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During a rehearsal in the Tonhalle. ZErnst Haefliger sings
Richard Strauss's song 'Traum durch die Didmmerung', in its
orchestral version. Schoeck maintains: 'The song doesn't lend
itself well to orchestral accompaniment; it is too short. The
orchestra presupposes larger forms. Only the song cycle can
grow into a large-scale vocal form. That is really why I write
cycles. The cycle is my large-scale form.'

(G p. 20)



234

INTRODUCTION

We come now to our discussion of Schoeck's cycles - fifteen works
in all, covering a period of more than thirty years. There are
separate chapters on each work, presented chronologically, and each
follows the same general pattern. After noting the history of the
work, we discuss its theme, comparing it with other works on the
same subject. Then we consider the work as a cycle, relating it to
the models discussed above. The next section - usually the

longest - is the technical one, where songs are analysed in order
to make points about Schoeck's development. The conclusions that
follow generally focus on the specific work; but in the third part
of the book they are taken up again to cast light on Schoeck's
aesthetics, his technical and stylistic development, and his use of
the cycle as a genre.

In writing these chapters - and here I must drop into the
first person - I have not thought it necessary to attach myself to
any particular school of analytical thought. One should be free to
borrow any procedure that may be useful, without having to commit
oneself to a party line: in the mere act of writing one constantly
borrows whether one admits it to oneself or not, and to confess
dependence on others is simply to acknowledge the common nature of
scholarly pursuit. Nevertheless I think it only proper to say that
I havelbeen most influenced by Tovey, Schoenberg and Charles
Rosen.

In general, the kind of analysis to be presented is best

1) Schenkerian methods are not used, simply because I was not
familiar with them at the time of writing; but they could be
applied to Schoeck's music, particularly to songs using the
'series' technique, with profit. In the central three verses of
'"Trauer', from Der Singer, the rhythmic variations produce
different middleground structures each time, even though the
harmonic content remains essentially the same. The theoretical
implications of this are intriguing. [1981]
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understood as a form of description. The statement is not meant to
be paradoxical: the idea that analysis offers an objective,
scientific account of music, as opposed to 'mere' subjective
description, is now sufficiently discredited for the word
'description' to be used in a more positive sense. In the
following chapters I 'describe', among other things, the trans-

formations of a melody (Wanderspriliche), the relation of harmony and

rhythm (Gaselen) and the characteristics of a style (Wandsbecker

Liederbuch). These examples show description being used in a
quasi-analytical way, or rather they show the impossibility of
analysis without description; but there are places where
description is used in a more conventional way, too, simply because
it seems the most sensitive response to the music in question.

This flexibility of approach is necessary because the
critic of Schoeck's music is, methodologically speaking, treading a
thin line. One can paraphrase a song, noting changes of texture,
felicities of word-setting etc., but in doing so one is likely to
miss important musical points. One can go to the other extreme
and analyse it almost as a piece of instrumental music, but that is
to commit an even worse kind of distortion. If there is a bias to
one side or the other - and I cannot hope to have kept the right
balance throughout - it has probably been to the second, since I
felt, rightly or wrongly, that I owed most responsibility to the
technical side of Schoeck's talent. Nevertheless the technical
discussion has generally been related to the poetic concept, and I
hope that in some chapters the right balance has been found.

One further matter requires explanation. Many of the
literary works on which Schoeck based his cycles are no longer well
known; some indeed are almost forgotten. Where appropriate,
therefore, the discussion is enlarged with a brief biographical
sketch of the poet, together with remarks indicating the particular
nature of Schoeck's interest in him. It may be wondered why so
much space is being given to literary themes. Surely our points
could be made without all these references? Interesting they may
be, but how do they assist in an understanding of the music?

They do so because Schoeck's music is not like most other

music, which can be analysed without reference to external things.
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It is authobiographical through and through. Each piece is an
expression, and at the same time an artistic solution, of some
problem in his affairs. His poets supplied the means by which
these problems were articulated; not only the choice of texts, but
also the musical form as well, was dictated by the poetic theme;
and at least one structural idea, the Aufhellung, is explicable
only by reference to his psychology. Our discussion will involve
a good deal of biographical as well as literary explanation; and
this is surely as it should be. To try to deal with the music in
isolation would be to separate it from the forces which gave it
life, and this to Schoeck would have seemed tantamount to a

betrayal.

Schoeck's first song cycle was the Elegie. Prior to that,
however, he had already published 144 songs; and the point has been
made that his turning to the cycle in the twenties, and his sub-
sequent adherence to it, fulfilled inclinations which had been
present in his work from the beginning. His predilection for the
vocal genres; his fascination with early romanticism; his idea of
the work as confession; his maturing musical style - all these lay
behind his commitment to the cycle. Much of the Elegie's special
power comes from its having been so thoroughly prepared.

This is also true in the more particular sense of Schoeck's
treatment of the cycle as a genre. LExXcept for ‘the“very first set
of all, the Drei Schilflieder, Op. 2 (1905), based on the Lenau

cycle mentioned above, all the early collections consist of

miscellaneous pieces brought together for publication. Many
include material going back several years, and first performance
dates imply that Schoeck was not concerned to have the songs pre-
sented as a sequence. Nevertheless, over the fifteen years spanned

by the Schilflieder and the Hafez set, two tendencies emerge which

show him working towards the cycle: the number of songs in the
volume increases, and a progressive desire for unity manifests
itself. Before discussing the cycles let us briefly survey these

early sets, noting incipient cyclic usages as they arise.
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CHAPTER 1

EARLY COLLECTIONS

Schoeck's early songs1 were published in three batches. First
there were the many small collections, like the Schilflieder, which
with the Violin Sonata, Op. 16 (1908), made up his Opp. 2-17 (Op. 1
was the student Serenade). These were themselves published in
three groups, Opp. 2-11 in 1907, Opp. 12-15 in 1908 and Op. 17 in
1909. The publisher was Hug of Leipzig. The second batch com-

prised the five 1917 collections, namely the two to poems by
Goethe, Opp. 19a/b, the collection to poems by Uhland and Eichen-
dorff, Op. 20, and the two miscellaneous sets, Opp. 24a/b. Here
the publishers were Breitkopf & Hartel. The third batch, also
published by Breitkopf, consisted of the Eichendorff-Lieder, Op.
30, the Funf Lieder, Op. 31, the Hafis-Lieder, Op. 33, and Der Gott
und die Bajadere, Op. 34, a setting of Goethe's ballad. These

works appeared in 1921. Schoeck's Op. 35, the Drei Lieder nach

Gedichten von Keller, Storm und Eichendorff, belongs to a later
period, being written in 1928 and published in 1931. With Op. 36

we reach the Elegie.
As is the convention when a descriptive title is lacking,

these early collections are named after the poet. When more than

1) See:08 pp.:17=31; 43208, 110-16; VN pp.-13-100. .G pp. 126-8,
130, 145-6, 149; W passim; Corrodi, 'Othmar Schoeck's Songs',
pp. 131-3; 'Othmar Schoeck: Ein Ruckblick auf sein Schaffen',
p. 243; 'Othmar Schoeck und Hugo Wolf', pp. 344-5; Ernst Isler,
'Othmar Schoecks Friihlied', in Festgabe; René Lévy, 'La Musique
en Suisse et Othmar Schoeck', La Revue Musicale 11 (1930);
Schuh, 'Zur Harmonik der neuesten Werke von Othmar Schoeck';
'Gestaltungsprinzipien im Schoeckschen Lied'; Vogel, 'Wesenszuge
Schoeckscher Lyrik', SMZ 86 (1946); 'Othmar Schoeck: Ein
Schweizer Eichendorff-Komponist', pp. 57-62. A chronology of
Schoeck's early songs appears as Appendix A. For recordings
see Discography.
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one poet is represented, songs with a common author are placed
together. In the very earliest sets - those of 1907-9 - the order
of songs was decided by the publisher, and there is no attempt at

musical unity. Actually the Schilflieder, Schoeck's first set, are

more of a 'cycle' than most.  In the first two of his three sur-
viving settings (two others were never written down)1 the worsening
of the weather is reflected in a change from E} major to E} minor;
in the third,2 the return to a quiet evening setting brings a
melodic reference to the opening song. Despite these connections,

however, the Schilflieder were first performed separately.

The emphasis placed on certain songs in the 1907-9 sets
through their ordering in the group suggests that here Schoeck may
indeed have had a hand in the arrangement. The Vier Lieder, Op. 14

(1907), begin with 'An meine Mutter', inscribed with a suitable
dedication; the four Hesse songs, Op. 8 (1906) - otherwise slow,
dreamy pieces - end with the fiery 'Jahrestag'. The last of these
1907-9 sets, Op. 17, concludes with three 'Eichendorff poems. The
first two are none other than 'Auf einer Burg' and the second 'In
der Fremde' (the latter with its title changed to 'Erinnerung')

from the Schumann Liederkreis. The third is 'Der frohe Wanders-

mann', perhaps the most popular of Eichendorff's Wanderlieder -

Schumann also made a setting - and Schoeck may well have put it at
the end of the set as a kind of motto.
Eichendorff is in fact the representative poet of these

early sets, and Schoeck's Wanderlieder settings best exemplify his

interest in Eichendorff at this time. They display an aspect of
the poet quite different from the melancholy dreamer of the
Liederkreis, and one which might be thought more typical of that

writer whose lyrics have become part of German folk tradition.
Josef von Eichendorff (1788—1857)3 was one of the earliest romantic
'wanderers'. His childhood in Silesia was an idyll which he later
recalled with nostalgia. He studied at Heidelberg, where he met

1) & p: 58
2) Poem also set by Berg (No. 2 of his Sieben fruhe Lieder).
3) Gesammelte Werke, ed. H.J. Meinerts (Kunzelsau, 1959).
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Arnim and Brentano, whose Des Knaben Wunderhorn became a major

influence on his style. Later he travelled in Austria, where,
hearing of Napoleon's retreat from Moscow, he joined the regiment
known as the Litzower Jiger, serving for a while under Gneisenau.

His first novel, Ahnung und Gegenwart, appeared in 1815. The

following year he entered the Prussian civil service, rising at
length to the office of Privy Councillor. Meanwhile he had pub-

lished his Venus novella, Das Marmorbild, and the euphoric Aus dem

Leben eines Taugenichts (both 1826). His collected verse,

Gedichte, appeared in 1837. He retired from public life seven
years later, devoting himself to a history of German literature
which was published in 1857, the year of his death.

For Schumann, Eichendorff is a poet of loneliness and
regrets; for Wolf, the author of waggish character-studies.
Schoeck gives us a whole variety of new facets, perhaps because he
knew more of the poet's work, and attached a more personal
significance to it, than either of his predecessors. He delighted
in the novels no less than in the poems, deriving extra pleasure
from their carefree construction,1 while Eichendorff's descriptions
of nature reminded him of his own happy childhood. In conversation
with Vogel, Schoeck praised Eichendorff's simple piety (the poet
was a devout Catholic), his purity of feeling and his straight-
forwardness of language, qualities he had also discovered in
Claudius, MOorike and Hesse. 'He is timeless and cannot he pigeon-
holed. His poetry offers something not only to different ages, but
also to different phases in one and the same person's life.‘2

Throughout his 1life, indeed, Schoeck was drawn repeatedly to
Eichendorff, and the texts he chose form an index of his interests
and preoccupations. According to Corrodi,3 Schoeck's favourite

Eichendorff in his early years was the Taugenichts, the story of

the lazy miller's son and his wanderlust:

I sat up, and for' the first time in a long while I looked out
into the far distance, to where the boats were wending their
way down the river past the vineyards, and where the country

1) G pp. 79-80. 2) Abid..:p.. IBE,
3) ‘a8 p.- 98,
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roads, still deserted, stretched out like bridges over the
shimmering countryside, past distant mountains and valleys.

I know not how it happened, but suddenly I felt seized by my
old wanderlust, my old feeling of mingled melancholy and joyous
expectation. Yet at the same time my thoughts turned to the
lovely lady slumbering peacefully between silken coverlets and
surrounded by bright flowers up there in the palace, an angel
sitting by her bedside in the stillness of the dawn.

