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The Use o f Myth i n German Opera, 1912 — 33, with s p e c i a l r e f e r e a e a t o t h e 

A u s t r i a n c o n t r i b u t i o n . ABSTRACT. 

The s u b j e c t o f myth i n German opera: from t h e y e a r s j u s t b e f o r e 1.91- t o t h e 

end. o f t h e VJeimar R e p u b l i c i s developed hare on t h r e e f r o n t s . T h e s e a r e , f i r s t l y , 

t h e n o t i o n o f myth as h i s t o r i c a l e B i l d ' o r ima g e ; s e c o n d l y , myth i n i t s v e r n a c u l a r 
11 

g u i s e o f f o l k t a l e and t h e m o t i f s a s s o c i a t e d w i t h Harchen and S a e e t h i r d l y , 

myth i n i t s more t r a d i t i o n a l , sense i n c o n n e c t i o n w i t h H e l l e n i s m and. t h e 

c l a s s i c a l h e r i t a g e . The works d i s c u s s e d are i l l u s t r a t e d by music examples i n 

Appendix D» 

P a r t One c o n s i s t s : o f a b r i e f i n t r o d u c t o r y c h a p t e r on t h e p e r i o d , f o l l o w e d 

by a: more s u b s t a n t i a l one o u t l i n i n g - t h e t h r e e meanings o f t h e word 'myth' a s 

used h e r e . Chapter 5 o f f e r s a; necessary and. r e l e v a n t v i e w o f t h e c o n n e c t i o n 

between opera and', c e r t a i n l i t e r a r y movements and f i g u r e s o f t h e p e r i o d . 1912-33 

i n Germany and A u s t r i a . 

P a r t Two, ' H i s t o r y , F i c t i o n and. Myth' opens; with a-, c h a p t e r on t h e im p a c t 

o f l i t e r a r y 'Renaissanceisra' ( t h e N i e t z s c h e - G o b i n e a u v i e w o f t h e I t a l i a n 

R enaissance) on opera", d u r i n g V/orld War One.. The works concerned a r e S c h i l l i n g s . ' 

Nona!. Lisa-, Schreker's. D i e G e z e i c h n e t e n , Korngold's: V i o l a n t a and. Ser.lina-ky's 

S i n e f l o r s n t i n i s c h e T ragodie.. Chapter 5 pursues t h e h i s t o r i c a l J 3 i l d ' i n t o 

t h e e r o a o f t h e P r o t e s t a n t R e f o r m a t i o n and i t s c o n s e q u e n c e s , e s p e c i a l l y t h e 

'image' o f Luther.. T h i s i s seen t h r o u g h c e r t a i n o p e r a s } d i s c u s s e d s o l e l y o r 

l a r g e l y i n terms ox t h e i r t e x t s , p r i n c i p a l l y P f i t a n e r ' s P a l e s t r i n a and Busoni's 

D o k t o r F a u s t , b u t a l s o two now f o r g o t t e n works,. Karr.inski's. J (Irs; J e n a t s c h and. 

Klenau' :s M i c h a e l Kohlhaas„ 

P a r t s Three (Chapters; 5 and 7 ) and Four (.Chapter 3 ) fbrra t h e m a i n , d e t a i l e d 

p a r t o f t h i s - s t u d y * C h a p t e r 6 pursues t h e development c f the.- f o l K t a l e o r 

Marchen i d e a i n A u s t r i a n o p e r a (Gal,V/el_lesz,Zemlinsky,Krenek) and c e r t a i n 

German wo r k s , w h i l e C h a p t e r 7 f o l l o w s t h e Marchen and Sapre m o t i f i n S c h r e k e r , 

n o t a b l y Das S-oielwerk, Per S c h a t s g r a o e r and Per Schnied von Gent„. F i n a l l y , 

Chapter.- 8: ( P a r t h) d e v e l o p s t h e theme o f c l a s s i c a l myth as-- i t a p p e a r s i n 

Heger.'s Per S e t t l e r - iiamenlos,then,more f u l l y , i n '.Vellesz' s A l k e s t i s and D i e 

Bakchant i n n s n and i n Krenek's Orpheus und Eurydike. and Leber, d'es Orest.The 

t h r e e t e x t u a l appendices a r e : (A-) a- c h r o n o l o g i c a l c h e c k l i s t o f f i r s t 

p e r f o r m a n c e s 1o93--'l'933 (B) A note on p u b l i s h e r s (C) S c h r e k e r and P a u l 3ekker» 

part. One i s preceded by =; preamble t r i o f ? y s e t t i n g o-;t th? l i n e o f descent from Vagner 

! t o StraucG anrl, i n another tfirscti.-m, no Kshlor and ichnenber.;;-. p a r t Four i s f o l l o w e d 

ny ?. r e t r o s p e c t i v e Conclusion.. 
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PREAMBLE: 

Hi Is study of Austro-Geiman opera concentrates on a twenty-

year span from 1912 t o 1933 f o r reasons which the I n t r o d u c t i o n w i l l t r y 

t o e l u c i d a t e . I t i s a p e r i o d at the beginning of which Wagner's i n e s t ­

imably powerful i n f l u e n c e was s t i l l a major f o r c e t h i r t y years a f t e r 

h i s death, remaining so despite numerous and v a r i o u s l y successful attempts 

t o escape or overcome i t . I t also f o l l o w s the death o f Gustav Mahler, 

cut s hort at the age o f 51 i n 1911 when., i n the view of some (but not a l l ) 

c r i t i c s , he was on the verge of extending his musical s t y l e i n t o new and 

uncharted regions. I t f o l l o w s , t o o , the most b r i l l i a n t p e r i o d of Richard 

Strauss' career. His f i r s t r e a l stage success, 3 a long (.1905) was q u i c k l y 

f o l l o w e d by h i s most advanced score, Luektra (1908) and the f u l l - l e n g t h 

work Per Rosenka va 1 i e r (1910) which ensured him a degree of popular acclaim 

exceeded during those years only by P u c c i n i , and approached only by .Viascagni 

and d'Albert. F i n a l l y , as Strauss s e t t l e d i n t o a comfortable s t a n d s t i l l 

posture i n terms of progressive a r t i s t i c development - h i s d e t r a c t o r s have 

used the expression 'downward curve' froin the high p o i n t of E l e k t r a , d e s p i t e 

the richness of Ariadne and Die Frau ohp.e Schatten, t o say n o t h i n g of A r a b e l l a 

and C a p r i c c i o , works of h i s o l d age - an Aus t r i a n composer o n l y ten years 

Strauss' j u n i o r was moving beyond the Late Romantic t o n a l i d i o m i n t o 'atonal 

Expressionism 1 c h a r a c t e r i s e d by h i s stage pieces Erwartunq (1909) and 

Die n l t l c k l i c h a Hand (1910 - 13) and his celebrated P i e r r o t Luna i r e (1912) 

f o r speaking voice and chamber ensemble. Subsequently Schoenberg developed 

the i m p l i c a t i o n s of these and other non-tonal l y centred scores down to 191-4 

( h i s f o r t i e t h year) i n t o a system of dodecaohony or twelve-note s e r i a l i s e 

which had the most profound repercussions, net j u s t on h i s c e l e b r a t e d p u p i l s 



Berg and Webern (and subsequently Gerhard and S k a l k o t t a s ) but on a much 

l a t e r , post-1945 generation of European, and American composers. 

Thus as Strauss achieved wealth, o f f i c i a l p r e s t i g e and world acclaim 

i n h i s s o - c a l l e d a r t i s t i c ' s t a g n a t i o n 1 , Schoenberg 's f e b r i l e , questing 

i n t e l l e c t and d i f f i c u l t music a t t r a c t e d devotion from the i n i t i a t e few, 

and provoked incomprehension or o u t r i g h t e x e c r a t i o n from tho m a j o r i t y . 

Like h i s groat contemporary, the S i l e s i a n d r a m a t i s t Gerhart Hauptmann 

(1662-1946), Strauss o u t l i v e d h i s time by a great many years, dying i n 

September, 1949 having i n h i s V i e r Letzte Lieder w r i t t e n h i s moving v a l e ­

d i c t i o n t o the f o r g o t t e n , pre-1914 age. Schoenberg, dying less than two 

years l a t e r w i t h the word 'Harrnonie' or. h i s l i p s , j u s t survived i n t o a p e r i o d 

which v;as beginning t o l i s t e n t o and understand h i s music on i t s own terms. 

