIT T S SnEE s
oJ [ ' b ! | [ [ S
~
Der Glaub sieht Je-sum  Chri-stum anyder hatgnug fiiruns all ge-tan,er ist derMit-tler wor - den.

Bachcomposed sisettings ofiEs is das Heil, uns kommen hieAmong these
six settingsthe ongound incantataWahrlich, wabhrlich, ich sage eucBWV 86, is

similar to the opening choralé 0 Br a h 2% @.4, especiallyn theharmonic

languaggMusical Example 4.5)



Musical Example 4.5Closingc h or al e B@WY 86Brenclil® s

Choral. (Mel: ,Es ist das Heil uns kommen her)

®)/ #. oprano. ; D ) , P
o Die Hoffaung wartt der rech . ten Zeit, was Got_tes Wortzu . ba . . get:
i wzlﬁz das ge . sche_hen soll ~ zur Freud’setat Gott kein’ g'wisse Ta. . ge.
o4 # 9. \ —r P___-,—:ﬁ-ﬁ\ — T
Die Hoffnung wartt der rech . ten Zeit, was Got_tes Wortzu . sa— . get:
wenn das ge.sche.hen soll _zurFreud)setztGottkein' g'wisse Ta . . ge.
Tenore. ; ~ — \ &
oJ Die EI'offnung'wa.rt’t der foch _ tenZeit, was Got_tes Wortzu.sa— . get:
wenn das ge.sche.hen soll__ zurFreua’,setztGottkein’ g'wisse Ta . - ge.
Basso. sy A P\
N Die [-I({)ffnung‘wém’t der rech - ten Zeit, was Got.tes Wort Zu.sa. . get:
wenn das ge . sche_hen soll ~ zur Freud)setzt Gott kein' g'wisse Ta . . ge.
%%’ !' 'sil 4 —— 1 ——f— 1
S S e e e

9( :

#‘i rl & —— M;:m 11—
~  § | — 1 1 . -

o 1 in’

A 1 ! 1 1 { 1 1
weiss wohl, wenn’s am  be . sten ist, und braucht an uns kein
1 ! Il
A2

be . sten ist, und ~braucht an uns Kein’

——
Wi
It

#
= T
Er_ eiss wohl, wenns am ist
t T y - 9 T 1 - r = y — = |
ﬁbéf e e e S e e 2 e e

J Er.
Y )

1
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Michael Hans Beuerle ibntersuchungen zu deroappellaKompositionen
noted that BrahmsOés openi ng h-&acesetingafat i on
AEs 1 st das Ke mmetata BNV¥ B60and funer observethat Brahms
would have known this cantata from its appearance in the 1784 Breitkopf edition of
Bach s “tThesetwolsatings shatee same key and similar cadahhamonies.

In Musical Example 4.@he keyboard reduction illustrates mi | ar i ti es bet wee

and Brahm&6s settings.

“Beller-MckennafBr ahms ds Mot et AEs i st thaes OHainlerumostkon
Essence of Musj@ 40.

4 bid., 41.
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op.

Bac,hdan B WB/r 28/6onk 6 s

Musical Example 4.6Similaritiesbe t we e n

mm. 1-10%
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Brahmsuses a constang¢sultantighthnote motion in the lower voicehiring
the Stollen anda progression of seventtords in thdinal phrasewhich indicates
Brahms the agemhore The seventithord progressioandeighth-note motion in mm. -1
4, cause this setting nebundlike a harmonization by BachThese twaattribues
characteristic of Brahm®ake this chorale settiran ideal examplef Brahms the agent
In the opening chorale of op. 29.11, Brahms uselsarmonic language and rhythm as
vehicles to craft a nineteentientury motet basesh earlier compositinal techniques. In
doing so, he implements a unique musical language that fuses Brahms the agent and
Brahms the historian.

The second movemeconsists of a fivwoice imitative section (markddga a
5), in which the fist stanza of the chorale is treaedlong-notecantus firmusn bassl,
with each of its five phrases preceded by motivically derWadimation the process
whereby a principal theme, stated in long note values in one part of a polyphonic texture,
is anticipated by an imitative sectionthe other parts, usually based on a rhythmic

diminution of the themin the other four voice@Musical Examplet.7)*” *8

“BellerMc k enna, @B hmsés Motet AEs ist das Heil ur
1

ra
Essence of Music, 604

““AVor i mi tGaowei Music Online. Oxford Music Online,
http//www.oxfordmusiconline.com.ezproxyl.library.arizona.edu/subscriber/article/grove/music/29687
(accessed March 28, 2013).

“®BellertMc k enna, fABrahmsdés Motet @AEs ist das Heil ui
Essence of Music, 60 39.


http://www.oxfordmusiconline.com.ezproxy1.library.arizona.edu/subscriber/article/grove/music/29687

Musical Example 4.Basscantus frmusnBr ahms 6 s onmpm.18229, no.