'But no!' I cried aloud. 'I must get away from here and
travel onwards and onwards, as far as the sky is blue! (1)

For anyone living in Switzerland at the turn of the century, the
world evoked in this extract was not poetic fancy but really
existed; and Schoeck's travels with Hesse show him reliving the
wanderings of his romantic heroes. This is the world of the

Wanderlieder, a world which the First World War shattered beyond

recall and the loss of which he lamented for the rest of his days.
Already in the Eichendorff songs of Op. 20 the landscapes are
overshadowed with thoughts of death, and the next Eichendorff
settings, Op. 30, are sombre, wintry pieces, with the poet seeking

refuge in God. In Venus, partly based on Das Marmorbild,

Eichendorff's setting of castle and moonlit park lends mystery to

Merimée's rather flimsy tale. Later, Wanderspriiche looks back to

the youthful wanderings; the Kantate, Op. 49 (contemporary with the
Notturno), revives the mood of Schumann's 'Zwielicht'; and Das

Schloss Diirande uses Eichendorff's story to protest against

fascism. Finally Befreite Sehnsucht shows a different Eichendorff

again - the dedicated Dichter, sunk in the glorification of his
art. Schoeck's works on Eichendorff texts are discussed by Vogel
in an article which had the composer's approval.2

With Op. 17 the number of songs in a set has risen from
three or four to eight. The trend continues in the 1917 volumes.

There are eight Lieder nach Gedichten von Goethe; thirteen Lieder

aus dem Westostlichen Divan von Goethe; fourteen Lieder nach

Gedichten von Uhland und Eichendorff; and ten songs in each of the

1) Memoirs of a Good-for-Nothing [Aus dem Leben eines Taugenichts],
trans. Ronald Taylor (London, 1966), pp. 37-8.

2) 'Othmar Schoeck: Ein Schweizer Eichendorff-Komponist'. See also
Schuh, 'Othmar Schoecks "Wanderspruche'"', SMZ 69 (1929), and
G pp. 130-1.
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two miscellaneous books. The idea of dividing the Goethe and the
miscellaneous sets was evidently an afterﬁhought - the first
editions number the songs consecutively throughout - so the sets
must originally have contained twenty-one and twenty pieces
respectively. The 'unity' of Op. 24 can be demonstrated merely by
listing the poets:

Op. 24a Op. 24b

Lenau (4 songs)

Hebbel (1)

Dehmel (1)

Spitteler (4) —— > Spitteler (1)
Gamper (2)
Hesse (6)
Keller (1)

As before, the songs in the 1917 collections are designed
for separate performance, and require a variety of different voice-
ranges, sometimes specified, sometimes not. Yet the songs have a
surer sense of belonging together than hitherto, probably because
now the composer and not the publisher is responsible for the
groupings.l This growing feeling for the collection as something
more than the sum of its parts coincides with Schoeck's first
extended instrumental compositions - the Violin Concerto and the
First String Quartet - and his attempt to fix a body of songs

within a dramatic framework in Erwin und Elmire.

The two Goethe sets are organised on the same general
principle as Wolf's Goethe songbook, the poems being arranged
according to the Goethe volumes in which they appear. All the

Westdstlicher Divan settings are in the second volume, at the end

of which Schoeck adds the Fiinf venezianische Epigramme, composed
1906-7 but considered too daring to be published at that time.2

The companion volume contains songs to poems from other sources.

From the point of view of formal organisation the Op. 20 set
constitutes an impressive advance. The basic layout of the poems -
six Uhland followed by eight Eichendorff - is conventional, but

through the details of the arrangement (there are no musical links)

1)08 8. ‘45, 2) See G p. 146.
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Schoeck gives continuity to the set as a whole. The work begins in
springlike freshness: 'Auf ein Kind', with its references to 'this
innocence, this morning brightness, this unsullied spring of God'
(see above, p. 24). As the work progresses, however, this mood is
overtaken by thoughts of death. The death theme appears in the
fourth song, 'Friuhlingsruhe' (1905), and in the sixth, 'Abend-
wolken' (1910), where it is joined by a new theme, presented in the
form of evening clouds which make the traveller long for rest.
Death and evening themes are also present in 'Abschied' (1909), the
first Eichendorff setting, which thus forms a bridge between the
two groups.

In the second half of the volume - one is tempted to say
'cycle' - the death theme predominates. It appears in 'Auf meines
Kindes Tod' (1914), which might be heard as a sequel to No. 1l; 'Der
Kranke' (1913), concerning a dying man; and 'Umkehr' (1914), in
which the poet greets the light of heaven. The final song,
'Nachruf' (1910), brings an apparent change of theme with its lines
in praise of art. It is only as the poem proceeds that we realise
it has other themes too, themes which have occupied us all along,
so that we have a kind of synthesis of all the preceding songs.

The singer addresses his lute:

Wir wollen dennoch singen!

So still ist's auf der Welt;
wer weiss, die Lieder dringen
vielleicht zum Sternenzelt.

Wer weiss, die da gestorben,
sie horen droben mich

und O0ffnen leis die Pforten
und nehmen uns zu sich.

(Only the last two verses are quoted.) The reference to 'those who
are dead' recalls the child in earlier poems; the reference to the
gates of heaven recalls 'Umkehr'; and the reference to the stars
takes the evening theme and resolves it into night - an ending
which anticipates many later works. This is Schoeck's boldest
experiment in linking poems so far.

Reminiscence is also the theme of 'Jugendgedenken' (1914),
the finale of Op. 24. Keller's poem apostrophises the security of
his youth, a security to which he attributes his present success.
Op. 24 is much the most diversified of the 1917 sets, and the sheer
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authority of 'Jugendgedenken' - easily Schoeck's longest and most
ambitious song to date - demands its positioning at the end. But
if the set were performed as a whole, the words would seem to
reflect back on the preceding songs; and the page-long piano
postlude, recalling the song's principal motif, closes the set in
the same way as the Meyer and MOrike postludes are to do nearly
forty years later.

If there is a new sense of 'belonging together' in the songs
of these collections, it is due more to the texts than to the
music, which, as we have seen, covers a wide range of styles.
Within the general ethos of Schoeckian subject-matter each poet
approaches his material differently - Goethe philosophical and
worldly-wise, Eichendorff seemingly innocent and naive, Lenau
sorrowfully resigned - and these attitudes are carried into the
music. Thus the Goethe settings tend to be sonorously magisterial
or cryptically dissonant, the Eichendorff lyrical and diatonic, the
Lenau lyrical but chromatically disturbed. But it is going too far
to credit Schoeck, as Corrodi does,1 with finding a different
'"tone' for each poet. The stylistic diversity makes it impossible
to identify a particular set of characteristics with any one
author, and since the songs were not written in the printed order
but willy-nilly, jumping from one poet to another, this is what we
should expect. The significant differences arise between types of
subject-matter, not between poets.

From this general unity it is only a step to the idea that

the collection should embody a theme; and the Eichendorff-Lieder,

published in 1921, almost take this step. Of the contemporary

volumes, the Fiinf Lieder are a miscellaneous set, dating from 1914-

17 except for a sixth Venetian Epigram which like some of the later

Spriiche is placed last; Der Gott und die Bajadere (1921) is a

cantata-like piece; and the Hafis-Lieder are discussed below.

The background to the Eichendorff-Lieder was given in Part I

(p. 33ff.) Though the songs were composed in two groups, the

style of the later numbers, settings of Eichendorff's Geistliche

1) 08 pp.’ 495" 48,
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Lieder, is anticipated so strongly in the earlier that one can
speak of the 'Geistliche tone' as something common to the whole
set. Musical links between the two groups abound, and there are
signs that the set was written to a plan. (Schoeck's remark,
however, that the songs 'can' be performed as a cycle suggests this
was not his original intention.)1 As for the texts, much of the
typical Geistliche imagery - wintry landscapes, chill night wind,
tolling bells -~ is already present in 'Der verspidtete Wanderer',
while 'Nachklang', 'Nacht' and 'An die Litzowschen Jiger' have the
Geistliche themes of night and death. It is as if the collection
were built around the six poems that were the last to be set.

On the musical level, the Geistliche tone asserts itself
mainly through the use of a limited number of keys. Of the twelve
songs four are in (or finally settle in) Bp major or minor, four in
Eb and two in F; some move from one to another of these keys. The
resulting pattern, like the number of songs and the poet, recalls

Schumann's Liederkreis:

1. Waldeinsamkeit bh-Ep
2. Kurze Fahrt Bp-bhp
3. Winternacht Eb-Bp
4. Im Wandern F
5. Sterbeglocken bh-F
6. Ergebung bb-Bbp
7. Nachklang Bp
8. Der verspatete Wanderer c-Eb
9. Nacht b-c§
10. Lockung d-D
11. An die Lutzowschen Jdger eb-Ep
12. Auf dem Rhein E}p

Because most of the texts are variations on a single mood,
this scheme, with its dominant ascent and descent over the first
eight songs, cannot be said to 'function' in the same way as

Schumann's. Its effect is first formal and only then expressive.

1) G p. 130.
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The return to Ep in 'Auf dem Rhein', for instance, can have only a
purely musical significance, the poem not being related to any of
the others in the set (the inclusion of this song, so different
from its fellows, seems odd). Occasionally, however, a tonal
reference does have expressive significance, as in 'An die
Litzowschen Jidger'. The song is a lament for Eichendorff's dead
comrades of 1813, and Schoeck turns it into an extraordinary
brooding elegy. Just before the end there is a move to E}p which
clearly refers to the opening song of the set, 'Waldeinsamkeit'
(cf. pp. 34-5 above). The tonal reference is supported by a

melodic one:
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The intention seems to be to link the ideas of forest rest in the
two songs.

There are other thematic cross-references - the use of
similar ostinato figures in 'Sterbeglocken' and 'Ergebung', for

example - but usually the connection is of types of music rather
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than of specific themes. Thus mention of the forest evokes a
dreamy, rocking movement of the kind associated with 'pastoral'
Brahms or Wagner; 'Ergebung' and 'Nachklang', with their common
mood of resignation, employ minor and major versions of the same
harmonic formula. Another idea, to be developed much later in
Unter Sternen, is the use of a standard chord or cadence on which
to finish. Thus the final Ep triad of 'Waldeinsamkeit',6 with its

major third at the top, returns in 'Der verspﬁtete Wanderer' as if
in answer to the question 'Wo?' ('Where shall I be in the coming
spring?' - 'At peace in your forest grave'). The same chord occurs
yet again, with similar connotations, in 'An die Lutzowschen Jiger'
(see example above).

Naturally such relationships are perceptible only when the
songs are performed as a sequence. Schoeck was not concerned to
insist on this - he even notates the voice part in different clefs,
though the range is consistent - and the result is, of course, that
the work is never given complete.

The twelve Hafis-Lieder were written in 1920, during an

interval in the composition of Venus. The texts are not trans-
lations, but free paraphrases, by the nineteenth-century German
poet Daumer. Like some of the cycles the set begins with an
invocation to night - not a German romantic night, this time, but
the night of the orient, give over to love and wine. The key of
this opening song is Bp - not the commonest key in Schoeck, but one
which is to recur four times in the songs to come. A} and G} also

figure prominently. As with the Eichendorff-Lieder, one cannot

ascribe precise meanings to these keys; what matters is the
establishment of a mood - a mode, almost, which along with the
rhythmic experiments described below constitutes Schoeck's
individual response to Hafez's verse. There are no explicit
thematic links, and indeed Schoeck appears to have been as little

concerned as he was with the Eichendorff-Lieder to have the songs

performed as a group.

What is interesting about these last two collections is
that, whether or not they were meant to be performed as sequences,
their layout suggests a common conception which is denied by the

facts (the origin of the Elegie is even more paradoxical). It is
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as if by this time Schoeck had acquired an instinct for arranging
poems which obtained even when he did not consciously think of them
as a unity. The change in the size and character of the collection

supports this view. With the Eichendorff- and Hafis-Lieder we have

two sets of twelve songs, each to words by a single poet and each
designed for a single voice-range; there are tonal and other links;
and there is a tendency to unify the work around a particular mood

or theme. Schoeck is ready for the cycle proper.