There i s thus a t a n g i b l e one-ness about the century betv.een the conception 

and c r e a t i o n of Wagner's most i n i " iucr. '•- Lai scorn. T r i s t a n urid Isolde i n the 

l a t e j.850s (arid i t s f i r s t performance at Munich i n 1865) and the f i r s t 

performance i n 1957 of Schoenberg's u n f i n i s h e d opera .'lose und Aron, the 

completed two acts of which were w r i t t e n i n 1930-32 before Schoencerg l e f t 

Germany f o r good. The purpose of t h i s preamble i s to say something, on t h e 

one hand about the German Wagner-Strauss t r a d i t i o n up t o 1914, and on the 

o t h e r , the a l l i e d A u s t r i a n Mahler-Schoanberg t r a d i t i o n , so as t o set the 

scene f o r the two decades t o 1933. 
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I I 

What Eeethovsn s i g n i f i e d f o r the generation of Schumann, Mendelssohn, 

L i s z t and Wagner h i m s e l f , as w e l l as the o l d e r B e r l i o z and the much younger 

Brahms, Wagner came t o s i g n i f y f o r a large p a r t of the l a t e 19th century 

l i t e r a r y and musical world i n France, together w i t h the l a t e Romantic 

German-Austrian generation i n c l u d i n g Wolf, Strauss. P f i t z n o r and S c h i l l i n g s , 

the somewhat o l d e r Humperdinck, and even the vei-y much o l d e r Bruckner, only 

eleven years Wagner's j u n i o r . Though Beethoven and Wagner were thus placed 

on p e d e s t a l s , the i d o l a t r y was on the whole informed and i n many respects 

f r u i t f u l . I n each case, the composer came t o symbolise something beyond 

h i s music, human freedom and d i g n i t y i n the one case, the p r o f u n d i t i e s of 

the psycho and the innermost fee Linos of men as expressed through myth i n 

the other. 

As the 19th century progressed, music became i n c r e a s i n g l y i n v o l v e d 

wLth extra-musical ideas and achievements, e s p e c i a l l y i n l i t e r a t u r e and p h i l ­

osophy, t o the extent that from mid-century onwards i t i s d i f f i c u l t t o d i s ­

entangle thorn t o t a l l y . Just as Beethoven was the f i r s t composer t o respond 

d i r e c t l y to the work of a p r o f e s s i o n a l philosopher (Kant) so the i n f l u e n c e 

of A r t h u r Schopenhauer's World as W i l l and Imace (1819) on Wagner (music as 

the 'immediate language of the w i l l ' ) came t o have a s i g n i f i c a n c e o u t r e a c h i n g 

the p a r t i c u l a r and devastating embodiment of Schopenhauerian pessimism i n 

T r i s t a n and I s o l d e . Furthermore, Wagner's i n f l u e n c e can be seen as the 

most spectacular element i n the t o t a l p i c t u r e of German Romanticism, of which 

music and music drama ars only a p a r t , i f one of the most v i t a l l y i m p o r tant. 

I t i s cl-sar enough that systematic philosophy through Kant, F i c h t e , 

S c h i l l i n g , Hegel and Schopenhauer was the most notable s i n g l e c o n t r i b u t i o n 

of Germany to European l e a r n i n g between 1790 and 1S60, though h i s t o r y and 

c l a s s i c a l studies run i t close. The l y r i c , dramatic and s p e c u l a t i v e genius 

of S c h i l l e r and the l y r i c - i r o n i c s p i r i t of Heine may be seen as the supreme 



( i v ) 

l i t e r a r y t a l e n t s of t h i s r i c h p e r i o d apart from the Leonardo-like f i g u r e 

of Goethe, already past his f i f t i e t h b i r t h d a y i n 1300. At l e a s t as im­

p o r t a n t f o r musicians were les s e r f i g u r e s l i k e Hoffmann, RcJckert, Jean Paul 

R i c h t e r and, through t h e i r V o l k s i i e d o r c o l l e c t i o n Pes Knaben Wunderhorn 

Achim von Arnim and Clemens Brentano. The v e r s a t i l i t y of Goethe's protean 

genius, however, had an i n f l u e n c e on the whole 19th century as extensive as 

Beethoven's and Wagner's i n music, and of Marx and subsequently of iiietzache 

and Freud i n o t h e r areas of thought and enquiry. In p a r t i c u l a r the f i g u r e 

of Faust, though h a r d l y Goethe's own creation,came, through Goethe's two 

Faust dramas (widely separated i n time) t o have an i n f l u e n c e on poets and 

musicians i n both Germany and France ur.5pproach.ed by any other f i c t i o n a l or 

mythic pert-onn of e a r l i e r times. 

Without Weber's Per Freisch.'.it:•: and to a le s s e r extent the works of 

LorL'.ing and tfarschner i t would be d i f f i c u l t t o see V/agr.er's works up t o 

Lohanorin i n t h e i r t r u e p e r s p e c t i v e . P f i t z n e r described Weber as the 

'g l o r i o u s dawn preceding the b r i l l i a n t midday sun' of Wagner. ' lie was 

paying t r i b u t e to the s p e c i a l sound-world of Per Freisch'utz, t h a t t o t a l i d e n t ­

i f i c a t i o n of music and t e x t which was the main achievement of German Romantic 

opera. Of Wagner's e a r l i e r works, Lohengrin came closest,, perhaps, t o em­

bodying t h i s i d e a l . Mot f o r nothing was i t the most performed of Wagner's 

works up to.1914. I t was, f o r instance, the f i r s t work conducted by Mahler 

on h i s a r r i v a l at the Vienna Court Opera i n May 1897. Mahler's subsequent 

work on Vveber's behalf ( t h e attempts t c provide, new t e x t s f o r Euryanthe and 

Obcrron and the v e r s i o n of Die d r e i P i n t c s ) shew h i s devotion as no less than 

t h a t to iVagner. Doubtless i n s p i r e d hy the unique r e l a t i o n of p i t and stage 

at Bayreuth, he lowered the orchestra p i t at the Vienna Cpera f o r t h e b e n e f i t 

of th.-; o v e r a l l t h e a t r i c a l e f f e c t . 

1. 33,1939 



(v) 

Wagner's t h e a t r i c a l v i s i o n , of course, f a r outreached Weber's i n a i l 

e s s e n t i a l s . The e a r l y Wagnerians, such as H e i n r i c h K r e h b i e l , were not by 

any means wrong when they associated him w i t h Aeschyhus and Aeschylean tragedy, 

2 3 
i n t h a t he was poet and composer i n one. As recent discussion has shown, 

several Greek t r a g i c f i g u r e s can be shown t o have i n f l u e n c e d Wagner's own l a t e r 

heroes and heroines. Though the Ring i s based on the Volsunga Saga ( i n t u r n 

d e r i v e d from the Poetic F.dda) t h e r e i s s t r o n g evidence t h a t Wagner's BrUnnhilde 

incorporates aspects o f the character and behaviour o f Prometheus, t o mention 

o n l y the most important instance. The s p e c i a l use of A l b e r i c h ' s g o l d , and 

t h e b u i l d i n g up of A l b e r i c h and ':Votan, as w e l l as S i e g f r i e d , i n ways which 

depart from the Volsunga t u r n the P.ino, as has been w e l l s a i d , i n t o a s t o r y of 

crime and punishment. I t i s f a r more than t h i s , whether one sees i t , l i k e 

4 5 
Shaw, as an extended a l l e g o r y of a changed world-order o r , l i x e Oonington as 

an e l a b o r a t e , i n t u i t i v e e x p l o r a t i o n of the psychic subconscious through mytho­

l o g i c a l symbols and archetypes, uncannily a n t i c i p a t i n g the work of Freud and 

Jung. V/agner himself admitted i n 1856 t h a t the tru e essence of h i s Ring t e x t 

was only being revealed to him as he composed i t . Sometimes, as V/esternhagen 

has discovered w i t h re:pect to the Rhelricolri prelude and the Srda m o t i f , 

connections wera only e s t a b l i s h e d r e t r o s p e c t i v e l y , thus making f o r 'an increase 

i n the p o e t i c d e n s i t y of the myth bom of the s p i r i t of music. ' 

The c r e a t i o n of h i s mythic music dramas apa r t , Wagner's p i o n e e r i n g 

achievement d u r i n g h i s middle and l a t e 30s was to introduce an element of s e l f -

s c r u t i n y and elaborate v e r b a l s p e c u l a t i o n " i n t o the- c r e a t i v e process unknown 

( t h e o r e t i c a l t r e a t i s e s apart) i n the world of music up to t h a t time. The ' a r t ­

work of the f u t u r e ' was not t o be allowed simply to appear unheralded, but had 

t o be explained, described and j u s t i f i e d i n copious d e t a i l i n a s e r i e s of prose 

2. S t ^ i i e s _ b 2 _ t h e _ j ^ Osgood, M c l i v a i n e , 139.1 
3. See Hugh Lloyd-Jones' important V^nqr_ajid.J:Jne^Gr^eks, TLS, 

9 JanT, 1976, 37-39". 
4 • The ?erf ect .'-'jagnar 11e, Constab 1 o , 1390 
b- : L ! A J ! ^ Faber, 1963 
6. Curt "v. Weste'rnhaa'en, "fh'e f o r g i n g of .the.'Ring' (ZUrich, 1973) E n g . t r . 