Bl

BII
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Cantus Firmudass |
in Augmentation

ist das Heil uns kom - men her, es ist das Heil, es ist das Heil uns kom-men
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ist das Heil uns kom - men her, es ist das %il uns kom-men her,
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Heil uns kom-men her, es ist das  Heil uns kom-men her,

1,
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Musical Example 4.7Continued

Cont. bass ICantus
firmusin augmentation

=0 4 # o 4 t t T T ]
S > I 1 I I ]
T—1 o (70 o
AN3VJ 1 1 . e 1 1 | —
PY) [ ! |
her, das Heil uns kom - men her, uns von
u # | |
P ANl ] 1 1 1 7 | | 1 1 I ]
A Y 40 b _ ] | 4 1 1 7z | | i 1 1 - Y 2 P |
| fan hal P Py = (7K 7 P 1 P 1 Py [ |
:jl — . 4 7 — 1 oo (7] i ]
her. das / uns kom - men her. von
IR 5
7 agta 7 T |
T
EJV 7 1 i I i i ]
/ uns___ kom - men  her
)& # i h]IQ F 2 J— ]
Bl o RUTTe | 1 I 1 1 - 1
Y At s - S— t 1 T ]
ol T ]
Heil uns kom - men her
W |
1 } o ; ]
BII \ ] 1 ——
had ] | 1 | 1 | 1 1 | | | ]
-~ I I I I ‘ I I | |
es ist das Heil uns kom - men her, uns kom - men

Thecantus firmuss utilizedthrougloutthe seond part of the piecd8rahms
chooses the tworjnary features of the choralethe descending tetrachomhd the
tensionbetween the tones A andiBas the main compositionaspectof the piece”®
The key scheme is one of the unusual features oiintitgtive sectionas there is no
tonal center defined at the beginninghe motet starts in E ajor withfrequent
referencego the subdominant (A najor), and the dominaiB Major) receives little
emphasis. The lginning of the first prase (mm210-22)is in the key of E majorThe
first episode starts in measur2. The kass Il in measurel5, sitson Gsharp leading the

tonality to Amajor (referring to the suominant of the initial key). Thelts beginthe

“BellerMc k enna, f@ABrahmsds Motet AEs ist das
Essence of Music, 60 54.

Hei |

u

I
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second phrase (measure 23) aagshlItonicizesA major, initiating the beinning of the
second pisode Phrases one and tvepe repeated wih new text in mm32-552°

Phrase threémm. 55-64) is based on thibgesandirst sungby the enors.
Phrase foulmm. 64-69) is sixmeasuresong. There is no statement bye kass Iliwhich
has been prominent in the other phrases. Brahms uses the upper voiogstmwvard
thesubdominant

The beginning of prase five(mm. 6379) starts withan ambiguou&-sharp
major tonality includingalteration betwee-sharp to Ghatural and Bsharp to D
natural,as well as the'3(B) and6™ (E) <cale degreg(Musical Ecample 4.8mm. 70-

72), which progressesto the most chromatiandii Br a h ms i aofitbe pigog'c t i o n

OBelle-Mc k enna, i BricgEsmsi ésst MoatsetHei | uns kommen herd
Essence of Music, 60 54.

I pid., 56. By Brahmsian | mean the utilization
harmonic language. In this particular portion Brahms uses developing variation. Hieeuskgrale tune
over a long span and the tune evolves from the first movement to the end.
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Musical Example 4.8Ambiguous harmonyni Br ahms 6 s o0 p/0-7229, no.
70 poco a poco pitl sostenuto
= h it # I T I }/,f\
s | e =1 = : = e e e S e e
AN T 1 1 1 = S — |
o — —
/\er/isl der Mitt-ler,
0CO d poco 7III‘I sostenuto <
Nt P b y 2 .
A
P, T : ¢ n |
T : o
3!
o ' : A Ei* A
er ist der Mitt-ler, derN - fer wor - den, der Mitt-ler, der
iny
0 T = T
Bl [ R e = :
hal T I I
poco a poco pitt sostenuto
P e
iy o P
. (7] I~ | ot r J o o |
B [y — P
7 — | L — — —1
&
er ist der Mitt-ler, der Mitt - ler wor - den, er ist der Mitt-ler, der

From nmeasure/0 until the end there fsagmentation andevelopment offte descending
tetrachord motivéMusical Example 4.0

The use of smaller motiveyokesdevelopmental techniques Brabexhbits

throughouthiscompositionalife.| n AEs i st das ,0HeBirla humss fkoocnuns

not only on motivic elementsf the choraledescending tetrachortut alsoon harmonic
ambivalence due to the tension between the subdominant and dominant. The tension is
reflectedin the frequent references to the subdomirAnnajor) and little emphsson

the dominant (B major
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Musical Example & Fragmentation of theotive anddescendindetrachords in
Br ah ops ®snol, mm. 70-73

Fragmentation of the tetrachof

70 poco a poco pitt sostenuto

_ st pd P,
1t T T 7 T e
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A3V T 1 1 7 — S T—17 h ——
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e
W = == . {
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.8) ~—t" T 1 I T [
er ist der Mitt-ler, der Mitt - ler wor -  den, der Mitt-ler, der
iy
it e = - : - : - |
BI - 1 T T !
b1l T 1 1 1 ]
poco a poco pitt sostenuto
. y—\ L< i i e —
0 (z =Y 7® ® g\ i
BII %ﬁgqg \{ I J y A ! I T -
NG T —\J ) A N — 1t — i ry
b L N L I — S — — 1 I —7 —1
< T 1 1 I 1 T 1 | 1
er ist der Mitt-l der Mitt - ler wor - den, er ist der Mitt-ler, der

Fragmentation of the Tetrachof

Musical Example4.10and 4.1 illustrate howBrahmsuseschoraletunes as asourceof

motives by basing every portion tifeimitative sectioron amotive extracted from the

chorale®® Using only this preexisting material from the chorale, he achieves a high

degree of unityThis methodalong withthedevelopnentaland contrapuntdaechniques

Brahms uses with the chorale tyaeeprogress ve aspectlanguage Br ahms 6 s

especially in combinatian

2BellerMc k enna, fABrahmsdés Motet @AEs ist das Heil ui
Essence of Music, 60 57.