Discussion of Schoeck's compositional technique can begin with a
quotation from an interview he gave in 1955. Congratulated on his
success in marrying vocal and instrumental elements in his songs,
Schoeck replied:

Yes, without this marriage a good song is inconceivable; it
determines its nature. There is unfortunately an enormous
number of songs in which the music seems to be spread over the
poor, defenceless poem like a pale watercolour, and usually a
long way over the edge! [cf. the remark quoted on p. 4] And it
is just this kind of song that has brought this glorious art-
form into such grave disrepute. But so far as the marriage you
mentioned is concerned, this can take place in a whole host of
different ways. First and foremost, of course, in such a way
that the vocal line - song is, after all, the most basic form
of musical expression - is intimately bound up with the
instrumental part, so that the vocal line itself grows out of
the harmony entrusted to the instrument. With me, melody and
harmony always originate at the same time; they are mutually
dependent on one another. It seems to me imperative that the
first bar or group of bars should already form as it were the
'basic cell' [Urzelle] of the song, that it should contain the
real 'essence' - which is more than a mere indication of the
fundamental character and mood. The melodic, harmonic,
rhythmic and colouristic elements of the form must be clearly
defined at once, just as is the case with a symphony movement -
I'm thinking, for example, of Beethoven's Fifth. Every musical
event is the result of the musical forces contained in the
opening kernel-motif [Kernmotiv]. (1)

Schoeck is here describing, two years before his death, a type of

composition which had preoccupied him for almost fifty years.

1) 'Aus einem Zwiegespriach mit Willi Schuh', Musik der Zeit X
¢1955) ; ipaudi
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What he does, if we may amplify his remarks, is to find a musical
formula or basic cell - sometimes one bar, sometimes two bars in
length, rarely more - which expresses the mood of the poem in
concentrated form ('auf eine Formel bringen' was Schoeck's phrase
for this).1 This basic cell is usually stated at the beginning of
the song. It is then repeated, transposed, varied etc. according
to the changing imagery of the poem, until it disintegrates or
gives way to a new idea. As we shall see, this type of form
presupposes a close relationship between voice and piano.

Three quotations come to mind in this regard. The first is
Hesse's remark about Schoeck's ability to put his finger on the
point where the poet's experience has become crystallised 'in a
word or in the vibrations between two words' (see above, p. 30).
The second is Adorno's description of the concept of 'Einfall' in
Schoenberg:

The concept of 'Einfall' was defined in order to distinguish
the theme as a matter of organic essence from its creative
transformation in the work as a matter of abstract, hypo-
thetical ordering. 'Einfall' is not; just a psychological
category, a matter of 'inspiration', but a moment in the
dialectical process manifest in musical form. = This moment
marks the irreducibly subjective element in this process and,
by means of its inexplicability, further designates this aspect
of music as its essence, while the 'working out' represents the
process of objectivity and the process of becoming, which, to
be sure, contains this subjective moment as a driving force.

(The translators add helpfully: 'The German word "Einfall" with
which Adorno here works is impossible to translate; it involves the
idea of a decisive inspirational occurrence bordering upon revel-
ation which becomes the basis for a work of art.')2 The third
quotation, which gives relevance to the second, is Schoeck's own
remark that 'the Einfall always comes first. The Einfall provides
the form, not the other way round'3 - 'Einfall' referring at once

to the stroke of inspiration and to the actual musical idea. In

1) See G p. 142

2) Theodor W. Adorno, Philosophy of Modern Music, trans. Anne G.
Mitchell and Wesley V. Bloomster (London, 1973), p. 74n.

3) Quoted in Fischer, Schopferische Leistung, p. 165. 'Einfall’
was also an important concept in Pfitzner's writings.
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Schoeck literature the word is often used to refer to the basic
cell which encapsulates the emotional content of the poem and from
which much of the thematic material derives.

The most prolific writer on this subject is Vogel, who
devotes a whole chapter of his dissertation to what he calls
'Schoeck's Ostinato Technique'. The terminology is misleading,
because it suggests a confusion between the kind of ostinato that
consists of any repeated pattern - the conventional sense of the
term - and the more specialised kind used by Schoeck (he uses the
other kind too). Vogel makes this distinction, but he does not
follow it through, and this leads him to some rather questionable
conclusions. In particular he seems not to realise that the
Schoeckian type of construction is essentially a post-Wagnerian
phenomenon, and perhaps could only have been so, owing to the
peculiar relationship between voice and piano which it entails.
Schubert's tendency, for example, to build his songs out of a
single accompanimental figure sometimes brings him superficially

close to the Schoeckian idea. 'Im Dorfe', from Die Winterreise,

bases its piano part largely on repetitions of one motif, each
repetition separated by rests but given a place in the whole by
virtue of the wonderful sustained melodic line. 'Der ziurnenden
Diana' is another example. In both songs, however, the voice
has much greater independence than it has in Schoeck - indeed
Schubert relies on the vocal melody to carry the music along; the
piano part is truly an accompaniment.

The reason why a sustained vocal melody is incompatible with
an ostinato in the Schoeckian sense is that such an ostinato is a
series of autonomous structures, each with its own melody, climax
and so on, and each lasting only a bar or two. This 'bitty' kind
of development is difficult to reconcile with a larger-scale
melody, which has its own articulation, points of climax etc. To
accommodate an ostinato a more fragmentary kind of vocal writing is
needed, one which gives the burden of thematic interest to the
piano. The only Schubert song that does this is 'Der Doppel-
ginger'. Each of the first four verses (half-verses in Heine)
begins with the same four-bar phrase; each time it is given a

different continuation; and at the song's climax it dissolves (if
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tdissolves!' is the right word for a triple forte), to. bé restored
in the coda. The vocal style is more declamatory than in either of
the previous examples, and the piano provides continuity through
its relentless 'one-in-a-bar'.

Vogel's example of a Schoeckian ostinato in Schumann, 'Mein
Wagen rollet langsam', shows him confusing the meanings of the
word: the piano's sequences do not constitute such an ostinato, and
the voice still leads. Again, there is only one example in this
composer, and that rather an esoteric one: part of his setting of
Chamisso's ballad 'Die LOwenbraut'. In the middle section, com-
prising some forty-one bars, Schumann bases the entire accompani-
ment on a one-bar motif, which is repeated, sequenced, transpnosed,
varied rhythmically and harmonically, and decorated with appogia-
turas. The voice freely varies the piano part, and it is the over-
lapping of their phrases that pushes the music forward rather than
the predominance of either one of them. Ih general, however, des-
pite the subtlety with which Schumann integrates voice and piano,
his textures are too melody-dominated to admit of the kind of
structure in question. In Brahms, too, despite exceptions - the
opening of 'Lerchengesang', for example - the vocal line usually
dominates, and there is no room for an ostinato.

The composer who does use this technique, of course, is
Wolf1 - and to say so is immediately to recognise its symphonic
nature, 'symphonic' not in the literal sense, though there is that
implication ('I'm thinking, for example, of Beethoven's Fifth'),
but in the sense we use when we refer to Wagner's operas as
symphonic. It is not that the piano dominates the voice, any more
than the orchestra does in Wagner; rather that there is a constant
ebb and flow of interest between the two. Certainly the piano
defines the phrase-lengths, but the content of the phrases, in
terms of harmony, texture and so on, is determined just as in any
other vocal music by the text - in other words by the wvoice. An
example will make the point more clearly. This is the opening of
Wolf's 'In der Frilhe':

1) The only example I can find in Strauss - another 'melody-
dominated' composer - is 'Sehnsucht', Op. 32, No. 2.
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Wolf composed many settings of this type, and it is
interesting that three of them - 'In der FrUhe', 'Auf ein altes

Bild' and 'Standchen' - are among the songs listed by Corrodi as
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among Schoeck's favourites.1 The Wagnerian provenance of the idea
is therefore not in doubt. What is highly unWagnerian about it is
the static concept of harmony which it involves: when a motif is
repeated in this way there can hardly be much large-scale
movement, except for the more or less arbitrary change of position
which results when the motif is transposed to a new key. These
remarks are not meant adversely. To adapt to the purposes of the
miniature a harmonic style conceived in relation to music drama
requires a mastery all its own, as Edmund Rubbra pointed out when,
reviewing a Wolf recital, he wrote of the 'art of compression'’
demanded by a successful song.

Schoeck did not hit on the ostinato all at once. His very
earliest songs, such as 'Ruhetal' (1903), are as simple as the
simplest Schumann or Brahms, with a melody-dominated texture and a
form to match - in a sense the melody is the form. It was only in
1905, with the first of the songs influenced by Wolf, that the
ostinato appeared.3 'Himmelstrauer' starts with repetitions of a

two-bar motif obviously derived from 'In der Frﬁhe’:4

GESANG.

PIANO.

1) 'Othmar Schoeck und Hugo Wolf', p. 346. Other Wolf ostinato
songs are 'An eine Aeolsharfe' and 'An den Schlaf' from the
Morike songbook; 'Ganymed' and 'St Nepomuks Vorabend' from the
Goethe; 'Der Mond hat eine schwere Klag' erhoben' from the
Italian; and 'Wandl' ich in dem Morgentau' from Alte Weisen.

2) 'Last Week's Broadcast Music', Listener, 8 March 1973.

3) See the chronology of early songs included as Appendix A. All
previous accounts have discussed them in order of publication
rather than order of composition.

4) The connection can be traced to the third line of Lenau's poem -
'wie auf dem Lager sich der Seelenkranke' - which has clearly
reminded Schoeck of the Wolf.
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The similarity extends beyond the music examples, for both
composers proceed to transpose their openings into A minor. After
that, however, Schoeck abandons his ostinato and builds the rest of
his song out of fresh material. (Wolf, as we have seen, produces a
beautiful new transformation.)

This is a simple enough use of the technique, and for some
time Schoeck is not concerned to take it further. He seems
unwilling to 'follow through' with the ostinato after its initial
statements: he uses it to set the mood, then loses interest in it
and passes on to something else. '"In der Herberge' (1907), his
6n1y setting of a translation from the Chinese, might have been
very different had he composed it later. It begins with a four-bar
phrase consisting of variations of the opening bar, the phrase
describing a circular motion round the inverted seventh chord heard
at the start (the opening bar itself elaborates the chord):
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The second phrase transposes the first phrase a fourth higher.

Now, if Schoeck had written the song at the time of the Elegie, he
might have made the third phrase a further transposition still
(perhaps on the flattened leading note) and the fourth a repetition
of the first. The sixteen-bar period would thus have mirrored the

circular motion of the phrase:

Notional completion

bars:

basic
harmony: i iv vii 1.
Instead of doing this, however, Schoeck introduces a new motif in
bar 9, and the ostinato is not heard again.1

A more systematic approach is found in a Lenau setting
composed around the same time, 'An die Entfernte' (not to be con-
fused with the song mentioned on p. 33). Here the first four
statements of the ostinato, each consisting of a single 15/8 bar,
fall into an A-A-B-A (i-i-iv-i) pattern not unlike the outline
suggested for 'In der Herberge'. But the real 'breakthrough' comes
with 'Erinnerung', written on 20 May 1907.2

Eichendorff's poem expresses dreamy longing. The poet
addresses the trees, a bird and the streams, and asks where his
home is. Today he saw it in a dream and was moved to tears. But
here the people, the streams, the trees - everything is like a
dream (and in Schoeck's setting the word 'wie ein Traum' are
repeated).

Schoeck's treatment of the ostinato is more imaginative here
than in any previous song. He derives all the material (or almost

all - there is one free passage) from a motif announced in the

1) For more about this song see below, p. 210n.

2) Brahms had set the same words, plus a verse which Schoeck
omitted, under the title of 'Lied', Op. 3, No. 6. On Schoeck's
setting see W pp. 150, 174, 186, 192.



112

opening bar.

The motif itself is well integrated, with the quaver

figure incorporating its own inversion and the inner part turning

enharmonically back upon itself;
these details for the song as a whole.
through almost every bar,

augmented fifths with the bass,

and the chromatic inner part,

but more important is the value of
The quaver figure runs
by creating

prepares a series of mediant

modulations whose desultory effect perfectly matches the dreamlike

quality of the poem:

Othmar Schoeck, Op.10. No. 1
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Note the transformation of the quaver figure in bar 5, with its
tone compressed to a semitone and its falling third expanded to a
fourth; later it is the rising third that is expanded, but to an
octave, so that the other notes have to run down the scale in time
for the next bar (11-12). After the line about weeping, the piano
has a bar on its own, in which for the only time in the song the
metre changes from 9/8 to 12/8. Schoeck uses this extra beat for a
poignant dissonance - the 'weeping' - before returning to 9/8 for
the last verse. The handling of this little c¢limax, and its
placing (just before the final phase), are characteristic.l

From now on all proceeds smoothly (a modulation to D}
replacing the earlier one to D) until the last line, 'alles ist mir
wie ein Traum'. Here the ostinato breaks off, leaving a blunt

series of chords (this is the 'free passage' mentioned above):
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1) Cf. 'Nachtlied' (1914), with its passionate piano outburst
before the final verse; 'Mittag im September' from the Hesse-
Lieder, at the words 'Wenn auf dies Bild ein Schatten fallt!';
and 'Die Sternseherin' from the Wandsbecker Liederbuch, at the
words 'Es gibt was Bessers in der Welt'. The best example,
however, occurs in the Elegie (see below pp. 146-7).
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The result is a sudden loss of momentum which seems to destroy much
of the atmosphere it is meant to enhance; and this, I think, is a
weakness. The song ends with an augmentation of the opening motif.