1976, 11 
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works du r i n g the years 1343-51. Wagner was, i t was l a t e r seen, c l a r i f y i n g the 

theory of the Gesamtkunstv/erlc. the ' t o t a l art-work' or u n i f i e d work of music, 

drama and v i s u a l e f f e c t , i n h i s own mind, preparing the ground f o r the magis­

t e r i a l succession of stage works from Das Rheinqold (1852-4) t o P a r s i f a l (1377-32) 

which were t o appear over the next t h r e e decades. 

I t does not matter t h a t Wagner's prose i s verbose, i n d i g e s t i b l e and as f u l l 

of the longueurs which Kanslick found i n a l l the l a t e r music dramas, i n c l u d i n g 

Die Meistersinqer. The mere f a c t t h a t a p r o f e s s i o n a l musician and man o f the 

t h e a t r e should set out h i s ideas i n t h i s way i s s t i l l as a s t o n i s h i n g as i t was 

to the Germany of the 1850s and l&60s. Nor does i t m a t t e r t h a t Wagner's dramas 

are seldom read as l i t e r a r y t e x t s i n the way t h a t he wished and recommended. 

L i n g u i s t i c bathos and excess i n the t e x t of T r i s t a n , f o r example, give$ no clue 

to t h a t work's overwhelming e f f e c t , d e r i v i n g from the i r r e s i s t i b l e power of the 

music, as Nietzsche understood p e r f e c t l y w e l l ir\ the Wagnerian eulogy forming 

Chapters XVI to XXV of The B i r t h of T r a — d y (i's??). Nevertheless, and bearing 

i n mind Nietzsche's subsequent ' r e v u l c i o - ' from Wagner (as emotional as h i s 

o r i g i n a l extreme a d d i c t i o n ) the dispassionate reviews o f Hansiick are s t i l l a 

great a i d to balance and s a n i t y amid the mountain of u n c r i t i c a l a d u l a t i o n to which 

Wagnerian music-drama gava r i s e from the 1860s on. Cf many such passages, one 

might qaots these remarks from Hansiick's long account o f the Bayreuth t h e a t r e ' s 

opening in. 1876, a f t e r he had accused Wagner of being an i n s p i r e d but mannered 

genius, i n d u l g i n g i n passionate e x a l t a t i o n w i t h o u t proving i t s ' t r u t h and. 

n e c e s s i t y ' arid comparing the s t y l e w i t h V i c t o r Hugo's poems, pr o d u c t s , i n 

Hansiick's view of 'inner coldness 1 whole apparently 'glowing and i n s p i r e d . ' 

'The music of GO I te r d limine rung' , he writc-s, 'characterises i t s author 
anew as a b r i l l i a n t s p e c i a l i s t ; r a t h e r ad;;scent to music then of i t . 
I t i s u n t h i n k a b l e t h a t his method s h a l l be, as he contends, the only 
v a l i d opera s t y l e from now on. the absolute 'art-work of the f u t u r e ' . 
When an a r t a r r i v e s at a p e r i o d of the utmost l u x u r y , i t i s already 
on the d e c l i n e . Wagner's opo ra s t y l e recognises o n l y s u p e r l a t i v e s ; 
but a s u p e r l a t i v e has no f u t u r e . " t i s the end, not the beginning. 
From L j ^ i a n j j r i r i on, Wagner broke a now path, dangerous t o l i f e and limb; 
and t h i s path i s f o r him alone. He who follows w i l l break, h i s neck, and 
the p u b l i c w i l l contemplate the d i s a s t e r w i t h i n d i f f e r e n c e , ' ' 

7. 'Richard Wagner's Stage F e s t i v a l i n Bayreuth 1 (Aug. 1B7&) i r i - Edward Hanslick, 
•••!u5ic C r i t i c i s m s . 1346-99 t r . H. Pleasants, Go 1 lance, 1951, 152. 
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I I I 

Humperdinck's Hansel und G r o t e l was f i r s t performed under Richard Strauss 

at. Weimar i n December, 1393 and seen by Hanslick i n Vienna a year l a t e r . I n view 

of h i s a t t i t u d e , i t was not s u r p r i s i n g t h a t Hanslick was c r i t i c a l . The work 

'swarmed w i t h reminiscences' of the Ring and Die .'.ieistersingar, the composer's 

p e r s o n a l i t y was 'completely submerged i n Wagner' and the marshmailow statues at 

the end were seen as a grotesque parody of t h e SrlOsunasidea or n o t i o n of redemption 

i n w'agnor's works from Per f l i e g e n d e Hollander onwards. V/hen Hans R i c h t e r conducted 

the young Strauss' symphonic poem Don Juan (1385) i n Vienna i n 1892 the 'tone-

p a i n t i n g ' was f e l t as exaggerated and t a s t e l e s s f o r a l l i t s s k i l l , a ' f a l t e r i n g 

t o n a l orgy' a l l the worse f o r the excitement i t csjsed among the Wagner d i s c i p l e s . 

Like-vice, the author of VOID musikj.il isch Sch5ne;i saw Strauss' Tod und V e r k l "rung 

(1333/9) as r e l y i n g on 'poetic r a t h e r than musical elements,' i t s o v e r a l l e f f e c t 

'•j-::n;>\ial~pr;thologic3L 1, w i t h the programme-note d e s c r i p t i o n o f the o l d man's 

death as 'Welt-Lirl^sung, Welt-Verkiyrung' seized on w i t h wenry impatience. Yet 

one might u s e f u l l y compare t h i s w i t h Hanslick's warm i n t e r e s t i n the f i v e Mahler 

songs i n a Vienna Philharmonic concert i n January noc, and h i s remark t h a t 'As 

we stand at the beginning of trie new century we are w e l l advised t o say of each 

new work produced b/ the musical 'Secession' (Mahler, Richard Strauss, Hugo Wolf, 

e t c . ) : I t may w e l l be that the f u t u r e l i e s w i t h them'.* 3 Hanslick d i e d i n 1904, 

p. year a f t e r R olf's s u i c i d e at 42, and over a year before Salome _ was produced 

at Dresden. The o l d c r i t i c ' s r e a c t i o n to 3alone would doubtless have been akin 

t o t h a t of Romain Roliand to the Paris premiere,when he commented t h a t d e s p i t e the 

'undeniable dramatic power' of V/ildo's p l a y , .it had 'a nauseous and s i c k i y atmos-

oner- ar.iou: i t , * exuding 'vice and l i t e r a t u r e 1 ' E a r l i e r , Roilnnd, whose 

advocacv of Strauss i n France was rooted i n the o r c h e s t r a l tone-poems of 

!3>3'-3-99, had been involved i n amending the French t e x t of 3along : he described 

8. F u l l t e x t i n D. M i t c h e l l , Gustav Mahler : the V.'undarhj)rri_Years 
(Fabar, 1975) App. G. 

9. Richard Strauss and Remain Roliand : Correspondence, d i a r y , essays-
Ld. and t r . R.H. .Myers, Colder. 1963- 8 2 C o t t e r of 14.5.07) 
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the l i b r e t t o , w i t h j u s t i c e , as ' admirably s u i t e d t o the stage ... always a l i v e 
i n 

and brimming over ... a dramatic crescendo from, beginning to end.' 

Strauss haul a],ready met Hugo von Iiofmannsthal ( h i s j u n i o r by ten years) 

and t h e i r c o l l a b o r a t i o n ever the poet's 'adaptation' of Sophocles' Zlektra, 

( o r i g i n a l l y a spoken drama) as -an opera, was something the composer never 

ceased t o take p r i d e i n . The two celebrated one-act operas, Srlome and S l e k t r a 

have r i g h t l y been described as 'stage tone poems', thus emphasising t h e i r descent 

i n one aspect from the e a r l i e r o r c h e s t r a l works. .But with, the s i n g l e , s p e c i a l 

exception of the Alpensymphonie (1915) Strauss never r e t u r n e d to the o r d i e s t r a l 

symphonic poem a f t e r Salome. There i s thus no r e a l comparison o r p a r a l l e l w i t h 

the vocal and i n s t r u m e n t a l elements i n the symphonies cf. I l a h l c r (110s. 1 , 5 ,6 ,7 ,9 

anr! the u n f i n i s h e d no. 10 of v h i c h ';ere p u r e l y instruments!, w i t h solo vo c a l and/ 

or chori/.]. sections present i n nor-. 2 , 3 , 4 and ", together w i t h lias L i e d von der 5rde! 