48

Musical Examplet.10 Source of motives frorBtolleni n Br a h ms 6lsmmo p .

16-13

Tetrachord derived frorBtollen

Fugaa$s
_Au # Allegro \\ £ T~

\Q_)v T 1 \ AN NS N T | I I
Es ist das Heil/Mns konrmen, uns kom-
A
T
ANV 4
Es ist das  Heil uns komsmen her, uns ko en her, es ist das Heil, das  Heil uns kom-men her, es
LU \
iﬂqﬁﬁ - f N - f — - I -
BI I \ / —4 I
P 1 AN 1 —/ I
I
%&H - I -\ / } - I -
BII i \N/4 I i
hu T | W 1 I

Vorimitation of Stollen

29,
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Musical Example4.11 Source of motivefom Abgesand n Br ahms édsmmp. 29,
5558

_f st 56 T~
s [ e - | . _— ([ 7 te ee)
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Der Glaub sieht Jesum
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i - stum an, der Glaub sieht Jesum

Der §laub sieht Je-sum  Chri -/stum an, dgr” Glaub Sleht Jesum Chri - stum an, der Glaub sieht Jesum
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Der Glaub sieht Je - sum
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isett td anyg Hd ihéSanwnusualkey mme n  h

scheme. Theonal centers not stated at the beginning and theme far more frequent

and direct references to the subdoant most likely due to the Datural thaexists in

the chorle tune. Some passages laadear tonatenterand othes are harmonically

ambiguous

With regard tahe useandsettingof text Brahms the historiadominatesBeller-

McKenna suggests

t hat t he

VChristhkagia | s o

i S sim

TodesbanderBWYV 4, in which the fourth stanzgnovement fivgis set in cloralemotet

style. Both composers set each phrase of the chorale tune, including Bpats and

Bach start with the first statement of the subject in the tenowdhaachsubsequent

entrance one measure ap&fa c h 6 s

mo vwd meBiMV f4i waeiuda albr a h ms 6 s

section of op. 2:o0. 1, are based on a chorale tune which is seairfdorm (AAB). The

A sections oboth are in two phrases. When the A section is repeatedBbaftims and

Bach repeat their materjadjusting as needed for theythmof the text(Table4.2).

Table 4.2Conmparisono f f or m:

Bachodos d®WY¥o.2 and

Bach BWV 4, Bach BWV 4, Brahms, op. 29 no. 1| Brahms, op. 29

Movement 5 Movement 5 fugaa b no. 1fugaas

Form Chorale phrase Form Chorale phrase

A mm. 17 A mm.10-26
mm.7-12 mm. 2632

A mm.12-18 A mm. 32-44
mm.18-24 mm. 44-55

B mm. 24-29 B mm.55-64
mm.29-35 mm. 6468

7" line mm. 3539 7" line mm.69-79

8" line: Halleluja | mm. 3944

Br ahmso
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The final phrase is set in a very similar way. tBaseventh phrasBach
interrupts the line by including rests on all voices exceptdméus firmusBrahms set
his seventh phrase also separathrggphrase by rests extep the tass | which has the

cantus firmus®

Musical Example 4.14.ines interupted and uninterrupted Bachd BWV 4, movement
5, mm.35-37

Uninterrupteccantus firmus

S
ein SpA(tt, et Spott, ein Spott, ein Spott, ein  Spott aus dem Tod st
f » |
i Nt 1 N :
A — I I t — S - 1
I P P ﬂ ‘1 1 i[ ]
ein & aus dem T'od ist wor den
l, ﬂ .
9 ﬁ i N\ T I T T 1 1 i T Py @
T é9 4 j E j I I I 1 ]
Qg ~ ——
ein S§\ ein  Spott, ein Spott, ein  Spott aus dem Tod is wor - den
— s
O .3 Py ° N T g & & @& o T I I I I
B . e S " S S " — |
I N\ m— [ 1 b | ]

S [t
L |
frass, ein Spott, : cii\\gSpnn. ein Spott, aus  dem Tod ist wor - den, ein Spott aus

Line interrupted by rests

#Jonat han L e on #apéllaNaetsdomixed Voices bydohannes Brahms: An
analytical overview with focus on Brahmsé use of
diss., North Dakota State University of Agriculture and Applied Science, 2007), 8.
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Musical Examplet.13 Linesinterrupted and uninterruptea Brahm®$ ep. 29, no. 1,
mm.70-76

70 Poco apoco pitt sostenuto
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Line interrupted by rests
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Musical Example 4.13Continued

UninterruptedCantus Firmus

g === T = espressivo
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Mitt-ler wor - den, er ist der  Mitt - ler wor - den, er, er
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Beller-McKenna also points out thtte entire final stanz@gnovement eightof BWV 4
is setin a fourvoice harmonization. Brahms sets the text siryiler Bach with running
eighth notes. Bach separates the phrasessixittadences while Brahms delineates the

text with five cadence@Musical Exampls4.14and4.2).