The problem of 'getting out' of an ostinato, once it had
done its work - one thinks of Tovey on the problem of ending a set
of variations - was one that was to preoccupy Schoeck over the next
few years. When he mastered it, it provided the means for some
fine effects; but first he had to experiment. In 'Fruhlingsblick',
written two days after 'Erinnerung', he merely repeated the motif
more and more loudly until the song died of its own longwindedness.
'Auf meines Kindes Tod', from Op. 20, is more successful. After a
page and a half during which the music proceeds hesitantly by one-
bar units, Schoeck introduces a new, chorale-like theme whose
broader phrases give a sense of amplitude to the song as a whole.1
'Die Einsame' (1907) is another song that ends with an impression
of breadth. Here Schoeck works with a two-bar motif (derived from
Schubert's 'Der Leiermann'); and about halfway through the song,
when the motif is given a major-key transformation reminiscent of
'In der Frﬁhe', he takes the step of adding an extra bar. When he
gets to the end, he can repeat this bar without any sense of
prolixity; and the final cadence in . fact derives from it.

So he continues, finding new applications for his basic idea
and all the time increasing his command of the musical language.
Two songs from 1909 show him combining the ostinato with other
forms. 'Herbstgeflihl', the first song of Op. 19, is a ternary
structure using an ostinato for the two outer sections. The first
section comprises three statements of a four-bar motif, based on
chords I, IV and I respectively. After the free middle section
there is no literal reprise but a resumption of the ostinato on vi

and I, the last statement referring back to the start of the song.2

1) See the analysis in Rosenthal, 'Untersuchungen zum Klavierlied
von Othmar Schoeck', pp. 19-22,

2) See W pp. 63-4, 105-6. 'Herbstgefuhl' also demonstrates the
difficulty of combining an ostinato with lyrical vocal writing.
Forced to cope with a range of nearly two octaves, the singer
can hardly avoid shouting. The same problem is present to a
lesser extent in 'Peregrina II'.
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The second of these 1909 pieces is one of Schoeck's
loveliest songs: his setting of MOrike's third Peregrina poem,
published as 'Peregrina II' (another Peregrina setting had been
written the previous year). The ostinato here is as long as the
one in 'Herbstgefihl' and similar in general style (it has also

been compared to the funeral march in Brahms's German Requiem).1

What makes it more interesting is Schoeck's ability to vary its
expressive character, by reharmonising it, changing the texture and
so on, so that it can sustain a six-page ballad - for the song, as
well as being an ostinato, is also through-composed. The Ep minor
opening establishes the motif's main features: its descending 6/3s,

its mixture of triplets and dotted rhythms, and its tonic pedal:
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After two further statements, on v and i, the words 'und mit

weinendem Blick' evoke a chromatic version, which moves to the

1) BBC programme notes.
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distant keys of D (§VII) and C (#VI) as the poet tells Peregrina,
whom he thinks has been unfaithful, to go. Even when the motif as
such is not present, Schoeck maintains its crotchet rhythm, so that
its resumption in Bp minor at the end of the first section seems
like part of a continuous process. There are two lines of semi-
recitative, and then the motif returns for a development section,
passing through new keys (evidently to illustrate the poet's sense
of loss) before pausing on V of Gb. This is the key of the final
section, in which the poet imagines that the girl returns. There
are three further statements of the motif, in which Schoeck omits
the fourth bar - the opposite of his procedure in 'Die Einsame' -
so that the music can flow more easily; and then he gives us the
most beautiful transformation of all - a kind of Tristan version,

with the melody presented canonically between the hands:
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It is this version, repeated as postlude, that closes the song.

There are several ostinato numbers in later collections,
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overdoes the traditionalist angle in discussing Schoeck's use of
the ostinato. Of course the technique stems directly from
tradition, but there is also a constructivist aspect, a desire
systematically to explore a given procedure, which is Schoeck's
alone and which in terms of results constitutes one of his chief
contributions to that tradition: he was not after all solely
derivative. This suggestion would probably have been anathema to
Schoeck. As Vogel remarks in connection with his 'Lockung'
example, 'Schoeck distrusted every consciously constructional
compositional technique. He once made the joke that if the object
of musical constructivists [Schoenberg?] was to make a machine,
none of the little wheels would go round.'l This is tantamount to
suggesting that Schoeck composed in his sleep. But that there was
indeed a 'constructivist', not to say a pedantic, side to his
nature is undeniable, on Vogel's own evidence. He tells of Schoeck
once playing to him a little piano piece,2 which Vogel interpreted
as being in 'song form' [Liedform]; but 'Schoeck maintained that
[it] could equally be understood as a miniature sona.tina..'3 On
another occasion, discussing his song 'Das bescheidene Wiinschlein'
(1910), Schoeck offered the following piece of explanation, almost
worthy of Berg: 'The music . . . is really a monothematic sonata
movement, with exposition, development and reprise.'4

It is impossible to tell from such remarks whether Schoeck
was being serious or ironic. What is certain is that they
reflected an aspect of his personality which, however much he may
have wanted to suppress it, really existed. This 'constructivist'
aspect was to clash with his traditionalism to create a real con-
flict of styles - a conflict which, as I have suggested, was
epitomised in the Elegie and thereafter came to determine the

complex, shifting course of his development.

0 ED)Js ) 57 196 dmmary o B ] () 5 e
2) Klavierstuck in A major (c. 1928), reproduced in G p. 65.
3) Ibid., p.. 87.

4) Ibid., p. 87. See also Vogel, 'Othmar Schoeck: Vom Kunstler,
seinem Schopfertum und seinem Werk', p. 343. On Schoeck's
relations with Berg, see below, p. 207n.
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In the later songs of this period - say, from those of the 1917
collections onwards - there is a technical expansion, a search for
new methods, which both parallels the stylistic expansion and
contributes to it. This technical expansion often takes the form
referred to on the last page, that of a systematic exploration of a
given procedure, so that certain songs seem like studies in a
particular compositional idea. Whether they were written in that
spirit it is impossible to say, and our only clue as to what
Schoeck himself thought of these 'experiments' lies in whether or
not he used the idea again. In the following pages we are concerned
only with those ideas which have some bearing on his later work.
Some of the most striking have to do with harmony. Apart
from the examples cited in Part I, there is one particular tech-
nique which is to become a prominent feature of Schoeck's style.
This consists in his letting the music slowly unravel from a basic
chord - the word 'slowly' refers to harmonic rate, but most of the
songs concerned are literally slow - the chord sometimes being
expressed as an arpeggio, so that there is a 'basic texture' as
well. This procedure was anticipated in 'In der Herberge',6K with
its characteristic movement away from and back to a chord; but the

locus classicus is the first WestOstlicher Divan setting,

'Nachklang' (1915). From example (a) we can see how the perfect
fifth F§- C4, at first part of an F§ major triad, forms a 'constant'
around which the rest of the harmony moves. Since the F§ major
triad does not return for another ten bars, the interval begins to
assume the tonic function of the chord; and when Schoeck drops the
interval the modulations become arbitrary. At the end of the song,
quoted in example (b), there is a shortened reprise, and the
persistence of F§- C§ ensures that Ff§ is heard as tonic, even though

the final chord is foreign:
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The middle section of 'Ravenna', referred to omn p. 33, is
constructed similarly.

Another harmonic technique, impossible to illustrate without
quoting the entire song, is found in 'An die Entfernte', also
referred to on p. 33. There it was described as bitonal, but it
would be truer to say that Schoeck sets up a number of harmonic
areas, apparently discrete but actually related by common notes and
intervals. The 'basic' area, established at the beginning, is a B}
minor triad with added Al, and these notes keep up an ostinato (in
the conventional sense) throughout the song. For the second verse
Schoeck does away with the key signature in the piano's left hand
and writes in a chord of G-B-F, with the G doubled in the bass.
This chord is of course the dominant seventh of C, and it turns the
ostinato (related by the common note F) into distant upper partials
of that chord. In the third verse the piano's left hand acquires a
key signature of four sharps, and we hear a series of dominant
sevenths in E (B-D#-A, sometimes with G§ and C§ added), with which
chord the ostinato now has two notes in common (Ap and Dp). This
chord on B, which looks so strange on paper, is actually closer to
the original triad (as its Neapolitan relation) than was the
seventh on G, so we are not surprised when it resolves enharmon-
ically on a chord of Ap minor. The way home is now reasonably
direct, though even in the postlude the piano still reiterates the
chords on G and B; and the latter note, expressed as Cp, is

actually left hanging at the end (again, only on paper - the note
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of resolution is already in the bass).1 The expressive effect of
these relationships is not clear, and it is some while before
Schoeck uses 'harmonic areas' again; but when he does so it is with
a much surer sense of purpose.

As was suggested above, some of Schoeck's boldest
experiments at this time were not harmonic but rhythmic. The great

source for such experiments is the Hafis-Lieder. One of the songs,

'Ich roch der Liebe himmlisches Arom', is notated without barlines,
an idea which anticipates the recitative-like numbers of Lebendig
begraben. Other songs explore the possibilities of cross-rhythm.
'Lieblich in der Rosenzeit' has the voice in a broad 9/4, against
which the piano competes in 9/8 (the poem is a conceit about
pedantry); halfway through, the voice goes into '18/8' while the
piano tries to reassert 9/4. 'Ich habe mich dem Heil entschworen'
combines 6/8 (sometimes interpreted as 3/4) with a concealed 2/4.

More complex is 'Hore mir den Prediger'. Here the cross-
rhythms depict the preacher's 'empty torrent of words', an effect
rendered tonally by the opposition of E minor and Ej minor
(B-D§-F§-A = Ch-Ep-Gb-A, pVI® in Ep minor):

Gemichlich wiegend.
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Hoé . re mir den Pre R di . ger,

1) This dissonance is echoed at the end of 'Vesper', from the
Elegie.
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become an important element of Schoeck's style.
But there is another kind of rhythmic effect in this song

which is going to be important.

Just before the end, there is a

compressed recapitulation of the opening in which the sonority
originally expressed in cross-rhythms is replaced by a single

chord:
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This simple rhythmic substitution, which seems almost trivial when
quoted in isolation, actually shows a kind of compositional
thinking - a willingness to consider notes purely as sonorities,
without an associated rhythmic function - which is not so much
'constructivist' as serial in its implications; and in later
chapters we shall see how some of these implications are carried
through.

Meanwhile Schoeck gives us a hint of the possibilities in
'Nicht diistre, Theosoph, so tief!'. It is a long piece, based on a
strophic variation principle, but where most composers would have
varied the harmony Schoeck varies the rhythm. His treatment of the
last two verses (from 'Wir preisen unser susses Herz') is of
especial interest, though to illustrate it would call for excessive
quotation. In the penultimate verse, what was formerly a sustained
chord in the piano's right hand is given several syncopated
repetitions, while the speed of the declamation is increased,
bringing the phrase to an end on the second beat of the bar instead
of on the fifth. Then the G minor seventh chord is transformed
into a quaver motif, perhaps to illustrate the word 'Gasel', and
the A major triad is decorated chromatically. Finally the rate of
harmonic progression is accelerated (though the chords keep their
original stresses), so that the verse as a whole takes up six and
two-thirds instead of nine bars. In the last verse the harmony as
well as the rhythm is changed, and the rhythmic and textural
transformations at the words 'Wir schutteln unsre Burden ab® vt
the chords stamped out like fanfares, have a violence anticipating

Penthesilea.