In l rV.", S t r e s s observed t h a t heo-ito the psychologic--.?., s i m i l a r i t y between Salome 

and L-?.ekt-:,-a, ha had gone oheod v.-i-.h the I j l e k t r a ven ro.;.-o through a wish 'to c o n t r a s t 

t h i s poo^eso'd, e x a l t e d "roece -.:iJ:P Winckelm.ooi' s lopvr. eooieo and Goethe's 

humrnlsm, ' thus making "p.oktra 'even mere intense i n u n i t y of s t r u c t u r e and i n the 

f o r c e o f i t s climaxes. 1 lie went cn. i n t e r e s t i n g l y : ' 1 am almost tempted t o say 

t h a t Qiilektra) i s to Salerno what the more f l c w l e s s and s t y l i s t i c a l l y more u n i f o r m 

lohen/rvin i s t o the i n s p i r e d f i r s ! : venture c f TannhliuGer. Uoth operas are 

unique i n my l i f e ' s work; i n them I per.etratsd to tho ut t e r m o s t l i m i t s of harmony, 

psychologic:;.! polyphony ( K l y t a r r r . e s i r a 1 s dream) a i d of the r e c e p t i v i t y of modern 

ear:;. 

Thanks l a r g e l y to Alexander f i t t e r , w i t h -.hc~ he subsequently q u a r r e l l e d 

over tho un-A?agnerian, s e l f - d e t e r m i n i n g denotement of fXuvtron h i s f i r s t coera 

( l r - 5 > - 4 ) , Strauss h;id been f i r e d wi'.h e n t l r i s i r s m f o r che L i s s t i a n symphonic poem, 

f o r h'agner end f o r Schopenhauer, j.s unicue am on;; groat ;;nd successful opera 
:1. Ueminlsconc^s of t'-e f i r s t performones c f my operas (i\3. i?42) i n 

lii e h a r d Strauss, r e c o l l e c t i o n s and .ooflections, ed 3chuh, t r . 
L.J. Lawrence, looncy, I P } ; , 1'^. 



composers i n coming t o ths stage lat-gely a f t e r composing a body of b r i l l i a n t end 

adventurous crclierjtro.1 music as v;oll as a considerable number o f Tine songs'. I f 

Guntram f a i l e d - i t was Strauss' ' c h i l d of sorrow 1, i n W i l l i a m Mann's phrase -

i t d i d so p r i n c i p a l l y because of the extremely t a x i n g t e n o r r o l e o f the l i n n e s i n g e j 

Guntram, as much as the work's profound indebtedness t o Wagner as a whole ( i n 

p a r t i c u l a r to Tannhauser and Pars i f s l y . A f t e r a l l , P f i t s n e r ' s Iter arme H s i n r i c h 

of 1595 2«<i I I a x von S c h i l l i n g s ' In,:-;velde. ( l S ? 5 ) belonged t o the some p e r i o d and 

ethos as Guntran, and both were even more steeped i n l e i t m o t i v i c s t r u c t u r e , 

Schopehhauerian gloom and the Br 10sun;? idea. I n any case, e x t r a c t s from Guntram 

appeared f o r a time i n concert programr.ez, such as t h a t f o r 13 March 1895 i n 

Strauss' 1894/5 B e r l i n Philharmonic s e r i e s , f o l l o w i n g h i s premiere on 4 March o f 

three movements from Mahler's Second Symphony. Nevertheless, despite many temp­

t a t i o n s ( e s p e c i a l l y towards the TJlrich vor. L i e c h t e n s t e i n s u b j e c t } and apart from 

the s p e c i a l cas-" of Fsuersnot, set I n 1 f abslhaf te U n z e i t , 1 Strauss never returned 

t o the. medieval Ge m a n i c background i n h i o Iat«r operas, nor d i d he ever again 

allow a tenor a t r u l y dominant r o l e . 

I n s o f a r as Strauss' r e p u t a t i o n d u r i n g these years v:as b e i n g b u i l t f i r m l y 

on the tone-poems from Macbe t h and Dor. Juan, Tod una Yerklarung end T i l ] Eulensuiege 

( a l s o b r i e f l y an opera p r o j e c t ) to L-on -"-uixot-e and Bin Ileldenlebcn, the d i f f i c u l t i e 

he had over Gun tram were not d e c i s i v e . He soon afterwards found i n Ernst von 

V/olaogsn's 'Singgedicht' Jeuersnot a congenial, i f decidedly r a c y end p r u r i e n t 

s u b j e c t f o r a one-act opera. I t was produced i n "Dresden i n 1901 and was f i r m l y 

intended by both "./olzogsn and Strauss as a b r i c k b a t a t t h e i r n a t i v e Munich. 

Ifeuorcnot follov/ed a period of p o t e n t i a l but u n f u l f i l l e d c o l l a b o r a t i o n w i t h 

Ferdinand, Graf vo., oporo':., 0. J. Sieroaum and, rcont i n t e r e s t i n g l y , Frank Wedekind 

( Q . . V . ch. 7 ) . The i n sora respects L c r t s i n g - l i k e r o l e s of I'iernut and Xunrad and 

the many chorusc" made Fruersnot at tr.-.otivo, but Strauss l a t e r acknowledged t h a t 

t e c h n i c a l d i f f i c u l t y , apart from th-.? p l o t ' s i n d e l i c a c y , had been an obstacle t o 

i t s 7.rogr:;r.-s. halite r produced i t i n Vienna (1902) presumably c u t of a d m i r a t i o n 

(.he saw GjOomjD i n B e r l i n i n l?C-7 and was deeply impressed) though the p r o d u c t i o n 

of h i s o l d f r i e n d wolf's Per C o r r e ^ i d o r (190A; which f u l f i l l e d Mahler's f e a r s 



abovit i t s u n t h e a t r i c a l i t y , took piece only a f t e r "..'olf's death. 'fke scandal 

i n Z e r l i n l e a d i n p t o 7euer.~r.ot's withdrawal was h a p p i l y f o r Strauss, t o t a l l y 

submersed by the b r i l l i a n t success of Salome, to a l e s s e r e x t e n t of 'Slektra, 

end, soon afterwards, the Austrif.11 rococo w o r l d o f Der R.cssnkavalier. Holland, 

who was l a t e r c r i t i c a l of the u n f u l f i l l e d cense of iron;/ i n Ariadne and the 

'obscure thought' of Die Frau ohne Schatten' l a t e r enthused over Der Rosenkavaliai 

"He has p u t the best of hi-nself i n t o i t - as a man 
and as a imisician ... But never d i d any rnusician 
have the ^ood f o r t u n e , \;hich f e l l t o Richard Strauss, 
t o work on a l i b r e t t o l i k e Kofnannsthal's. Even 
w i t h o u t the 7:usic, i t ' s a f e a s t to be r e l i s h e d , hhat 
s u b t l e t y o f touch, what wrace and what maliceJ' 1 ? 

I n t h i s wozk, Strauss entered the v.'orld o f t l i e A u s t r i a n m i d - l S t h century 

the a^e o f I-.'aria Theresa; i n Ariadne ,',-gf ITaxos. through i t s connection v/ith 

T'Toliera, he entered ths a/je of Louis XIV, and i n i t s second, one-act ( l 9 1 o ) 

v e r s i o n , more s p e c i f i c a l l y the w o r l d ~ f the conned!:-. do 11' a r t e . Sy then he had 

or;"::dirked on ~\)±z ?rau ohne 5chatt~n. h i s f o u r t h c o l l a b o r a t i o n v/ith Hofnannsthal. 

r e s p i t e the r e s e r v a t i o n s i t r o t v i t h 1?!'? r-nd l a t e r , t h i s i s arguably h i s 

.^r::-at est achievement. I t j.s a!:?.c, p a r a d o x i c a l l y , h i s r.ost kagnerlan work i n 

scale- and t e x t u r e (see also Oh. 6 ) . As Strauss' love o f kov.art w-?xed the- o l d e r 

he .rrev:, so h i s doep admiration f o r '.Y.pnor also kr.cr??-:sea. Tie more he saw o r 

conducted T r i s t a n and the Riryj, the r.-orc t h ~ d e t a i l s o f the o r c h e s t r a l score 

f a s c i n a t e d him. I k i s was p a r t i c u l a r l y so w i t h l i e t-'eistersineer. many f i n e r 

p o i n t s of which he considered -were l o s t i n tj\? deep 3ayreuth o r c h e s t r a p i t , u n l i k e 

^^-.1^1 -r>- r n r s i f a l . works he thought noro s u i t e d tc tiwse c o n d i t i o n s . 1 ^ Thus 

Strauss never at any p o i n t cmsidcrs-d h i m s e l f t o have 1 outgrown' v/sgner, an;.-- more 

than he 'outgrew' Ik:w.ri- Rather d i d he vrow intp_ than, nore and more deeply. 