Musical Example 44 Last ganzain Bachb BWV 4

7. Wir es-sen___und__  le - ben wohl. zum sii-Ben Brot ge - la - den Chri - stus will die __
der al - te_____ Sau-er - teig nicht soll sein  bei dem Wort der Gna - den

- ~—
7. Wir es - sen und le - ben wohl, zum  sii- Ben Brot ge - la - den Chri - stus will die
der al - te Sau-er - teig nicht soll sein  bei dem  Wort der Gna - den
Q)
s — —
.Il - Il ! ]
T RS A A
| T
7. Wir es - sen___und__ le - ben wohl, zum  sii - Ben Brot ge - la - den Chri - stus  will__die

der al - te_____ Sau-er - teig nicht soll sein  bei dem Wort der Gna - den

7. Wir es - sen__und__ le - ben wohl. zum sii- Ben Brot ge - la - den Chri - stus will __die
der al - te Sau-er - teig nicht soll sein  bei dem  Wort der Gna - den

Kostunsseinund ~ spiec - sen die  Scel al-lein:der Glaub will _keinsan - dern le - ben. Hal - le - lu - ja!

. . . 9 . ~ - . i Y .
Kostunssein und spie - sen die Seel al-lein;der Glaubwill  keinsan - dernle - ben.  Hal - le - lu - ja!

Kostunsseinund ~ spie - sen die Seel al-lein;der Glaubwill  keinsan - demm le - ben. Hal - le - lu - ja!

Kostunssein und spie - sen die Seel al-lein: der Glaubwill keinan - dern le - ben. Hal - le - lu - jal

Unlike in the Bach motethe twosegp ar at e secti onsobf Br ahms
employ a single stanza of the choraeddo not featuretext painting, @aroque

compositional technigu¢hatisf o u n d i GhrisBag i @sesbandeandJesu
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meine Freudeln these two pieces Bach has sections that contrast in both in texture and
characterIn contrastBrahmsactuallyusesonly a sinde stanza of the chorale text
throughout his motet

A Eist das Heil uns kommer hedan be categorized in an early stage of
assimilation in whictBrahmsthe historian dominates the musitaiguageBrahmsthe
historianis more inteested in craftinga motet in whichiraditionaltechniques of
compositionare featuredHe alsorespondedo a moment in history in which traditional
writing was questionednA Es i st das Heéi Brahsmskomimesthat
developing variation over long spans. Thereh®tune ighe base that holds the work
together both melodically and harmonicafyagment®f the chorale tune, such as the
tetrachordand its fragmentatioareused often throughout the motet, especially near
cadential points. One of the most conereitcumstances in which Brahms the agent
dominates the writingisin he har moni ¢ | anguage. Brahmsos
centers, such as the emphasighensubdominant (A majorather than the dominans,
an example of how Brahms transformed histdrmodes and their musical forsinto a

developed nineteenttenturygerre (Table4.3).

“BellerMc kenna, fiBrahmsododabotHei | AiEss kommen hero a
Essence of Music, 60 58.



Table43Compar i son op 29, Bt with Bashd s
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Bach Bach Brahms @.29n0.1 | Remarks
Pieces/Technique
BWV 227 Fourpart Fourpart
harmonization harmonization open
openshe motet | the motet
BBV 227 Two tonal Four major tonal Modulation and
centers: tonic ang areastonic, tonicization occur
mediant subdominant, every ondo two
dominant and measures within the
supertonic witha ten measures of the
momentary opening chorale
tonicization in the
submediant
BWV 4 AAB form AAB form
BWV 4 Last stanza in Last stanza in
choralemotet choralemotet style
style
BWV 4 Text-setting with | Text-setting with
interrupted lines | interrupted lines
with rests and with rests and
uninterrupted uninterruptedccantus
cantus firmus firmus
BWV 86 E major, same | E major, same op. 29, m. 1 7"
cadential cadential harmonies chord progression ir]
harmonies and | and harmonic the final phrase
harmonic language
language
BWV 4 and BWV | Use of Use a single stanza
227 contrasting of the text and does
texture and not change texture
character section|
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AO Heil and, reiop.34, W2 @83Ni mmel auf,h6 o
AO Heil and, r eiop.®4, P wasebmposed in 1863ftefr , 0
Brahms arrived in \@nnaandwaspublishedn 1879.The moteis a set of five variations
onselected verses of the chordl®, Heiland, reiss die Himmel aofThe five stanzas
with the closingiAmeno varyin their polyphonic sucture. Each stanza contathg
same scoring but witits own meter, tempo, drarticulation! t r e s e mbantatd Ba c h
Christ lag in TodesbandeBWYV 4, in thatits chorale melody appears in evegrse.
Brahms performedantataBWV 4 in 1858 in Detmold andgainin 1873 in Vienna with
the Gesellschaft der Musikfreund®pus74,m.2,i0 Hei | and, reiss di e
mayd so be r el at deabu, mene Beug8WY 227 minich Brahms knew
before 1863° Jesu, meine Freudmntains five different settings of the chorale melody
(the sixth verse uses the same music as the first), as Brahms does in thi%\Virgiata

Hancock states the following:

However, in its musical style O He,i | raenids sadly sodspendent n

onBahh as the ot hebks cihsotr ad &@s mieielt ., 0 Al n f
verses are nainly a compendium of almost all the early music techniques

Brahms had used in his choral writing up to this time, but they exhibit the

use of additional reswces that he had not yet drawn upon in choral

music?’