Here, as in his later ostinato structures, Schoeck uses all
the available kinds of variation - melodic, harmonic, rhythmic and
textural - to give an entirely new character to previously stated
material. Variation is in fact to become the dominant structural
idea in his work, but for the moment he seems at a loss as to how
to continue. There is at the end of this period, around 1920, a
lack of direction, a feeling of things coming to a close without,
as yet, a sure sense of what is to replace them. The ostinato has
already been worked hard, and though there is no shortage of new

ideas there is not the concentration on one specific idea which
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shows the composer working confidently towards a goal. This
uncertainty, heightened by the conflict between traditionalist and
'constructivist' views, is to find expression in the Elegie.

These remarks are also true, to a lesser extent, of the
early songs as a whole. Of course in this section I have
examined only a few of them, and that in a selective way, concen-
trating on similarities rather than differences. But even allowing
for that, there is not so very much difference, regarded purely
from the point of view of style, between 'Himmelstrauer' (composed
1905) and 'HOre mir den Prediger' (composed 1920), certainly not as
much as one would expect from fifteen years of steady composition.
And the selectivity is an aesthetic comment, too, for if I have
tended to discuss mainly what I consider the successful numbers,
there are a great many others which are less successful. In 1920
Schoeck's development as a composer is only just beginning.

Nevertheless it has been a long chapter, and for conclusion,
as a sort of Ruckblick, I wish to discuss what I earlier described
as 'easily Schoeck's longest and most ambitious song to date',
namely 'Jugendgedenken'. The song is apt for this purpose, not
only because its theme is reminiscence but because it presents in
concentrated form many of the techniques previously discussed. The
very opening, for instance, shows the harmony of gradual chordal

change epitomised in 'Nachklang':
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Indeed the idea of semitonal movement is central to the song. As
the example shows, there is no ostinato but rather a chromatic two-
bar phrase, which floats in and out of the texture like a refrain
(the first return occurs three bars before the end of the
quotation). To see the importance of semitonal movement, consider
the progressions in bars 4-6. The 'striving' 6/4s in bar 4
continue the rising motion announced at the beginning - the motif
Ab-AR-Bp is crucial - and the flattening of the D on the last
quaver allows the music to glide, Tarnhelm-like, into D minor;
then, by a similar process, the D minor triad gives way to a
dominant seventh on C§. (There are further Tarnhelm progressions
on the song's next page.)

Semitonal movement, now epitomised by the interval Bb- Cbh,
also dominates the second verse ( note how the flattened seventh
chord on 'Stunde', one of Schoeck's favourite harmonies, turns the

music towards F). The way in which the first four bars of the
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verse are repeated, a tone higher and with rhythmic modifications,
recalls the ostinato. When we come round for the third

repetition - the music has moved up sequentially to G - we get
another return of the opening phrase, which Schoeck relates to the
'ostinato' by means of the rising semitone D-D§#; and now this motif
goes through a development of its own, the dominant seventh in the
first bar resolving up into a sequence. At the end of this section
Schoeck introduces a typical curving phrase (derived from the music
to the words 'mich in jenen Tagen', in bars 2-3), one which will

have important consequences later:
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The verse that follows is something of an embarrassment to
the critic: the music is beautiful, and yet it has little relevance
to the rest of the song. There are further appearances of the
rising semitone motif, and even a couple of tiny canons, but
formally the episode is redundant, delaying the appearance of the
middle section while adding nothing to the second verse. At the
end of it comes the now expected reference to the opening.

Schoeck's middle section, marked 'wie gesprochen, angst-
voll', sets the fourth and fifth of Keller's six verses. Where the
poet formerly looked back on his youth, he now looks to the future,
hoping some familiar sound will greet him when he dies. Schoeck
aims for contrast here, marking the tempo ' schneller' and reducing
the texture to bare chords with a chromatic 'cello' line. As the
section proceeds, however, the texture becomes richer. First the
cello line is doubled intermittently in thirds and sixths; then, at

the words 'ob nicht die Jugendzeit', the line doing the doubling
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begins to turn back on itself like a semitonal version of the
curving phrase; and finally, during the second half of the fifth
verse (Schoeck had trouble with the word-setting here),1 the
curving phrase forms itself into four-note patterns, the whole
texture now dominated by rising and falling semitones.

All this is in preparation for the final, climactic verse.
As the original key signature is restored, the curving phrase, once
again diatonic, climbs exultantly through three octaves in as many

bars and the voice begins its paean:
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The accompaniment here, though based on the opening, is more a free
development of it than a strict reprise (note in particular the way
in which the Ap-AB-Bp motif is extended into the upper octave), and
this means that, at the point where the example ends, the music is
able to flow on and complete an eight-bar phrase - another case of
the periodisation expanding in its last stages to give a sense of
overall breadth. Some of the writing here is a trifle cluttered,
not to say pedantic (the suspensions at '[lass mich] treu in deinem
Scheine gehn!'); but there is no denying that Schoeck gets his
effect. The motivic work is actually some of his closest so far.1
And then the postlude, Schoeck's lyrical leavetaking of
Keller's poem, and, as I have suggested, of the other poems in Op.
24 also. As the voice repeats its final words - 'nur noch einmal
[will ich ruckwarts sehn]' - Schoeck is already quoting a phrase
from the climax, not an important phrase but one we remember
vaguely, like a half-forgotten memory from childhood (the rhythmic
variations are interesting here). Then a new, elegiac version of
the curving figure ushers in a last series of phrases, in which the
Ap-Ag-B) motif appears, first hesitantly, then more assertively,
and finally sounding distantly over a combination of D} major and
dominant seventh on G (a combination arrived at by a process

analogous to that of the opening):

1) Cf. Ap-Ag-Bpat the page turn; Ag-Bp-Ap on the word "immergrin';
AL +Ag-Bp, and then AR-Ap+Bp, on 'Stab umbliihn'; Ap+Bp-Bpp in the
following bar; Ap+Bph-AR at the first 'will ich'; and all sorts
of permutations, including enharmonic ones, on the last page.
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apart from being something of a technical

is one of the finest of those songs in which Schoeck,

'Nur noch einmal',

in this case), metaphorically

says the

but Schoeck is to look back again not just once but many
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CHAPTER 2

ELEGIE

In the eleventh song of the Elegie,1 'Vesper', the poet, after
telling us his beloved is dead, says he wishes he too lay buried,
with the linden trees whispering above to remind him of the 'old,
beautiful time'.2 As we hear these last words - 'alten, sch®nen
Zeit' - the orchestra quotes a melody from Venus (it appears in the
music example on p. 40, just before the singer's last words).
This quotation is a remarkable piece of self-revelation on the
composer's part, to understand which we must know the history of
the work.

Ins 1918, ‘according to Corrodi,4 Schoeck fell in love with a
pianist from Geneva. As a result he spent the summer of 1919 in

that city, where he composed the first act of Venus. After

1) See OS pp. 103-4, 135-45; V pp. 103-9; G pp. 130-2; D pp. 152-5;
S pp. 29-33; Corrodi, 'Othmar Schoecks "Elegie'', Schweizerische
Monatshefte fur Politik und Kultur (May, 1924); 'Othmar
Schoeck's Songs', pp. 133-4; Peter Heyworth, 'New Light on a
Late Romantic', Observer, 2 December 1962; Lévy, 'La Musique en
Suisse et Othmar Schoeck', p. 366; Bayan Northcott, 'Radio',
Music and Musicians 19 (1971); Schuh, ''"Elegie'"', in Von neuer
Musik; Vogel, 'Othmar Schoeck: Ein Schweizer Eichendorff-
Romponist'; Rudolf Wittelsbach, 'Wiederbegegnung mit der
"Elegie'', SMZ 101 (1961). Miniature and vocal scores by
Breitkopf (1924); recordings listed in Discography. A manu-
script by Charles Cattin, 'Textwahl und -Zusammenstellung der
Lenau-Gedichte in_den Liederzyklen Elegie-Notturno-Nachhall als
Othmar Schoecks kunstlerische Tat' (Neuchitel , 1973), was
unfortunately not available for study.

2) See below, p. 434.

3) Schoeck used the melody again in the piano Consolation (1919),
dedicated to the Genevan pianist.

4) OS pp. 99-103. See also K.H. David, 'Geheilte Liebesnot';
B p. 133ff.
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returning to Zurich he started work on Act II, but owing to
depression was unable to continue. In 1920 he went again to
Geneva, and there he completed the opera. At this point the
affair seems to have subsided, and Schoeck lapsed into another
depression, composing nothing for almost a year.

At length, in May 1921, he came across an Eichendorff
setting, 'Angedenken', which he had sketched six years earlier. He
now revised it, no doubt with a rueful sense of the relevance that
the text, about lost love, had since acquired. This song was to be
the nucleus of a new work, completed more than a year later - an
unusually long period for Schoeck, and one fraught with
hesitations. Two further Eichendorff settings, 'Nachklang' and
'Vesper' (the latter with its Venus quotation), date from
November, but the winter was spent orchestrating the opera for its
premiere the following May. It was not until July 1922, when his
habit of working at night had become ingrained, that Schoeck began
to compose fluently again, and his first song of this new phase, a
setting of Eichendorff's poem beginning 'Komm, Trost der Welt, du
stillle Nacht‘,l takes on in retrospect a cathartic quality, as if
releasing all the songs to come. After writing this setting
Schoeck turned to the poems of Lenau, as always selecting those
which seemed to match his own experience. By the end of August he
had set no fewer than seventeen; an eighteenth, 'Warnung und
Wunsch', would be added later for contrast.2 It was at this
point, according to Corrodi, when most of the songs had been
written, that Schoeck had the idea of making them into a cycle
with chamber orchestra. By the autumn he had arranged them in
sequence; the orchestration occupied the winter. As the work
progressed, Schoeck gradually freed himself from his depression
until he finally found himself, as he later expressed it, in the
mood of the closing song.3 Felix Loeffel, who premiered the work

with an ensemble conducted by the composer on 19 March 1923, says

1) Called 'Der Einsiedler' in Eichendorff, 'Der Einsame' in
Schoeck.

2) G p. 131. %5 thid.; p. 190,
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that Schoeck originally intended to call it Nachhall,1 a title
which he was to remember thirty years later for his last cycle; but
at Paul Schoeck's suggestion the title was changed to Elegie.2

The significance of the Venus quotation, then, is personal
rather than artistic, the reference serving to recall - for Schoeck
rather than for his listeners - a time of greater happiness than
the present; and the first thing to note about the work is its
nostalgic mood, its suffusion in the style, spirit and sensibility
of another age. This is not to say it could have been written in
another age: it contains passages reminiscent of Strauss and
Mahler, even of Berg, and some of its techniques are as 'modern' in
conception as anything composed at the time. But the feeling of
the work, as well as much of its harmonic vocabulary, is unequi-
vocally romantic, and not merely romantic but early romantic. More
than any of the other cycles the Elegie is influenced by Schumann
(particularly by Schumann's Lenau and Eichendorff settings): its
Innigkeit, its tender melancholy, its sensitivity to atmosphere,
stem directly from that source. This affinity does much to
convey the nostalgic spirit of the work.

One of the Elegie's 'modern' aspects is its chamber
ensemble, the first of its kind Schoeck had used. In size and
composition it recalls the chamber symphonies of Schoenberg and
Schreker, but without the 'cinema orchestra' connotations sometimes
aroused by those works (perhaps because there is little doubling).
The scoring is for flute, oboe/cor anglais, clarinet, second
clarinet/bass clarinet, horn, piano, percussion and string septet

(2-2-2-1). As in Pierrot Lunaire, almost every song calls for a

different combination; the full complement is used in only three
numbers ('Warnung und Wunsch', 'Herbstentschluss' and 'Dichter-
los'). Some of the most remarkable effects stem from Schoeck's
treatment of solo strings: an example is discussed later. But when
a fuller texture is required he draws an extraordinary dark

radiance from his forces, as in this passage from 'Das Mondlicht',

1) 'Erinnerungen an Othmar Schoeck' (Berne, 1963), p. 4.
2) G p.<E3Q.
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with its evocation of a river rushing through the landscape at

night:
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The Elegie was Schoeck's first Lenau cycle, and as such it

complements the Eichendorff-Lieder as one of the twin peaks in his

early song-writing (other points of contact were suggested on
p. 41). We might even say that for Schoeck the poets themselves

were complementary - or rather that the poems he chose reveal
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complementary attitudes. The common theme is nature; but whereas
Eichendorff sees it as a projection of God, Lenau sees it as a pro-
jection of himself (the 'pathetic fallacy'). The difference is
epitomised in their treatment of the wandering theme. Eichendorff
wanders partly out of restlessness, partly out of fascination for
what he will meet on the way; but Lenau's wanderings are impelled
by deep spiritual disorientation:

Herz, du hast dir selber oft
wehgetan, und hast es andern,

weil du hast geliebt, gehofft;

nun ist's aus, wir miissen wandern!