Given h i s pra.-^matio, p r a c t i c a l te:vy.-:r ".-.~-nt - two adjacent chapters i n kax Graf's 

rods me r-.i.sik (19'^) hear the t i t l e : - '."khlor the k y s t i e ' and 'kichard Strauss the 

re-.List' - no ether course was possiVIe f o r h i : " . 

12. Os c i t , , 100 ( 1 0 . 6 . ? ^ 
13. I b i d , 1G>: ( D i a r y , ?C".5.27; 
14. Of. Kahlar's view t h a t Lie i x o i s t - — i n - ~ e r and T r i s t a n , not the 

.lUiki) "'ore ka/pier's t r u l y polyphonic -.crks. k"e would probably 
h a v i di.:;o£";.\":ed w i t h Strauss over t h i s . 



I n 1910, i n sn a t t a c k on dogna i n c r i t i c i s m , 1-iailer a l so c h a r a c t e r i s t i c a l l y 

attacked the a s s o c i a t i o n by conservative l i s t e n e r s of 'newness' w i t h "decadence 1. 

' I admire Strauss, I adrrire Dab-assy1, he declared, "They have done something 

o r i g i n a l . F i f t y years from now, perhaps we car. t e l l whether or not they are 

decadent. Put we are too near to them to t e l l now. 1 This echoes h i s e a r l i e r 

i n t e r e s t i n , successively, Guntra -*, leuersnot and -Talor.e. I t can be matched by 

Strauss' admiration of Mahler's rnusic. I n t h i s sar.s year, 1910, Strauss 

appended a b r i e f note t o Paul Stefan's Oustav i'lahler : FJin B i l d seiner 

I t e r s c n l i c h k e i t i n V'l&muigen (?:. Piper, Iror.ich) i n which he looked back on h i s 

championing' as conductor of Nahler's e a r l i e r symphonies, d e c l a r i n g t h a t 'the 

p l a s t i c i t y of h i s o r c h e s t r a t i o n , i n p a r t i c u l a r , i s absolute].;.1- exemplary. ' 

l i a h l e r , who must have been a c u t e l y ...ware of tha vast g u l f between t h e i r per­

s o n a l i t i e s , had once observed ;.n l e t t e r !".v /.rtimr o e i d l (February 1097) how 

glad ho was t o have such v. 'I-itk^mpf^r u:\d h i bochaffer' as ?. contampor'ry, 

.•/•-.calling Schopenhauer'::; i:::ago c." ':-~o rou:itr.:.nrvtvi:s descending a T'eak on opposite 

sidos. f i n c i n g ':he.l.r way i n t o l h " ravine-, : :id thu.-. - x e t i n g on t h e i r journey 

16 
CO'. .11. 

15 Is.ev York D a i l y Tribune- i n t e r v i e w , 3 A p r i l 1910, qu. K L t c L i f t l l , 
OP c i t . , ;-50. 

16 ou. M. ICralik (ed. l\ h e l l e r ) Oustrv Kahler, L a f i . i s , Uien, 
1962, 1G 
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IV 

I f the names of V.'agner and Strauss are associated l e s s w i t h the o l d 

German Reich as a whole than w i t h Bavaria, End i n p a r t i c u l a r w i t h Munich" and 

i t s h i n t e r l a n d , then Mahler and Schoenberg must always, f o r e q u a l l y obvious 

reasons, be associated w i t h Vienna, the c i t y which t r e a t e d them both so shabbily. 

The t r a d i t i o n Strauss t r i e d t o cs.rry forward i n Gun tram and Feuersnot was one 

i n which Mahler and Schoenberg wers e q u a l l y s a t u r a t e d , but d i d not f e e l i n c l i n e d 

or able to continue as onera composers per se. The young conductor who avoided 

performing v'agner at Laibach and OLmii.tz (1881-83) was deeply moved by Wagner's 

death i n February, 1883, had s t i l l not v i s i t e d Bayreuth by the time he wrote h i s 

Lieder eines fahrenden Gesellen (IPS/;). Yet Mahler, h i s f r i e n d w o l f , and othe r 

young musicians i n the Vienna of the :-,id-13c0s had been prof o u n d l y a f f e c t e d by 

the '.'agnerian achievement. I n Mahler's case i t scon bore p r a c t i c a l f r u i t i n h i s 

version of tho Ring i n hr.ngarian at the Bi;di:.p::oi Opora i n 1838-9G. Schoenberg, 

an :;arly Brahms devotee had corns to Wagner's music through h i s f r i e n d , teacher 

and labor b r o t h e r - i n - l a w ^ l e x o i x l e r von Zomlinoky. Scon a f t e r Mahler's involvement 

i n h i s mature s e t t i n g s of poems from TABS Khaben h\piderhorn between 1392 and 18f5, 

Schoenberg was moving i n the d i r e c t i o n o f the Behmel s e x t e t V e r k l a r t e Hacht (1899) 

ai:d h i s most V/agnerisn work, the huge O u r r o l i e d e r of 1900-1. I t i s worth n o t i n g 

t h a t Mahler, Zemlinsky and Schreker (as w e l l as V.:olf and Franz Sclimidt) were a l l 

to.ught by Robert Puchs (1047-1927), Brahms' f r i e n d =nd harsiony teacher a t the 

Vienna Conservatoire from 187? to 1911. ' 1 

Mahler and Schoenber,-; shared a common Jewish h e r i t a g e ( d e s p i t e Mahler's 

conversion tc Catholicism and ochoonbsrg's C o t h o l i c u p b r i n g i n g ) and i n I h e i r 

d i f f o r o n i ways s u f f e r e d from tho onti-semitso os -.-oil as the P h i l i s t i n e s i n 

Viennese s o c i e t y . 'Mo was s a i n t , a martyr' s a i d Schoenberg when Mahler d i e d , 

knowing w e l l t h a t Mahler's uncompromising a r t i s t i c i d e a l i s m , simultaneously t h a t 

of v i s i o n a r y and guardion of tho gr ;-ai t r a d i t i o n , could only now be c a r r i e d on 

by himse l f . P e r a f l c l s are obviouoly faj-: from exact, but Mahler's r o l e i n 

Viennooe a r t i s t i c l i f e c.n at l e a s t bo compared w i t h t h a t of h i s contemporary, 

17 See It. r o s c o / l l , I\T, February 1977, 115-17 
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the- great Jugc-ndstil p a i n t e r Gustav Klirat ( 1 S 6 2 - 1 S 1 S ) . The gre a t achievement 

of Mahler's f i n a l (1903-7; p e r i o d .at the Vienna liofoper came about at l e a s t 

p a r t l y because o f h i s crea.tive and herrr.onious f r i e n d s h i p w i t h A l f r e d R o l l e r , a 

t h e a t r i c a l designer of genius. 'Roller l a t e r designed .the sets f o r the Vienna 

E l e k t r a i n 1909 and t h e r e a f t e r became very i n v o l v e d w i t h Strauss' operas. 

Schoenberg, f e r v e n t amateur p a i n t e r as he was, and f r i e n d o f the a r c h i t e c t 

Adolf LooSjhad much i n common w i t h the b r i l l i a n t ;.'ounger p a i n t e r s Kokoschka 

(b. 1886) end Sgon Gchiele (1890 - 1 91£). The obsessive imagery o f h i s p i c t u r e s 

r e f l e c t s the JlbrpressioniKt movement i n p a i n t i n g as a whole, e s p e c i a l l y i n those 

themes of mo:?bid i n t r o s p e c t i o n and imminent o r actual, v i o l e n c e which are also an 

important aspect of h i s musical s t y l e , e s p e c i a l l y between 1 9 0 8 and 1913. 

ochoenbarg e : d i i b i t e d w i t h other members of kandinsky's Blaue Re i t e r grcup i n 

Munich on IS December 1 9 1 1 . The in?port<.nt Blaus He i t e r almanac, p u b l i s h e d i n 

1912, r e f l e c t s the c r e a t i v e teneion r" German "•^-resr;ioni ,:rn as do few comparable 

a r t i s t i c documents o f ony p e r i o d . I t >-rcee from on i n t e " l o c t \ ; a l ferment i n 

which a r t i s t s l i k e Marc and M?ndin?ky were :'.ilr- to express t h e i r deer i n t e r e s t 

i n ruisic ^Sohoenborg end Gcriabin. as -.-ell as Be;rg end './ebem appeared i n 

IV: r Blsue Re i t e r ) as w e l l as t h e i r cympathy f o r French Feuvion and cubism. I n 

the e : i . i j i - . . i o n o f March 1912, the Blaus Tie i t e r p a i n t e r s were j o i n e d by the 

e q u a l l y p i o n e e r i n g and p r o l i f i c Brucke group from Dresden. I t i s impossible t o 

understand Schoenborg's achievement botweer. 1907 end 1 9 1 5 otherwise than against 

t h i ? r i c h background. This also i n c l u d e d the p o l e m i c a l j o u r n a l i s t K a r l Kraus 

( 1 C 7 4 - 1 9 3 D ) , h i s exact contemporary, and a searching i n f l u e n c e , through h i s 

preoccupation w i t h language, on the v h o l i 'Bxeressienist' g e n e r a t i o n . 