Jesu, meine FreudBWYV 227, is a symmetrical multmovement work with

different textures, scorings, key relationshgursd metrical proportions. These changes of

®HancockBr ahms 6s Choral Compositiond® and His Libra
%% |bid.

5 bid.
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key relationships and scoringstbreenmovements are absent in op. 7d, 2 iO
Heiland, reiss die Himmel aufo

Brahms the historiais present whenhtoughout the entire motdtguses
Vorimitation, a technique often used by Ba€fhe first verse is an imitative setting of
thechorale tune, which is in th@grano. In the second versiee ®prano still has the
cantus firmusThe remaining three voices are written in quarter notes, not the consistent
half notes derived from the tune. This creates a thicker, rowenty contrapintual
structure.

Bachoés composition of chorales is close
cantatasBach often usetext painting in the pasriting and harmonies. Bach often
paints the text in cantatas by articulaticstoring, and melodic settinign OfHeiland,
rei ss di e Bkl acedmplighasftextgpainting throughout within each of the
variations on the chorale melody, as opposed to op. 29, no. 1, where, even though
variations on a chorale melody are udedt paintingis not a primarydature.

The first two verses are very similar in harmonic rhytdind melodic
constructionVerses three and four increase in complexity and give a sense of
development of both the melody and the rhythm compared with the first two verses. They
also depict relationship between the text, rhythand melodyBrahms the historian

connects with his model by utilizing text paintifigT Hegt paintingis more evident in

®HancockBr ahms6s Choral Composition2 and His Libra
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the third and fourth verse settings, to th
notes Hancock?

In verse three the Tenor has the chorale tune and the remaining three voices sing
against ithomophonicallyin staccato articulatiorBrahms paints a picture of earth
burstingforth( " O Er d, schl ag aus.&Yentbepordlenunemis por at i r
affected by the text paintinghen triplets allde to the earth bursting for{Musical

Example4.15.

*Hancok,Br ahms 6s Choral Composition2 and His Libra
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no.

Brahms 6 smm3bsae 7 4,

Musical Example 4.15Text Painting n

Text painting in chorale tun®h earth burdrth

37
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Anotherexample of text paintingnay be found ithe word fifloweringd Bl{imlein)

expresseagainin triplets

Musical Example 4.16Text Raintingi n Br ah ms 6 ss)mo4p51 74, no. 2,

fiir o Erd, her - fiirdiesBliimeinbring, o Erd, her - fiir dies Bliim - cin  bring, o HeHand
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In the fourth verseBrahms the historian changée meteto 4/2 an archaic
meter,and thecantus firmuss in the lass The key changegsom a Dorian coloto C
minor, removing the modal quality the motet has had so far. This modal quality is
replaced by extreme chromatdenswmirddpecgr
(Here we suffer the greatest distre3$)edescending lines of paireédpletsarea

Baroguesymbol of sorrow as they mimic sighiffg.

®HancockBr ahms6s Choral Compositionxl. and His Libra
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MusicalExample 4.17Extreme dromaticisn andsighing inop. 74, no. 2mm.57-65
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Musical Example 4.1Continued
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At measure 57, a short canon in inversion is presdagtadeen the tenor and
soprano Musical Examplet.18. Brahms the historian comes through in the

sophisticated contrapuntual writing of this verse.

Musical Example 48 CanoninBr ah ms 6 s omm.573%4 , no. 2
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In the fifth versethe soprano andass are in strict canon by contrary motidhe
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soprano contains the chorale melody, ibig ornamented with passiramd neighboring
tones, andhe kass has a canon by inversiwith the sopranehroughout the verse
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Il n the faé ntah e fiehbnimthessopcanotandass in a mirror

canon, imitating the methic matrial of the continuing soprarmss canoft. In a letter

to Brahms, Franz W¢Il | MNeane carwite the double cahont hi s
in contrary motion attheendasyow . Wr i ting a doubl e canon i
hard is to write oné&THshlsanexanplead Brahmsasanding i t

on equal footing with Bach, exhibiting assimilative skill of the earlier model. This verse

contains a change of ala&ter through the changetbe meter 4/4), theAllegro marking

and mainly by the contrast from the prior extreme chromatic and dense Mer§iest

twenty-four measuresbuildp t he contrapunt al intensity o

Virginia Hancock:

The maintenance of intensity through the transition of the last verse and on

to the end of the piece is certainly the most problematic aspect of its
performance. It is clearly necessary to consider the canonic structure of the

final verse as an expressia the eternal stability and firmness of the

Asskar Handod which | eads Azu dem Vaterl a
final Amen?®

The motet is based on an F Dorian melody, but a few D flats and D naturals are
added, which tonicize F minor. The two modegslihe same tonjgiving the
i mpression of almost a dwuval tonality, a ¢tr
languageand therefore an example of Brahms the agent.