('Herbstentschluss')
Wandering in Lenau is no less a poetic convention than it is in
Eichendorff, Muller and the rest, but because it is rooted in real
psychological disorder such expressions achieve a poignancy lacking
in the others.l

Allskiss Life Lenauz (Nikolaus Niembsch von Strehlenau: he

took the last five letters as a pseudonym) suffered from feelings
of homelessness. Born in 1802, he was divided from his mother as a
child, living with his grandparents in a German-speaking province
of Hungary. He abandoned his studies at Vienna for literature, and
in 1831 travelled to Stuttgart to meet the Swabian circle of poets,
which included Uhland and Justinus Kerner. A third member of the
group, Gustav Schwab, became his patron; Lenau's love for
Schwab's cousin, Lotte Gmelin, was commemorated in the Schilf-
lieder, written in 1832 after their separation. Lenau travelled to
Heidelberg to resume his studies, but, still unable to settle, then
embarked on the most ambitious of all his wanderings. He went to
America, hoping to make a fortune through land speculation; but the
materialism of the country appalled him, and only the Ohio forests
and the Niagara Falls inspired him to verse. Disillusioned, he
returned to Vienna in 1833, only to find himself famous (his

Gedichte had been published the previous year).

1) On the wandering theme see below, p. 238ff.

2) Samtliche Werke und Briefe, ed. Eduard Castle (Leipzig, 1910-
23). This was probably the edition used by Schoeck. For a more
modern edition see Werke, ed. Egbert Hoehl (Hamburg, 1966).
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Over the next decade Lenau wrote his four longest poems:

Faust, Savonarola, Die Albigenser and Don Juan. This was the
period of his love for Sophie Lowenthal, a married women whose
refusal to leave her family caused him further unhappiness. In

1838, the year of his Neuere Gedichte, syphilis brought on a

depression movingly expressed in the double sonnet 'Einsamkeit'
(see below, p. 422). Complete mental breakdown followed in 1844,
and on 15 October of that year - the day Nietzsche was born - he
entered an asylum, where six years later he died.

With Heine, Lenau forms a transition between the early
romanticism of Uhland and Eichendorff and the generation of Keller

and Meyer. To dwell on the Weltschmerz may be to oversimplify, but

it is indeed the short, pessimistic poems that have attracted
composers, whether Schumann, Mendelssohn or Wolf, whose early Lenau
settings include several poems later set by Schoeck (see Appendix
B). The typical Lenau landscape, with its dark forests and
lowering skies - one is reminded of Ruisdael - provides a wealth of
forceful imagery, while the light, musical rhythms cry out for a
melodic line. To Schoeck, Lenau seemed to combine Keller's rich-
ness of thought with Leuthold's melodiousness of language: 'Lenau
‘plays his lines on the violin.' Sometimes his delight in sound
could be a little too indulgent, narcissistic even: 'l think of him
as a sister to:Kleist and Byron.‘1

But apart from the question of musicality, what made Schoeck
return again and again to Lenau's verse (sixty settings exist)
was surely the characteristic subject-matter - the expression
of human unhappiness - and this he was perhaps less likely to
confess to others. Whereas settings of Eichendorff and Keller
are scattered throughout his work, his Lenau settings are
largely confined to three periods, each coinciding with an
episode of personal crisis. The Elegie sublimates an unhappy
love affair; the Notturno reflects his growing sense of isolation:
and Nachhall is an attempt to confront approaching death.

All these works have an intensity which leaves no doubt as

Prel 92 ,::l66ii 1 See @lge pp.t 24, 29; 84199100, 1.505" 157,160,

1)6Grp
180. Schoeck's relation to Lenau is discussed in W pp. 105-8.
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to their significance for the composer; and when, as in the first
two cases, this intensity combines with great musical distinction,
a major work results. For this reason Lenau has a particular
importance among Schoeck's poets.

'In the Elegie,' Schoeck remarked, 'the curve of spiritual
agitation always follows the events of na.ture.'1 How the pathetic
fallacy works itself out in music can be seen in the seventh song
of the cycle, 'Waldlied'. Lenau's poem (from the Waldlieder,
1843)2 begins by describing a storm:

Durch den Hain mit bangem Stosse
die Gewitterlifte streichen;
Tropfen sinken, schwere, grosse,
auf die Blidtter dieser Eichen.

The poet compares the movement of the trees to anxious heartbeats,
the raindrops to his beloved's tears - hot, bitter tears which he

will see until he dies. Schoeck's music for this is a turbulent,

surging motif in lower strings and a swaying, plunging motif in

violins and wind, the two motifs locked together in syncopation:

91"7 L L ) ! T ). 11 s L }\ 1 1 1Y by |
y I}LVIU 8 % I ). !' l\J ;l _{\1} -1. } r\‘ 1;1
.‘Jq'h b T 0
Durch den Hain mit ban . gemSto . Be die Gewit . ter_lif . te strei. chen;
Sous les ar . bres, en va_fa . les, glhs seunair pe.sant do_ra . ge;

A third motif, involving string tremolandi, appears in bar 9. All

these ideas have literal connotations in the poem: the surging

L):6 0 A8k

2) Another of the Waldlieder became song 18 of the Elegie; a third
appears in the Notturno.
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motif, we might say, 'is' the storm, the swaying motif the wind,
the tremolandi the rain. But they are also conventional musical
symbols for a state of distress - cf. the 'flight' music in Die
Walkiire - so that the climax, when it comes, is both the climax of
the storm and the climax of the lover's anguish.

As we have seen, the Elegie is not a setting of a pre-
existing cycle; the poems were selected and arranged by Schoeck
himself. The text thus has an interest independent of the music
and requires consideration in its own right. Schoeck again: 'The
Elegie - in contrast to, for instance, Schumann's [Eichendorff]

Liederkreis - has an action throughout; it is really a novella.'1

The form of this action, with its characteristic 'downward spiral'
recalls the Schubert cycles, and as interior drama the work is

clearly related to Dichterliebe. An even closer analogy, in terms

of events portrayed, could be drawn with Schumann's Heine Lieder-
kreis. But there is another source which must have contributed to
the Elegie's design, though I have never seen the debt acknowledged:

Lenau's Liebesklange, a cycle of sixteen poems written between 1834

and 1840. In it Lenau recalls his affair with Sophie Lowenthal,
describes their decision to part, and ends by reaffirming his love

for her. Schoeck knew the Liebesklange: four of his Elegie poems

are taken from them.2 When, working on his songs in August 1922,
he saw a unity in what before had seemed diffuse, was Lenau's cycle
at the back of his mind?

Schoeck frames his narrative with two Eichendorff poems
dealing with 'the poet's lot'. 1In the first, 'Wehmut' (familiar
from Schumann's Op. 39), the poet compares himself to a captive

nightingale: everyone likes to hear him sing, but no one feels the

16 ‘pp. ‘13Q=T.

2) 'Liebesfrihling', 'Frage nicht', 'An den Wind' and 'Kommen und
Scheiden'. A fifth poem, 'An die Entfernte', had been set in
Op. 24, and a sixth, 'Der schwere Abend', was to be used in the
Notturno. In Schoeck's arrangement 'Liebesfrihling', 'Frage
nicht' and 'Kommen und Scheiden', all of which are presented as
reminiscences in Lenau, take their place in the chronological
scheme, i.e. as statements made during the affair rather than
after it.
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underlying pain. Then, with the first Lenau poem, the narrative
begins. Against a background of spring the poet describes his love
for a woman whose vitality leaves him exhilarated but afraid
('Liebesfriihling'). 1In the woods, with only a distant bell to
disturb their solitude, he tells her of his love ('Stille Sicher-
heit'), as he does again in 'Frage nicht'. In 'Warnung und

Wunsch' he begs her to live more moderately: the rose withers and
returns, but will she be here next year?

Gradually the images of spring give way to darker ones. A
storm reminds the poet of his beloved's tears ('Waldlied'); in
'Waldgang' both feel the inevitability of separation. Finally he
leaves for a foreign land ('An den Wind'); when she waves goodbye
it is as if the last dream of youth has disappeared ('Kommen und
Scheiden'). In the next poem, 'Vesper, time has passed, and the
poet is back in the valley where he used to meet the girl; bells
are tolling her death. Spring is gone, and he prepares to face
the autumn ('Herbstklage).

Three songs establish the new mood. In the first of two called
'Herbstgefiihl', the wanderer's path is obliterated by leaves;
in 'Nachklang' he hears birds and imagines it is spring; and in
the second 'Herbstgefuhl' he compares the wood to a dying man.

Then he wanders by the river, imagining the girl beside him ( 'Das
Mondlicht') and musing on that 'cemetery of days passed away', the
past ('Vergangenheit'). These thoughts are displaced by images
of violence and death. 'Waldlied' presents another storm-scene.
This time the poet is unmoved: in such an hour his will finds new
strength. Winter nears, and he must make his last journey alone
('Herbstentschluss'). In 'Verlorenes Gluck' he comes upon the
place where he used to meet the girl. Everything in nature has
changed; only his memories survive, and these he has folded away
into his heart, fending off death - 'but, coveting all, does not
the predator finally break even the last cask?'

Suddenly everything clears: it is spring again. The poet
hears a huntsman singing in the woods, and tears come to his eyes
as he realises it is a song the girl once taught him ('Angedenken',
the first song to be written). For the next song, 'Welke Rose', we

are to imagine that many years have passed. Leafing through a
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book, the poet finds a withered rose; but he has forgotten who gave
it to him, and he knows he will soon be dead. The final two poems,
both by Eichendorff, are the work's epilogue. ‘Dichterilos’
complements 'Wehmut' in lamenting the poet's fate - to rejoice and
suffer for others, but to die unrecognised; and 'Der Einsame' is
the invocation to night.

Such is the 'action' of the Elegie, and most writers give a
synopsis similar to the above without comment. What is surprising
is that no one has pointed out how well integrated, in the circum-
stances, the action is, for it does have exceptional coherence for
something that was apparently an afterthought. Not only does it
have 'a beginning, a middle and an end', but it progresses evenly
throughout the twenty-four poems as if they had been designed as a
unity from the start.: Within its Eichendorff frame the narrative
divides into three phases, defined by the changing seasons of the
year. The first phase, extending from 'Liebesfriihling' to
'Herbstklage', is set in spring. Already in 'Liebesfruhling' the
flowering of love is linked with the flowering of the land:

Ich sah den Lenz einmal,
erwacht im schonsten Tal.
Ich sah der Liebe Licht
im schonsten Angesicht.

The first hint that things may be wrong comes in 'Frage nicht',
where the poet shrinks from asking himself how much he loves the
girl, fearing there may come a time when she ceases to love him

[beim Tode deiner Liebe - which is also the first mention of

death]. In 'Warnung und Wunsch' he contrasts the exuberance of
spring, which is self-renewing, with her exuberant mortality.
After their separation he compares her again to spring ('Kommen und
Scheiden'), and her death prompts a verbal reminiscence of
'Liebesfriihling' - 'Holder Lenz, du bist dahin!' ('Herbstklage').
In the poems of the second, autumnal phase (from 'Herbst-
gefiihl' to 'Verlorenes Gluck') death itself becomes the dominating
theme, first in a general, metaphorical sense (the two songs called
'Herbstgeflihl', 'Das Mondlicht'm 'Vergangenheit'), then more
specifically ('Herbstentschluss'). Just as spring ended with the
girl's death, the poet thinks, so autumn seems about to end with

his own ('Verlorenes Gliuck'). But spring returns - the third



141

phase - and his wounds begin to heal; and in 'Welke Rose' all he
feels is indifference. The poems of the 'epilogue' continue and
resolve the theme of death.

The progression from spring to death recalls the Op. 20
collection, and perhaps the Elegie originated as an elaboration of
the same scheme. But then the narrative intervened, and Schoeck
found himself with a more complex plan. The action broke down into
two halves, the first dealing with the poet and the girl in spring,
the second with the solitary poet in autumn; the first would end
with her death, the second would show his response to it before
culminating in his own; but since his response must include
recovery, there had to be a second spring, a catharsis before the
final transfiguration. A series of climaxes emerged: the first
'Waldlied', with its violent depiction of storm; 'Herbstklage', an
obvious halfway-point; the second 'Waldlied', leading to the
emotional crisis of 'Herbstentschluss' and 'Verlorenes Gliick'; and
'"Der Einsame', a long-drawn-out, lyrical finale.