Perhaps the most ebvious cor':r=;̂ n feature of M'ahler arm Schoenberg as 

composer.-., other than t h e i r keen c o n t r a p u n t a l end c o l o u r i s t i c sense, i s t h e i r 

i n t e r e s t i n larger-scale, oven transcendental o r c k o s t r e l end vcc a l forms, r a t h e r 

then epsre as such. Mahler was a t t r a c t o d by the Merchen wor l d as a very young 

mar., end, l i k e \ / o l f . had h i s c h i e f stiru.V.-.s i n t h i e d i r e c t i o n from vTannhauser. 

His f i r r - . t c o l l a b o r a t i o n . Herzcg...Brnst von Sohwabon. w i t h h i s teenage f r i e n d 



(x-iv) 

Josef S i e i n e r (1G57-19-3) was almost c e r t a i n l y destroyed a c c i d e n t a l l y . I t 

v/u- q u i c k l y f o l l o w e d by ilabezahl ( a T i l l S u l e n s p i e g e l - l i k e f i g u r e o f Bohemian -

E i l e s i a n o r i g i n ) , the p r o j e c t he discussed w i t h V s l f , but o n l y the te:-:t s u r v i v e s , 

The t h i r d o p e r a t i c p r o j e c t of the l a t e IS'JQs,, Die Arrronauten, was a g e n u f l e c t i o n , 

maybe wore, i n the d i r e c t i o n of c l a s s i c a l myth as o p e r a t i c m a t e r i a l . Kanler 

raay have read A p o l l o n i u s ' /j;~onauhica, and i t rdL^ht have been of i n t e r e s t t o 

have h i s v e r s i o n o f Jason. hedea, Circe and the Golden ?leece, even i f the f l a v o u r 

h.-d been a k i n to Hawthorne's 1651 Tan'devTcod Tales. I n the event, the idea, l i k e 

the o t h e r s , cane t o nothing. A l l were overtaken by the l a r g e c a n t a t a Das HI amende 

Liod, b r o a d l y based on a Ludwig- iBechotsin Ilarchen, and w r i t t e n i n 1S73-8C. 

Something else which reached f r u i t i o n "-."as the i n c i d e n t a l susic i n seven 

tableaux f o r J.V. ven S c h e f f e l • s verse romance 3er Trcrroeter von Sackinrren. 

w r i t t e n by I-!?,hler a t Kosssl i n the surantr of '.333. Though rerforrr.ed elsewhere, 

the snor." has disappeared, and w i t h i kahler's only s u b s t a n t i a l piece o f th e a t r e 

: u s i c . Though hai u o r l a t e r salv^g-a the 3Iu~in ? (Andante) s e c t i o n f o r possible 

b a t / v n i u l f i l l e d use i n the I-hrst SyrpXony, ho c l e a r l y produced t h i s raisin v i r t u a l ] y 

to order, and had no great o p i n i o n von ochoff ' o r c p u l a r work. I t s e f f e c t 

on hi. " may be compared w i t h the l a t e r e f f e c t on Tr::n? oehreker of von Gcheffel'c 

n a l u work, the h i s t o r i c a l novel Akkoka-d. (q.v. , Gh. ? ) . Ihahler's music was 

q u i c k l y f o r g o t t e n , br\ : .: remarkable vogue of :)or Trornvreter ( w r i t t e n i n 1G53) 

continued. A year l a t e r , V i k t o r ITessler (iSAL-JG; had tur n e d i t i n t o a moderately 

sucoessful..cpora. Year?, l a t e r , Hans Conner (1337-1922, whose L o r e l e i Strauss 

conducted at '.einar i n ICC_:~;) was a t t r a c t e d by -;he Auhesahl thsze which had 

i n t e r e s t e d the boy Ik-.hlcr : h i s iHibenahl»v.nd dor Cac k ? f e i f e r von heisse, i n A acts , 

a-psared at 3raunschweig on V;. J Toy, 1"CA. 



Some remarks are c a l l e d f o r at t h i s p o i n t on Strauss, Mahler sad 

Schoenberg as song composers i n the l i g h t o f t h e i r o v e r l a p p i n g l i t e r a r y 

background. The obvious d i f f e r e n c e betv:eon S t r e s s and Mahle r here i s t h a t 

v;hile M a i l e r ' s songs '.rare an i n t e g r a l p a r t of h i s t o t a l musical v i s i o n , e s p e c i a l l y 

i n t h e i r i n t i m a t e connection '.vith the syrr.chor.ies, Strauss' songs car. t o a great 

e x t e n t be seen as a separate category, from ths e a r l y setting.?, of C-ilm, von 

Cchack and Dahn ( a t o t a l o f 35 songs do-.;n t o 1333) t o the V i e r Letzte Lieder 

of h i s extreme o l d age. Common l i t e r a r y i n f l u e n c e s ••.ere evident a f t e r 1890, 

most n o t a b l y i n 1SCJ6, v.-hsn S t r a t s s '."rote h i s symphonic peer.: Also surach Zarathustra 

i n a t h e n - f a m i l i a r mood of i n t o x i c a t i o n v:ith hietzsche's best-known, r.ost d i f f u s e 

v;ork, v/hile Maliler i n c l u d e d "0 Menseh, gi b achtJ 1 ( a l s o from Zerathustra) as the 

t e x t o f h i s huge T h i r d Symphony's a l t c solo f o u r t h movement. 

The second important overlap was trio Xraben Vundemhcun c o l l e c t i o n , handled 

' i r -

by . .s-hler 'Jake a chapbook' ~ though no poem v.:as a c t u a l l y set by both composers. 

Strauss' irimmelskr/.-en, Op. ~,2/^} of 1896 v:as tk:- f i r s t o f h i s f o u r s e t t i n g s , 

f o l l o w e d by tv;o l i g h t h e a r t e d ones i n Op. 5$ (l'2?7-3) s::& Jur:ggese 1 lenschvrur, Op. 

49/6 ( l90w). Mahler's f a r more vride-ranging :-r.d f e r t i l e connection w i t h the 

famous c o l l e c t i o n goes back to 13G;j-A, immediately before the fiesellsn songs 

( t e x t s by Mahler h i m s e l f , d e r i v e d fm-. pes khaber kmrderhorn; but v e i l a f t e r 

Das KLapende Lied. K.U; t o t a l o f 24 set t i n y : range from e i g h t "in the 1530-92 

c o l l e c t i & n - ( i n c l u d i n g kblbsun- • im •:p-::.v;r, abrembed i n t o the T h i r d Symphony's 

t h i r d movement) to keysPge ( J u l y 13 and Tai^ourg^sell (august l ? 0 l ) from the 

Sieben Lieder, 1399-190?. I n add:.tier, Gkva es set f o u r o f von Arnim's poems, 

v:hile h i s s i x Brentano son;;-, Op. 66 (1918), an a f t e r g a t h e r i n g of Die ?rau ohnc 

Sckatben, represent a peak among h i s mature acn--eperatic v:orks. 

A t h i r d l i n k i s to be found i n i n t - J I V S i shomn by 3trauss and Mahler 

i n 'he poetry of Jk'iedrich arc" .cat (1788-1866)• 3 t r e u s s ! Dp. 46 ( f i v e songs, 
13 h u r t Llaukopf, Cuntav P- IPer (P. kelden, ".'ion, I9S9} 

Eng. t r . , A l l e n Lane. Ip/;-. 10;? 



w i n t e r 1399-1900) vias preceded by /aibetun?: (Op. 35/4, F.srch 139S) and 

lTS-chtlicher Gang (Op. 44/2 Eov #, 1899}. ? i v s of I l s h l e r ' s 1699-1903 s e t t i n g s 

are of Rilckert poens, i n c l u d i n g three of h i s best-l-movm. songs. The XKickert 

X i n d e r t o t e n l i e d e r ( l i k e Strauss' Brentano songs, on a of -".is f i n e s t achievements) 

o v e r l a p , d a t i n g f r o r . 1901 t o I904. Long a f t e r Mahler's death, Strauss r e t u r n e d 

I , * 

t o Ruckert v.'ith the two s e t t i n g s o f 1?29 and the i s o l a t e d LT. Sonnenschein o f 

1955- I n respect of o l d e r poets, Strauss vent t o TJliland (seven s e t t i n g s ) and 

I l o h l e r to Elopstock f o r the. f i r s t tv-o versos o f 'Aufersteh'n, j a aufersteh'n' i n 

the I n s u r r e c t i o n Sv^phony, replacing; IQ.opstock's l a s t verse -..1th f i v e o f h i s ovm. 