Thesighing is intensified by thé B r a h nthronmeaticlanguagevhich

exemplifiesBrahmstheagent hi s A Br ahmsi ano chromatic | an
®®Hancock, Brahmsés Choral Compositions and His
®2bid., 193.

%3 |bid.
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its modal quality and often alterationtbird, sixthandseventhscale degree This is a

clear example of a dialectic synthesasultingfromBr ahms 6s pl ural ity of
languages Speific word painting occurs in measusé on the dissonant word, b rie,d t

(bitter) setwith two chordsan ambiguous B natural seventh chord thavesto a Bflat

majorminor seventh chordlhese chords arefollowed by the melodyor the texti A&h,

komm,f ¢ hr uns o ( Ah ascendinmeriesloleosbetwesn)the altn,

soprano andehor, E-flat, F and GMusical Example £0).
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Musical Ekample4.20Br a h ms 0 s

BbMn7
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The verse isancludedby thebasseswho pick upthe chorale melodyutwith a
chromaticneighboring tonéMusical Examplet.21). This section is a strong example of
Brahms the agenBrahms uses madrigalistechniquessoassimilatedhat one can
barely recognize Brahms the histori@rahms useshtomaticismubiquitouslyto set
suchwor ds as fAbitter o wervakivehronsaticBnkexistsingxdso n a nt
s u ¢ hvoradAsgemnisteht der bittre Tod ( ke sufter the greatest distresghich
resolves at the end of the phrase with a C major chord (the first oiegrd for the end
ofaversg at the consoling conclusiofh: fizu dem
Assimilated madgalistic techniques, for exartghis modal chromaticsnreflect
Brahms the agent amgive a clearindication ofthe century in which this piece appealts.
is also an example of the late stage of assimilatiamhich the inherited languageso

incorporated that influences the language but does not dominate it.

®Hancok,Br ahms6s Choral Compositiondal. and His Libra
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Musical Ekample 421 Br a h ms 0 s
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Thismotetistheonlyonthatu s es a chorale tune not pre
Heilandr ei ss, di e Hi mmel auf o can be categori z
Brahms the historian usesnamentation near cadences amadrigalistic techniques such
astext painting which Hancock suggests weyeth deliberateBrahmsthe historian
clearly refer enc easfobna cchnfaeBWY & bytusingasetnof i t i n g,
variations orselected verses of the choralewever, elements of Brahms the agaret
present. These includeo-aganst-three rhythms, dense voicingadic melodiesand
cadential hermiola structureall of whichemphasize his approach to the chorale.

Regardless of the sybic structurepnly the chorale tune serves tonjaontrasting

sections togetheExtreme chromaticism and ambiguous modalitytacéniques érived
partly from histoical models and partly from hrausical languageBrahm® &lentityis
more evident in this motétan in the previous motedisie to the dialectic synthiss

present especially in verse folihis verse depicts a high level of assation in which
Brahms constructs a verse based on an early compositional practice (canonic writing)
using madrigalistic mannerisirendhefuses it with his ow style, leaving little trace of

Brahms thehistorian
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Br ahms 0 switbofach 7 4, no. 2

Bachworks Bach BrahmshO Remarks
Heiland, reiss dig
Himmelaub o
74, no. 2
BWV 4 Chorale melody | Chorale melody
in every phrase | in every phrase
BWV 227 Five different Five different Brahms does not chang
setting of the settings of the | scoring, meter or
chorale melody | chorale melody | articulation
Bach has different
textures, scoring key
relationships and
metricalfor proportions
for each verse
Bachworks Bach BrahmshiO Remarks
Heiland, reiss dig
Himmelaub o
74, no. 2
BWV 227 Text painting Text paintingnot | Bach often paints the
prime feature a prime feature | text in cantatas by
however,n articulation scoring and
verses 4 and 5 is | melodicsetting
evident to the
point that it
influences the
chorale melody
Important Chorale tune not
Information previously set by Bach
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CHAPTER FIVE
MOTETS OF THE MIDDLE PERIOD

AWarum i st das Li cht wapeogpobed m Ptleach inM¢ h s e |
the summerof 1877.n Br ahms d0s sacred c¢omphseligbusons, i
views werenot separate from musical forfiexts from a variety of sources were atros
carefullyto createunity in the striecture of the formUnlike op. 29, ro. 1, where Brams
focusesn a single stanza build theentire motet, in op7/4, ro. 1, Brahmscreates a
different structure by using variety ofsources and connedtss text structure tdhe
musical form This moteis one example of a composition in which Brahms looked to
history not only for musicaimodels but also a ameans by which to place himself within
his cultural traditiorf?
AWarum i st das Lichti geBesbimeassden M¢hsel
unaccompaniedomposition. The compilatioof quotations from Holy Scripturie
B r a hsrowndHe includesiblical passages froriine book ofJob, Lamentations, and
Jamesand music from the unfinishedissa canonicaan early workn which he
attempted to master Renaissance imitative contrapuntal techffi@gnebms reworked

Missacanonica and his orignd material permeatese entirenotet(Table 5.).

% DanielBeller-McKenna,iThe Great Warum?: Jobh i st, and Bach9-i n Br ahms
Century MusicVol. 19, no. 3 (sprind.996: 232.