This was the foundation for the musical structure; but when
we look at the poems in detail we find a deeper unity. Many of
them have a woodland setting, and words like 'Wald', 'Hain' and
their compounds occur repeatedly throughout. Other recurring
images are the bells in 'Stille Sicherheit' and 'Vesper', the birds
in 'Nachklang' and the second 'Waldlied', and the wind, which
snatches away the girl's farewell ('An den Wind') and returns in
the autumnal songs as a sort of leitmotif of death. These
connections are simple enough, and merely help to huild up the
general atmosphere. Others, however, seem to exist expressly for
the purpose of establishing a formal link. 'Stille Sicherheit’',
for example, concludes:

Sagen darf ich dir, wir sind allein,
dass mein Herz ist ewig, ewig dein!

The following poem, 'Frage nicht', takes up the thought:
Wie sehr ich dein, so0ll ich dir sagen?
(The model here was probably Die schone Mullerin - 'War es also

gemeint', etc.) Similarly, a phrase in 'An den Wind' -

[Ich] sah, wie sie den Mund erregt,
und wie gewinket ihre Hand

- is echoed in 'Kommen und Scheiden':
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Und als Lebwohl sie winkte mit der Hand

This last is an example of a third kind of connection,
whereby objects or incidents repeatedly referred to assume the
status of themes - things which in Lenau connote nothing beyond
their immediate context, but in Schoeck become so many hints,
allusions, anticipations and reminiscences. There are several
references to a rose, for example, each with a different signifi-
cance. In 'Warnung und Wunsch' it is a symbol of self-renewing
spring ('Welkt die Rose, kehrt sie wieder'), as opposed to the
mortality of the girl; when she is dead the phrase 'welkt die Rose'
comes to seem prophetic, as if anticipating her loss. Thereafter
the rose is associated with death: in the second 'Herbstgefiihl',
roses are Lenau's image for the flush on the cheeks of a dying man,
and in 'Vergangenheit' the clouds make wreaths out of roses for the
dying day. Finally the discovery of a dead rose tells the poet
that his love is a thing of the past ('Welke Rose'). Or take the
adjective 'welk' itself. In 'Warnung und Wunsch', as we have seen,
the phrase 'welkt die Rose' foreshadows the girl's death; in
'Herbstklage', after the event, the word seems to spread decay
throughout the whole world:

Sterbeseufzer der Natur
schauern durch die welken Haine.
Tl ishabasabbas DA EIE i
welkes Laub und welkes Hoffen.

Themes like this naturally ramify by association. In
'Waldgang' the lovers are walking together; both are oppressed by
the idea of separation, yet they know they will not forget one
another. This incident is recalled when the poet walks by the river,
wishing they could be looking at the moon together ('Das Mondlicht').
And in 'Verlorenes Glick' he remembers an occasion when she walked
with him in the moonlight, promising to love him for ever.

This poem is in fact a recapitulation or synthesis of verbal
themes, for in addition to those mentioned it contains references
to 'that summer night' (a form of wording which postulates a
situation already discussed - perhaps in 'Stille Sicherheit'),
the 'raw wind' which has made off with the poet's happiness

(cf. 'An den Wind'), and the girl's death. The themes
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are underlined below:

Die Bdume rauschen hier noch immer,
doch sind's dieselben Bladtter nimmer,
wie einst in jener Sommernacht.
Wohin, du rauhes Erdenwetter,

hast du die damals grinen Blatter,
wohin hast du mein Gliick gebracht?

Sie schritt mit mir durch diese Baume,
ihr gleicht kein Bild begluckter Traume,
so schdn und doch so treu und klar;

das Mondlicht ruht' auf ihren Wangen,
und ihre sissen Worte klangen:

'Dich werd' ich lieben immerdar’.

Je tiefer mit den Rduberkrallen

der Tod in's Leben mir gefallen,

je tiefer schloss in's Herz ich ein

den Schatz der Lieb', dem Tode wehrend;
doch bricht der Rauber, allbegehrend,
zuletzt nicht auch den letzten Schrein?

This is the work's crisis and turning-point; after it, the atmos-
phere lightens and all the themes except death disappear.

The Elegie having originated as it did, connections of this
third, 'thematic' kind must be largely adventitious. But the
arrangement of the poems was a deliberate act; and it is to
Schoeck's credit that the themes, such as they are, develop without
hindrance or contradiction, and that the poem in which they meet is
also the emotional climax of the work (the concept of 'Nachruf' in
Op. 20 carried onto a higher plane). Adding all this to the solid
narrative structure outlined above, we see an unusual talent at

work: what might almost be called a 'genius for arrangement'.

When we turn to the music, by contrast, we may be surprised by the
lack of external unifying devices until we realise that the history
of the work largely precludes them. Since most of the songs were
written before the idea of a cycle came to mind, it is hard to see
how thematic relationships between the songs could exist, unless
superimposed afterwards in the form of quotations; and with three
exceptions even these are lacking. The Elegie, like Die

Winterreise, is a work whose unity seems to derive almost

entirely from features of style.
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In songs with a woodland setting, for example, it was simple
convention for Schoeck, as it would have been for Schubert, to
illustrate the rustling of the trees in the music. When there is a
series of such songs, an accumulation of similar textures results

(cf. the brook in Die schéne Miillerin).1 The same applies to the

music associated with the wind, the birds and the bell. Again,
Ernst Mohr, in an article on Schoeck's cycles, has noted the
prevalence of ostinato structures in the Elegie - 'ostinato' being
used in the conventional sense here - and has observed that over a
third of the songs are built on pedal points (in fact no fewer than
seventeen use pedals or ostinati in some form). Mohr suggests
that, although both devices occur in other works by Schoeck, 'the
concentration on certain constructional principles and the
continual return of the same formal characteristics create the

typical sound-world [Klangatmosphare] of the Elegie.‘z

These principles and characteristics are discussed below;
but first we must consider the thematic relationships between the
songs. The first is as much tonal as thematic. The opening song,
'"Wehmut', vacillates between B minor and Bb minor to express the
emotional ambiguity of the poem. The very first chord is a B minor
friad, expressed enharmonically as a minor Neapolitan of Bp; and
from then on the music hovers between the two keys until the last
verse. Here, on the words 'Da lauschen alle Herzen, / und alles
ist erfreut', the music seems about to settle in B minor. But
then - 'doch keiner fuhlt die Schmerzen, / im Lied das tiefe Leid'
- there is a sudden change of direction (the shift of texture on
'Lied', with high strings replacing low wind, is striking) and the

music cadences in Bb. Note the warm new theme on the clarinet:3

1) See the relevant passages in the first 'Waldlied',6 'Waldgang',
'Vesper', 'Herbstklage', the first 'Herbstgefuhl', 'Verlorenes
Gluck', 'Angedenken' and 'Der Einsame'.

2) 'Das Problem der Form in Schoecks Liederzyklen', SMZ 83 (1943),
P86

3) The reversal of expected harmonies is interesting: one would
normally associate the major key with pleasure and the minor
with pain. Here Schoeck seems to hug his sorrow to him like a
warm major triad.
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This passage is recalled in 'Angedenken' (also in B}p), where the

clarinet has a melody identical to the one just quoted,
presented as a kind of Ranz des vaches.

thus accompanied by a musical quotation:

1) Since

'"Wehmut'

'Angedenken'’

was written before

prepare this recapitulatory effect.

1

passage that is the quotation,

though now

The return to spring is

'Wehmut ',

it must be the
implanted just to
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The second thematic relationship is more tenuous.
'Liebesfriihling', the first song about spring, has a warm,
Brahmsian melody. In 'Herbstklage' the verbal reminiscence of

'Liebesfriihling' is complemented by a musical one:

[Ruhevoll] .
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Schoeck wanted a pause to be made after 'Herbstklage' in
performance.1

The third relationship links the last two songs of the
cycle, 'Dichterlos' and 'Der Einsame' - indeed they are literally
linked, by a short orchestral interlude (apparently an after-
thought).z This interlude is interesting in a number of ways, not
least for its beautiful chromatic harmony. It is perhaps the most
remarkable of those little 'climaxes of expression' which Schoeck
likes to insert before the final phase of a song or larger work.
The word 'inserts' is appropriate because these episodes always

have the character of interpolations: it is in their nature that

1) Gapw dals 2) See V p. 109,
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they should differ from anything else in the work - a change of
texture and dynamic is common here - so that attention is secured
prior to the peroration. In the Elegie example the hushed whole-
tone chord, reinforced by the piano's 'midnight chimes' (an antici-

pation of the Berg Kammerkonzert), elicits a single, quiet stroke

on the tamtam. Now, in music of this period (Strauss; Mahler;

Schoeck himself, in Lebendig begraben and Venus) the tamtam is

associated with death. We have had this association twice before
in the Elegie: in the first 'Herbstgefiihl' and in 'Herbstent-
schluss'. This third passage, coming where it does in the cycle,
acknowledges death in the most striking way:
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After this climax a dialogue of clarinet and horn takes us

momentarily into the world of Wanderspriiche; then the strings slide

away in tenths, and a chorale-like theme on the woodwind leads to
the thematic link - a three-bar cadential figure which is used in
'Der Einsame' as a refrain.

This final number - 'a Brahmsian cradle song in genre, but

[conveying] a far more complex feeling than mere repose’1 -

is the only one in the cycle where melody is given its head. Until
now we have had declamation and arioso, but nothing very lyrical;
now the voice comes into its own, with a strong rhythm, regular
phrases and a straightforward singing line (see the example on
p. 18). As Egon Wellesz has pointed out apropos of the final duet

in Der Rosenkavalier, a vocal melody of this type, coming after so

much 'symphonic development', is always effective;2 and for Schoeck
it is an apt vehicle for the Aufhellung, or sense of spiritual
uplift, which he wants to convey.

The importance Schoeck gives his finales is partly lieder
convention, but there are also operatic overtones. Many Wagner
operas - Tristan is the obvious example - end with a long solo
monologue which is at once musical recapitulation and dramatic/
psychological resolution. Strauss in Salome and other works, and

Busoni in Doktor Faust, followed this tradition, as Schoeck himself

did in Venus. In some of his song cycles he does the same thing in
miniature. Sometimes musical recapitulation and psychological
resolution combine, as they do in Gaselen; sometimes the two
functions are divided between a song and an interlude, as in the
Notturno. But in either case we have that bright, optimistic
ending which for Schoeck was essential.

In 'Der Einsame' the new lyricism gives the sense of uplift;
what gives the sense of resolution - apart from long tonic pedals -
is the sustained assertion of a familiar key. The tonal scheme of
the Elegie, in fact, is the one formal aspect that suggests
deliberate thought. (It is also the only aspect that Schoeck could

1) Bayan Northeott, 'Radio', Music and Musicians 19 (1971), p. 54.
2) Essays on Opera (London, 1950), pp. 104-5.
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have influenced after the composition. Though he could hardly have
rewritten his songs after deciding to make them into a cycle, he
could certainly have transposed them.) In the following chart,
modelled on those of Graham George,1 keys are arranged across the
page in order of first significant appearance, with important
subsidiary keys in parentheses (thus 'An den Wind' begins and ends

in F# major but includes passages in A major and F minor):

1. Wehmut bh- B

2. Liebesfrihling F

3. 'Stille ‘Stecherheit d-D

4, TFrage nicht it

5. Warnung und Wunsch c

6. Zweifelnder Wunsch bb- Bb

7. Waldlied eb

8. Waldgang d-D -- # (c)

9. An den Wind (f) =|-F §-|- + -|-(A)
10. Kommen und Scheiden Bb ' I
11. Vesper a
12. Herbstklage 2 l
13. Herbstgefiihl bh-Bb
14. Nachklang bQ—Bb
15. Herbstgefuhl Bb (f)
16. Das Mondlicht | E
17. Vergangenheit Bb
18. Waldlied d --+1+-|-4 a
19. Herbstentschluss f (Ap)
20. Verlorenes Glick ct I
21. Angedenken Bp 4 - - - - - - (c) - - = (Ap)
22. VWelke Rose ep - - - - éb
23. Dichterlos Ab
24. Der Einsame () IR vl e e - Ab

Three points of interest here. First, one third of the

songs are in Bp major or minor. One cannot draw parallels between

1) See Tonality and Musical Structure (London, 1970).
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all the poems concerned; what matters is that the key is felt as a
norm, or tonic, to which the work periodically returns. Secondly,
every key (with one exception) is heard at least twice, its appear-
ances being divided between the two halves of the cycle. Thirdly,
from the nineteenth song onwards there is an increasing presence
of Ap major, in which key the cycle ends.