Again, e x c l u d i n g j u v e n i l i a , Strauss set e i g h t Goethe poenis v/hile Kahler chose t o 

sot the c l o s i n g scene o f Faust, Part Two as Part 2 o f h i s E i g h t h Syjiiphony. Hans 

Bothge's 'adaptations' of various o r i g i n a l t r a n s l a t i o n s from the Chinese which 

raarie up h i s volume '-Die chine s i scho rj-ote ( i p T ; ) gave ITahler the i n s p i r a t i o n f o r 

h i s 'Symphony f o r tenor, a l t o ( o r "bar.! tcna) and orchestra' which becar.e Das L i e d 

von der ":I!rde, This can be; l i n k e d vKt": ;;hc i n t e r e s t i n Leihgs sho'.ni by Strauss 

years l a t e r (the f i v e Qej^n^s^eo_^CAr^^, Cp, 7';' of l>2 5 j as v e i l as the three 

Goo the \ ( g s t o s t l i c h e r I l i v y n s e t t i n g " (Cp. 67, nos 3-6, I " ! ? ; . Zethge appears 

again i n three of ochoenb^rg's Jour pieces f o r mired chorus, Cp. ?.'{ o f 1925. 

I'n !;he o t h e r hand, Strauss set s i x poens by Leine between l$0o ana 1?18; I l a h l e r 

and Schoenbsrg ignored niir., f o r re-asons v-hich nay or rcay not have been connected 

w i t h Heine's Jewish b i r t h . 

Schcenberg's e a r l y songs (and i n rsany ways a l l h i s works up t o Gp. l l ) 

r e v e a l h i s profound r o o t s i n Urchnis and V.'c.gnor, h i s indebtedness to Strauss ( a t 

least; up t o Pollea? und yalisando, 1902-5; end h.vj dsc;c:\ing- c d n i r a t i o n f o r I-Iahler. 

!Tot s u r p r i s i n g l y , i n vie:; of the ag^-gap, ?al::.e (107:3-1925), the g r e a t e s t l y r i c 

poet of the t i r . e , was set by n e i t h e r Strauss :i~a- k a h l o r . Apart from Trau;:igekront 

(no. 4 of :3erg"s Ziehen f m h e Lioder'- V/ebem's two TixDze songs o f 1910 and 

Y2ZL^2^h 1"-"^ Schoonborg's ppr.r O r c h e s t r a l .Songs, Op. 22 (1916) R i l k e had 

to w a i t u n t i l I - I i n d e - i t i i ' s h'arler.lGbor. cycle of 1?22 f o r extended v o c a l treatment, 

howevor, Strauss and Schoenb^rg d i d have- i n common an a d r i r a t i o r i f o r the p o e t r y 01 



Hichcrd Beimel (1065-1920, q.v, Ch. 7) . Schcahberg's f e e l i n g f o r Dehmel's 

l y r i c verse a i d outlook i s v:ell-kno-Ti, n o t o n l y from the \ : e r k l a r t a l i a c h t se::iet 

(1399) but f r o r . h i s December 1912 l e t t e r t o Dehaei r e q u e s t i n g an o r a t o r i o t e x t 
'.a 

on the theme of 'IVhe Prayer of the Kan of Today',' and h i s si:-: e a r l y song-settings 

including; Brhebung (OP. 2/5), V/arnung (G?. 3/4) end A l l e s (Cp. 6 /2) . A l l these 

predate the important Stefan George s e t t i n g s o f 19G7-9, i n c l u d i n g t h a t i n the 

Second S t r i n g Quartet end the Book of the har.~in? gardens c y c l e , Op. 15. 

George v;as ignored by Strauss, whose enthusiasm f o r Bierbaum, Henckell and 

J.11. K'ackay was d i s t a n t l y echoed by 3choenberg (1?01 B r e t t 1 L i e d e r ; Op. 6; Op. 14) 

Dehr.el v.'as set eleven tiiues by Strauss between 1695 and 1901? o f these, Yziegenlieci 

\;as o r c h e s t r a t e d i n 1900 and f o u r others between 1913 and 1941. 

Three of Dchcenberg 1 s e a r l y songs (C-. 3/5 End 5» 0?. 6/5) v/ere s e t t i n g s o f 

the r>-is:- r - o t t f r i e d K e l l e r , thus a n t i c i r a t i r . . ; ; Zer^ini'ky's 1?10 K e l l e r opera 

IBLeidor mack or: he-.ito. I']riede au" Brdan v,~p. 13; 1?:^7) baaed on a simple poem 

by K e l l e r ' s compatriot ".P. l-'leyer (?.v. Ch. 5) '••'c-3 f i r s t performed under Schreker 

i n i s 1911 ••rckostral v e r s i o n , 'ike -"on-- Vie Ceerr von Bzvndsbsrg von s i c h selbes 

s::vig (Gp. 5/1), together v i t h Bas Vay pans c h i l i an:: S^hnsucht o f t>e Op. 3 orchestra 

songs (1903-5) ^ere Cchoenberg's three set t i n c f Vfcnderhc-rn poems. Ker7,gev;achse 

Cp. 20 ^1911; i s the second Sckocnhcrg vork a::soc: axed v;ith the name o f Haeterlincl: 

I t s s c o r i n g f o r h i g h soprano, harp, c e l e s t a or.d harmonium r e l a t e s i t t o the music 

of Schoenberg's f r i e n d oc}ireker, e s p e c i a l l y the rsv/ly-composed Das Suielwerk und 

die P r i n z e s s i n (q.v. Ch. 7 ) . Perhaps the vork p l a c i n g the p r e - s e r i s l Schcenberg 

most c l o s e l y i n h i s t i n e ( h i s analo-v.e, as i t ..ere, of Mahler's E i g h t h Symphony ) 

'./as cue of the many he never proceeded f a r v - i i h , the huge Syi.r>hony f o r chorus and 

orc h e s t r a (1912-14; based on t e x t s ly- Dehaei, Barere (cs.v. Cli. 6) and h i m s e l f , end 

fro::: the B i b l e . This can be l i n k e d ?or.copti- - l l y v i t h the incomplete Bie J?: zoos l e i 

for o r a t o r i o , ::hich i n t u r n l o o k r forward to the unpublished spoken drama Per 

b l h l i s c h e '"eg o f 1 9 - - a n d to I lose ynd i r o n . 



( x v i i i ) 

YI 

I l a h l e r ' s Das k"l amende L i e d ( the song o f l a m e n t a t i o n , end o f accusation) 

i s a t r u l y remarkable work f o r a 20-year-old. I n t h i s c a n t a t a of 1800, many of 

the c h c r a e t e r i s t i c f e a t u r e s of h i s s t y l e - the bare c o i u r t e r p o i n t , the p r e c i s e l y 

imagined i n s t r u r n e n t a t i o n and some of the brooding i n t e n s i t y o f his. l a t e r scores, 

though n o t , of cov.rse, the 1'andler s t y l e o f , f o r i n s t a n c e , the second movements of 

the ITourtb .and N i n t h oynohonies - are conspicuously present. An apprentice work 

i t nay ber but i t i s one of ast o n i s h i n g assurance and q u a l i t y . The f e e l i n g f o r 

nature l a t e r shown i n the T h i r d Syr/phony, reaching i t s overwhelming apoiheosis. 

i n the Abschied of Das Lied von der arde. i s already present here - f l o w i n g 

woodwind, s o f t horn c a l l s , l o n g pedal p o i n t s , gentle h a r p arpeggios, vigorous 

march f i g u r e s . The o r c h e s t r a l i n t r o d u c t i o n t o Der Suiolr;ann, f o r example, c l o s e l y 

a n t i c i p a t e s the beauties o f l a t e r works. I n i t s o r i g i n a l form o f V/^ldingrchen — 

Per "tjishvann — Hockseitsst^ok, the work presented a lAarchen fro:?. Ludwig 3echstein!i 

1Z% heups deutscher. harchnnlmch. wj :.h the rud'hlc s e c t i o n taken, s c l e c t i e a l l y but 

a p p o s i t e l y , f r o - t'--e ^riTuv s t o r y Per ^inp?nde hinccher. (The s i n g i n g bone). The 

young l i o h l e r , seen t o discover the hyav.lerhcrn peeres, thus declared h i s deep c e n t a l 

and emotional i d e n t i f i c a t i o n with- the world o f the Gerran IJarchpn, and helps t o 

ewglain the s t r o n g a f f i n i t i e s f e l t by the late:-: A u s t r i a composers discussed i n 

the n a i n p a r t o f t h i s study. The s t o r y o f the queen, the f l o w e r i n the f o r e s t , 

the search, the murder of one b r o t h e r by m o t h e r , the bone which i s carved i n t o 

a f l u t e , the delayed wedding and t k v.'oueni o f r e c u s a t i o n ss the ivdrisfcrel's f l u t e 

reveals the t r u t h , the c u s s's cohlcgso and the c a s t l e ' s d e s t r u c t i o n " a l l these 

elements and ir:iag~s f i n d f a v i i l i a r echoes i n s e v e r a l o f the operas o f ̂ chreker and 