% |pid.
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Table 5.1B r a h Missaanonicaand op. 74no.1%

Missa canonica op. 74 no. 1 Changes that appear in op, .1
Agnus Dei Movement 1 Expanded with contrast and
variation
Tonality is changed to that of the
final chorale (D minor)
Benedictus Movement 2 Transformed ending
Music appears at its original pitche
Dona Nobis Pacem Movement 3 Reworked texture
New bridge and shortened return
the music of movement 2
Music appears at its original pitche
ChoralefiMit Fried und Movement 4 Brahms own harmonization in
Freudo fiBachiam style
Remarks Music of theMissa canonicas

reworks and also brought into
thematic and tonal relationships

Brahms did not use in op. ,/do.1,
his SanctusandHosanna

New material on Movements 1 an
3

The textsof this motet are discussauthe articled B r a hMissatanonicaand

its Recompositionin hiMo t et

following:

Robert Pas cMisshcanofidarnadh mstéss Recomposi ti on

No. 1,0 in Brahms 20 Biographical,
(Cambridge: Cambridge University Press, 1987), 124.

0 War4 nort,0where Robert Pascall states the

i n

Documentary

hi's
and



The initial quotation, from Job 3:28 , i n Lutheros Ger man,

guestioning, deserted pessimism of
directly bya quotation from Jeremiah 3:4hetanswer is simple, not by
argument but exhortationo tturn unconditionally to GodThe third

guot ati onsexftoDBmego of Jobods patience,

remi nder t h a s areGlnalvd sand pnarcifpl qJanees 5:11).
Finally Brahms placed verse 1 of
Dimittis (Luke 2:29-32), Simeonbés acceptance of

Lut he

deat

seen Jesus; Simeon departs in accordanc

comforted in heart and mind, gently and peacefully. Death which Job had
sought in despair as release and end to affliction, lwas Ibecome

Simeonbés accepted joyous summati on.

NuncDimi tti s i s Godods ass&rance that

The chorale harmonization fiwwarumist das Liclh gegeben dem Muhseligen
shows the influence of earlyaBoqe compgasitional styles: the usef chromaticism,
particulaty in voice-leading and tonal structures especialbpint to the early Barogu@.

Michael T. Roeder adds:

The opening progression of a D major chord, with the chromatiatéiyed F
moving to the Gninor chord(mm. 1-2) reminds one of the exciting chromaticism
heard in works by Giovanni Gabrieli. The raised third (F sharp) of the opening
chord does not move up a hatep to G, but rather progresses down to D. Such
unusual voicdeading is also chacteristic of the early BaroqaeeThe dynamic
contrast of the opening forte statemehWarumand the piano statement
following is beautiful reminiscent of dynamic contrasts of the Baroque. The
sequential repetition of the opening (mm4)3 with a new chromitic tone, is also
characteristic?

At theend of this motet, Brahmscludesa fourpart harmonization of Mart

Lut her 6 s c¢ h and&reuglichfiahtidahio Fri ined&a st yl e mhlemi

®pascal | , Mifs8carmohigmeditsRecmposi ti on in his Motet
123.

%R 0 d €eThe, Chdial Music of Brahms Historical Modéls, 3 4 .

0 pid.

Lut

deat h

ni sc

6War
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intenselychromatic melodies and widanging moduwtory scheme of the opening of the

motet(mm. 4-24), howeverare not present in the chorale setting. It seems as if the

complicated languagdoth in sytax and forn) in the @ening is resolved in the end by

the chorale setting

Musical Example5.1 Opening of Brahm& ep. 74, nol, mm. 1-20
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Soprano
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War um? War um?

"Pas cBi 4 h MSsd sanonicand its Rcomposition irh i s
124.

Mot et

6War umb

op.
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Musical Example 5.1Continued
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Musical Example 5.1Continued
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Br ahms 6 smno pl2

Musical Examplés.2 Choralemovemeni n
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The openingnateral of the motets more elaboratandis drawn from theébasic
melodicstructure of the chorale tungfter the initial similarities,boththe first
movementand the final harmonizatioof the chorale in mvement fouare connected by
descendinghirds anda stepwise descending melodic line as cadences appuehall,
movement ones contrapurdlly complexand thickin texture. Movement fouseemsd
resol ve t he mhbichiscekated tditleriextiofenenyent dnghrough its
homophony. Above all,however textis connected to the chale tune. Textually,
movement on@sks anxiously or Go d 0 Bhe @xtsofwoyament foucomforts
and provideshe peacé¢hat is not given in movement aridusical Examples 5.3 and 5.4

showthe similarity in the two themes.