Ser.:linsk,y y.;auy years l a t e r . I n IT-.'A I b h l e r rer.'oved the ".A-.ldr.iarchen,and the 

s u r v i v i n g two movements were performed i n Vienna e a r l y i n 1501. This i n e v i t a b l y 

deprives the ^ a i n r.-.art o f the s t o r y (the 'accusing' f l u t e ) of i t s f u l l n a r r a t i v e 

background ; but a].so h.elov to keo;; the work to a reasonable l e n g t h . I t may also 

be that i k i k l o r f e l t en i n s u f f i c i e n t degree o f c o n t r a s t between the throe sections 

as o r i g i n a l l y conceived. The halpparchen i s longer than the o t h e r s e c t i o n s , end 



(xix) 

i t s removal also e l i m i n a t e s the b a r i t o n e s o l o i s t from t i e forces- i n v o l v e d . Not 
u n t i l 1955 was Das JC.a^endo L i e d performed i n i t s e n t i r e t y . 

This c a n t a t a has no r e a l p a r a l l e l among the l a t e r , symphonic works. The 

nearest i s arguably the second p a r t of the P i r h t h Symphony ( I90c, 1st p e r f . 1910) 

where the e l a b o r a t e s e t t i n g of the whole concluding scene ('mountain gorges, 

f o r e s t , c l i f f , wilderness') o f C-oethe's Paust, Part 11 i s r o u g h l y e q u i v a l e n t i n 

l e n g t h to the e n t i r e o r i g i n a l Pas k'lagende Lied. The Eighth 3yr;:phony1 s f i r s t 

movement set the o l d L a t i n hymn Yoni, c r e a t o r s o i r i t u s . and i s of headlong 

b r i l l i a n c e and energy. I t s p r e v a i l i n g key, B f l a t , r e t u r n s a t the symphony's 

cl o s e , v.'hen Paust has been f i n a l l y borne a l o f t t o heaven, aided by the d e s c r i p t i o n 

of C h r i s t ' s c r u c i f i x i o n by the llagna Psccatri:-: ( 3 t . Lul:e, 4)» K u l i e r Samaritana 

(Ct. John, 7) end K a r l a Aegyotiaca ( t h e Acts) as w e l l as the P e n i t e n t one, f o r m e r l y 

Gretchen. These f i g u r e s , headed by the V i r g i n I'-'ary, the Hater G l o r i o s a of Goethe, 

present the image of 'des Ewig-Weiblicke 1 which, i t i s c l e a r from " a h l e r ' s l e t t e r 

to Alma, h i s wife (June, I909 ,-.nd Juno, 1910; had seized h i s imagination. 

'The a s p i r a t i o n s ! l e v e l cf t h i s --ast movement I s measured by the l i t e r a r y 

sta\ure -TK'. a l l u s i v e d e n s i t y of the icmt i t attempts t o set t o music. That 

e t h i c . I s t r i v i n g which c h a r a c t e r i s e d .70 main- rost-'./agr.'.-risn stage and concert works 

here reached i t s seuiti.-, b oth i n metaphysical p r o f u n d i t y a;\d i n the immensity o f 

the force;; employed. Yet i t is. p ossible t c loo?: back from t h i s g r e a t peak 

( k a h l e r d i d no t w; sh i t to be Iuu:-.;n ::.z h i s Pai:st symphony, to the d i g n i f i e d 

b eauties of IV;:: klagende Lied. './hat they have i n common i s a basic c a n t a t a 

s t r u c t u r e , and a q u a l i t y of a b s t r a c t ! : a b o u t t'-e p a r t i c i p a n t s i n the n a r r a t i o n . 

T)as Kla-ende L i e d , apart from t i e ' s i n ph., hone' i t s e l f ( m a i n l y mezzo-soprano) 

they are net p e r s o n i f i e d . The various f i g u r e s ere a l l subsumed i n the o r c h e s t r a 

and chorus, the r e a l corriomiator:: throughout. I n Ihe Bighth Symphony, one I s 

awn;:.- o: :.urgely symbolic f i g u r e s , disembodied, w i t h o u t c h a r a c t e r i s e d i d e n t i t y o r 

dramatic p o r s ^ n o l i i y . I !;• i s nV: d i f f i c u l t t o see why the nature I'lahler, song-

conp-:;;or ai d symph-:nist, wow I d never 'rive been tempted t o compose an opera, f o r 

a i l the :u:o'k'.ctivo g l o r i e s of hi?- time as :. direct:::;, producer and conductor o f 

other men's •o:ks. 



Schoenberg'a G u r r s l i e d e r f o r n o l i , r e c i t e r , chorus end orchestra: t o a 

t e x t by Jens "Peter Jacobsen (1847-85) were w r i t t e n i n 1900-1901 and the 

o r c h e s t r a t i o n , begun i n 1901-2, was completed i n 1910-11. Jacobsen's 

y o u t h f u l Gurresange, a. p o e t i c account of the medieval King '..'aldemar's passionate 

love f o r th:/ g i r l Tove, and her death on the i s l a n d of Gurre, f o l l o w i n g 'iaeen 

Kedvig's jealousy, i s -very much a Sage. according t o the d e f i n i t i o n given i n 

LI 

Chapter 2 . Das Klagendo L i e d , by the same token, i s a Ilarchen, and though i t i s 

i n s t r u c t i v e to compare t'-ese two products of y o u t h f u l genius, i t i s most u n l i k e l y 

t h a t Schoenberg knev: Kahler's c a n t a t a when he s t a r t e d work on the C-urrelieder. 

The l a t t e r has i t s own f u l l - b l o w n nature e c s t a s i e s , whether e r o t i c as i n 

V; aide mar' s 
K i t roves Stimrne f l u s t e r t der V;ald, 
K i t 'loves Augen schsut der See. 
K i t Toves Lacheln l e u c h t ~ n die Sterne, 
Die "./olke s c h w i l l t wie dos lusens Scluioe. 

or c e l e b r a t o r y as i n the dionysiac So~:~-;rwinde? v.'ildf-? Jr/:6. and the Speaker's c r y : 

l\m r e g t s i c h ".."aide:; Yog-;-Is char, 
Tau s c h u t t e l i die Illume vox l o c k i g e n L'aar 
Und spaht nach der Sonne aus. 
Erwacht, erwacht, ih.r Flume;:, sur './onus J 

Tne monumentality of t h i s e x t r a o r d i n a r y , complex, t e c i i n i o a l l y p r o b l e m a t i c , 

dense v ^ t l i n e a r score has drawn :-• ':• >oxiion ever since-, p a r t l y because i t has 

tended to bo seen as & ne r>lus u l t r a of rost-v/agnorian chromaticism, and p a r t l y 

because Schoonborg's i n t e r e s t i n smaller, more compact forms d u r i n g h i s p o s t - F i r s t 

S t r i n g Auartet p e r i o d meant t h a t he d i d not r e t u r n again to a very l a r g e - s c a l e 

s t r u c t u r e u n t i l hose and i r o n t h i r t y years' l a t e r . I t i s o f s p e c i a l i n t e r e s t t h a t 

Schoenberg came back t o f i n i s h the C u r r s l i e d o r ' s s n o r i n g a f t r - r he had composed 

. ^ r a r t u n g , Karie F^ppenheim's h y s t e r i a - r i d d e n ::onodrama f c r soprano and o r c h e s t r a 

i n tlv:. l a h . -:v:ner of 1909, and a i m a f t e r ho had begun work on the autobiographic? 

drama w i t h music Die g l i i c k l i c h e llano ( "The Jiancl of Fate' or 'The Knack' 2 0) Thematic 

20 The Kand -.-f Fate i s f-c t r a n s l a t i o n given by Fa^fer (Cai./jo) 
d e r i v e d from a I94G anecooi: by Sckoftnberg about the ITS, i n 
which t h i s w a n i n g i s conveyed. Yot The- Knack ( w i t h an i m p l i e d 
sexual connotation, as i n a well-known ( I9G4) " B r i t i s h f i l m of 
t h a t t i t l e ; i s an i d i o m a t i c and appropriate t r a n s l a t i o n of the 
German ' g l u c k l i c h o hand.', Ihc lucky Kend s t i l l encountered as 
a t r a n s l a t i o n i s meaningless. 
































































































































































































































































































































































































































































































































































































































































































