Musical Examplé.3 Movementli n Br a h ms 6 $mno4s6. 74, no.
4 S
A oprano 1 [ x\
I{L\ﬂ I I \ kl\‘W\ = ()1 N1 = H— |
fgﬂ A\ U = | g“ dl' 1 I;' &) \\i_// \\d d/l I E F’ [ J g‘

War - um ist das  Licht ge - ge - ben dem Mih - se - li-gen,
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Mit__ Fried und __ Freud ich fahr da - hin,
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Mit___ Fried und Freud ich___ fahr da - hin,

Br ahms 0 smm1361387 4,

8C

no. 1,

Brahm® bumanisticviewsarerepresenteth thetexts he conpiled for op.74,

no. 1 Nineteenthcentul philosophers focused more mtionalism than religious

dogma Furthermore, Brahms was natraditionaly religious personBachwas Brahms

was deept attracted to the Bible aridutheran traditionyet he was interested in the

national heritage of Germany and Austiiae use of chorale in Brahms was more

attached to cultural tradition than a religious dnegoartoneof the motet (mm1-84),

Job questions a moral order in which life is reservethimse too miserable to appreciate

it . Br ahms

refrain, combi

that question,

n

ma&krewrsm2 dh eo fi nti b é23tinox@rédtuadnt J o b

ing it with Jobds

Joboésedbgtei fuerst i aln
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eighty-four measures of dense and chromatanterpoint, as compared to sktour
measures that do not containthepledhe counter bal ance to Jobd&s
dense chromatic counterpoint is the closing ates?
Some schol@acomparisorof Brahmsto Bach mightstem fromBr a h ms 6 s
dedication of op74, no. 1, to Bachscholar, Philipp SpittaSpi t t a addr essed Bz

influence inop. 74, no. 1, concentrating on the role of the closing chorale:

Only the incusicm of t he ¢ h ond&reud ichFshidia hFnioe @&t

the end of the beautiful moteh War um i st das Licht ge
M¢hseligen?0 is an homage of Bach that
the artwork itself. A chorale, used as a foreign componeahioriginal

work, can only be understood as a symbol of the Protestant congregation.

Bach could do this, because his works belonged to the liturgy; for
Brahmsds motet the meaning is not there
we do. Therefore, | call thée has done an homa§e.

In the articleid T h e \®@aruefa dob, Christ, and Bach in a Brahms Mgtet
Belle-McKenna further explains the interaction between Brahms the histerian a
Brahms t he a ¢egploting theyinteplay between these symbolic figes
and thesurfaceme ani n g o $givéshrelerstandingdsf@ me of Br ahmsos
attitudes about his own individuality and his place in the cultural tradition that was
represented by Bachb

Because of the nature of ttext in the final moverant, op.74, ro. 1, can be

compar ed Komm, BsauXKbngnBWV 229 Scholars believe that BWV 228as

2Beller-Mc K e n Tiha GreaiwWaum?: Job,Chi st , and Bach23d n Brahms Mo
3 Ibid., 233.

" bid., 234.
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probably intended for the funeral service of Maria Elisabeth Schelle on Maytid 3®
It is based entirely on choralexts, and des not incorporateldical passagesyinlike
Br a h ms7d,s0. o Phe conclusion of the work is a feuart harmonizationf a
chorale text just as in opus 74y.1.. Both concluding movemenisontainthemes of

sleep and deatlas illustrated imable5.2

Table 52 Comparison ofexts by Martin Luther and Paul Thymich

Br a hsos7@, 0.1 Bachdés BWV 229
Text by Martin Luther Text by Paul Thymich
In peace and joy | depart Thus | entrust mself into your hands, and bid the
in Goddbés will; my | world goodnight.
comforted, calm and still; My | ifebs journey rush
As God hagpromised me, yet the spirit is well prepared
Death has become my sleep. It shall hover with its creator,
for Jesus is and remains
The true path tdife.

Bachd s ihckides a clear Christologicalmdusionwhi | e Br ahmsodés t e
not BellerMcKenna disusses that the inclusioninop. 76,4, 0f t he <chor al e 0
Friedund Freud may have been i nTsapermushkdorkb.Actuo ne of B
tragicus BWV 106,(i Got t es Zei t | } dontadns thesaméd chagatedBye st e Z ¢
focusing on death this way, fAWarum ist das
GermanTrauermusik®

Brahmslikely knewBWYV 106 before composing o4, no. 1, sinceit was one

of B a ¢ befterknowncantatas during the nineteenth century. Cantata BWV 106

S Belle-Mc K e n Tiha GreafiWarum?: Job, Christ, and Bach in Braktost et , 6 2 36 .
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appeared in an 1830 edition by A.A. Marx and received frequent perforsnarateding
one in Vienna by Herbeck at tkiesellschaft der Musickfreunda November 121865
The cantta also appeared in the BaGesellschafeditioni n 1876, edited by
friend Wilhelm Rusf® According to BelleiM ¢ K e n I Brghmgiwas indeed influenced
byt he appearance o6 hHAMi BWV¥Fr 1 eed, oufinh dlsuR oheear douss
chorale differed r om Bachoés i0h spirit and kind
BWYV 106 contains a strong theological messagechis conveyed, in part,
through the selections and order of its tefgus 74, 0. 1, indicatesan understanding of
the GermafTrauermusikradition, but i alsoseems to be an attempt Byahmsto
engage with Bachés model in the practice o
The concl udi ng c hor adlealswithdeath and resueedtioru nd Fr
I n Bachods chorale settingsacleathemehtthhendofal r e a
movementtwo The pl acement of the chorale in BW
liturgical function by commenting on the scripture. Musi| | y, Bach sets fiMi
Freudb acantuafirmusnelody sung by the altos against tlesdaria on a biblical text

as seen in Musical Example 5.5

®Beller-Mc K e n Tiha Greafiwarum?: Job, €h st |, and Bach in Brahms Mo
bid.

8 bid., 239



Musical Example 5.Mlovement 3n Bachd BWV 106, mm.39-43

Chorale melody
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