All this is consistent with the pattern of the text. The
action divides into two halves - the poet and his love in spring,
the poet alone in autumn - as does the layout of the keys. The
first half begins in Bp but finishes in C, indicating that things
have gone 'off course'. The resumption in B} after the caesura,

like the Bp of 'Pause' in Die schdne Miillerin, signifies a new

start as well as a continuation. The second half reaches its
climax in 'Verlorenes Gliick', the song in which the poet fears that
death, which has already robbed him of the girl, is about to take
his own life. This song is in C§# minor (= Dp minor in context),
the key in which his anxieties for the girl were first expressed
('Warnung und Wunsch').

For the 'second spring', in 'Angedenken', the Bp of 'Wehmut'
returns, its powers of reprise enhanced by the thematic quotation.
Meanwhile a new tonic is emerging: Ap major. In 'Herbstentschluss'
its islands of diatonic harmony ('Wo sind, Walder, eure Wonnen?')1
have provided a refuge from the surrounding dissonance;

'"Angedenken' also uses it as a secondary key. 'Welke Rose', the
next song, begins in Ep minor but moves to Ap minor for its second
verse; its final Eb major triad has the feeling of a dominant,
which 'Dichterlos' then resolves. The rest of the work - seven
pages in the vocal score - is a massive assertion of Ap major.
Spring and love have been exchanged for night and death; and though
the symbolism is not exact, the movement from lighter to darker

keys underlines this progression in a highly expressive way.

1) The violin melody at these words is virtually a quotation from
'Die Kapelle', the early song discussed on pp. 19-20. (In both
songs the melody forms a kind of second subject.) In this
inadvertent reference to an earlier work, prompted by these
particular words, Schoeck's nostalgia is given almost
embarrassingly direct expression.
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There is another aspect to the symbolism, too. Some keys,
during the nineteenth century, became so strongly associated with
certain works that they could scarcely be used without evoking
them. Thus, for anyone writing around 1880, D minor 'meant'

Beethoven's Ninth (with Don Giovanni in the background), Ep major

the Eroica, E major Schubert's valedictory mood, and so on: compare
any works by Brahms or Bruckner in those keys. Abp major, similar-
ly, meant the Tristan love duet, with its associations of love,
night and death. In choosing to end his Elegie in that key Schoeck
was surely as deeply influenced by that fact as by any internal
consideration.1

Finally one must admire the skill with which, in addition to
handling these long-term relationships, Schoeck manages the transi-

tions from song to song (Dichterliebe is the locus classicus for

this). Some songs, as can be seen from the chart, are linked by a
common key (13-15); others by a dominant-tonic relationship (6-7,
21-3); still others by a move from minor to relative major (11-12).
'Frage nicht' dies away on an unresolved dominant seventh chord

(Dichterliebe again), which is taken up and resolved in the next

song; the final cadence of the first 'Waldlied' provides the first
four notes of its successor; and so on. Naturally no such
connections exist where the text requires a break, e.g. after
'Herbstklage' or 'Verlorenes Gluck'.

All these relationships - not to mention possible under-
lying relationships - give the Elegie a unity which plainly exceeds
what might be expected from the facts of its composition. Between
the writing of the songs and their orchestration some remarkable
transformation has occurred, enabling what might have been merely
another collection to stand as an entity. No precise information
is available, but I would guess that the decision to make the songs
into a cycle and the decision to orchestrate them came at the same
moment; for in the question of medium something almost equally
remarkable has taken place. Apart from the many felicities that

must have arisen in the process of orchestration, like the

1) See below, p. 346 n., on the use of Ab major in Unter Sternen.
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Klangfarben effect in 'An den Wind', where the arpeggio is 'wafted'

from one instrument to another, there are many songs which sound
orchestrally conceived, not because they call on special
instrumental techniques but because they seem to live only in their
orchestral setting. Consider 'Wehmut' and the second 'Herbst-
gefuhl', quoted on pp. 145 and 164 respectively. In their piano
version they sound lacklustre and dull (other songs lie awkwardly
under the hands). Now turn to the orchestral score and see how,
though the notes are the same, the music has come alive.l

'Wehmut', given to flute, cor anglais and clarinets, all in their
lowest registers, takes on a sickly, breathy quality, like a
Schoenberg harmonium. 'Herbstgefﬁhl', by contrast, uses string
sextet and piano, the piano part - more like Webern than Schoenberg
- being confined to one pitch. Schoeck draws out all the latent
polyphony in the texture by distributing the lines between the
players, the most expressive going to high cello. He gives an edge
to the chromaticism by putting the first viola above the violins,
while introducing the second viola at the cadence so that the
darker instruments dominate the sound. Even the pedal-point is

made interesting by having its articulation varied:

Nr. 15, &g

/ With repose. —— =
Singstimme. ¥ T ====x = e re——— —t .

—
=
7 t 1  — ——¢ +—+ " 22
D & ¥ vhY * i g * & 5
Der Bu chen.wald ist odnn'p-rﬂ - tet, 80,
Aw  bois, Vau . tom _mne rend les  ké . ires rou £es. Lor.
Now Au . tumn o'er the trees his red hue fling eth, the
L (f&>e = | i I T S
Violinen. .j\ 1 ( -.F' — 2 o i3 % _——é ""——V::-_
IL (e = = et =
T e — —————
: — P — R
1 14 — 3 1 . 1 &
Bratschen. r R By
. ({BE— e
(ohne Dampfer!) R
sehr sart, Fa0e erege.
L EIE R P
E 11— - e & F—F
: T PP ——apr| —— (Plag) (klingt wie geschri
Violoncelle. i 3 (Danpfer!) M
11 (e = = ! i
rr ——
Al (klingen ln‘euz e il
s 2t t t - 1 1]
Klavier. P T : t t ——
PPPa; 2.
Rubig. Calme.
With repose.

1) There are many discrepancies between vocal and orchestral
scores. Most concern dynamics and expression marks;
occasionally there are differences in the vocal rhythm, and here
the V.S. is probably to be taken as definitive. The depiction
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Proust writes movingly of the moment when Balzac, having
already written some of the novels in his series, suddenly became
aware of a unifying theme running through them and conceived the

idea of La comédie humaine.1 If the facts we have are correct,

Schoeck must have experienced some similar revelation during the
composition of the Elegie, perceiving the unity of the poems he had
selected and the orchestral possibilities of music he had been
composing on orchestral lines. In which case his experience was
essentially one of recognition, making clear to him the true nature
of ideas he was already familiar with - ideas which his instincts

had understood better than his conscious mind.

It has been said (p. 41) that the Elegie looks two ways: back to
the early songs for its style and spirit, and forward to later ones
in its use of certain musical techniques. It would be easy to go
through the work, pointing out this or that reminiscence or
anticipation, and when such connections are significant they are
indeed noted. What is more interesting is to consider the ideas -
mainly technical ideas, but also ideas of theme and character -
that the Elegie has in common with other works, and what these
ideas tell us about Schoeck's deveiopment. In that development, I
have suggested, the work occupies a special place: it comes half-
way through his list of opus numbers, it is his first song cycle,
and it epitomises the conflict between his traditionalist and
'constructivist' views.

The Janus-faced quality of the Elegie is most immediately
apparent in its wide range of styles. Some of the songs, as we
know from examples already quoted (pp. 18, 28-9. 146), are as

diatonic as anything in Schumann or Brahms, and might have sounded

of thunder in 'Warnung und Wunsch' is omitted in the V.S., and
'echo effects' at the end of songs - where the orchestra quits a
chord leaving it suspended in the piano - are eliminated
throughout.

1) By Way of Sainte-Beuve [Contre Sainte-Beuve], trans. Sylvia
Townsend Warner (London, 1958), p. 136.
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conservative in 1860, let alone 1920. The 'progressive' side, on
the other hand, emerges in such songs as 'Herbstentschluss' and
'Verlorenes Gluck'. 'Herbstentschluss', often cited for its
bitonal passages, in fact epitomises the stylistic uncertainty of
the whole work. 1Its opening recalls a Brahms song, 'Ach, wende
diesen Blick', Op. 57, No. 4 (also in F minor), and indeed the song

is riddled with Brahmsian reminiscences (e.g. that of the Alto

Rhapsody at the words 'Es ist worden kuhl und spdt' - as always, a
verbal echo prompts the musical one). The 'bitonal' passages are

genuinely ‘radical: if the basic harmeny is a French sixth, the
upper chords stubbornly refuse to resolve. But the final cadence
borrows from Schumann's- 'Auf einer Burg' - 'weinen' being the
common word here.

These stylistic impurities are not necessarily a blemish;
they can even give pleasure. In any case it seems pointless to
criticise something which is so essential to the work's character -
rather as if one were to criticise Parsifal for being longwinded.
The combining of characteristics from earlier and modern periods,
the mixture of derivative and original writing, is central to the
Elegie, reflected technically as in its nostalgic theme. One might
almost say that the stylistic differences arose as a deliberate
expression of the theme, and as such must be counted a virtue.

The derivative or traditional aspects of the Elegie centre
on its songs in ostinato form. There are other songs, such as
'Herbstklage', which are simpler, but these Schoeck could have
composed at any time. With the ostinato numbers we have a
continuation and refinement of a technique practised most inten-
sively during a previous period. Not always a refinement: the
first 'Waldlied' (see p. 137) revives the crude i-i-iv-i formula of
the 1907 'An die Entfernte', here given some point by the sub-
dominant modulations heard later. 'Angedenken', too, adds little
to the possibilities of the technique, except in its manner of
dropping the ostinato for contrasted episodes and then resuming it
again, the song as a whole forming a kind of rondo. One must be
careful, however, not to confuse artistic quality with ideas of
'progress': these songs are extremely beautiful.

The opening of 'Angedenken', quoted on p. 146, exemplifies
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the cadential type of ostinato figure mentioned in the last chap-
ter. The effect of such figures is to close off each statement
from the ones surrounding it, while paradoxically increasing the
need for repetition: the ostinato becomes a sort of chaconne (the
connection with actual chaconnes, such as the penultimate song of

Lebendig begraben, now becomes clear). The effect on the vocal

line is also paradoxical, for though the self-sufficiency of the
ostinato is inimical to lyricism, the tendency to four-bar phrases
brought about by the increased repetition helps the voice to float
a phrase - not always very lyrical phrases, to be sure, but
certainly more continuous ones than it has enjoyed for some time.
'Angedenken' begins with two such four-bar phrases, with the result
that when the ostinato is dropped the voice can sustain the texture
until it returns:.

'Vergangenheit' also benefits from this new flexibility of
phrase. The first of the three verses consists of seven statements
of a one-bar cadential figure (I-IV9-I9: actually a decoration of I
in Bp), against which the voice muses up and down the tonic triad
'mit schlichtem Ausdruck'. Any larger-scale phrases - 4 + 3? - are
determined solely by the length of the poetic lines. The
articulation of the second verse, again consisting of seven bars,
is almost equally as weak, except that the ostinato, transposed to
G minor at the start of the verse, moves to D minor in the fourth
bar, giving an overall structure of 3 + 3 + 1 (the last bar returns
to Bp in anticipation of the third verse). The first two verses
have merely described the scene: an evening sky which reminds the
poet that another day is over. Now he addresses the past, which,
he says, buries not only the heart's complaints but its happiness
too. For these more emotional lines - 'ausdrucksvoll', the singer
is instructed - there is a tightening of the phrase-structure.
After two bars of ostinato in Bp the figure is repeated once in G
minor and once in Ep, the harmonic acceleration giving definition
to the four-bar phrase as a whole. Then, just as it looks as if
the sequence is going to drop into C minor, the harmony is diverted
by the sudden prominence of the voice, which comes forward with a
completely unexpected lyrical continuation of the four-bar phrase.

The rest of the third verse - eight bars in all - is devoted to the
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climax and disintegration of this snatch of vocal melody, the only
one in the song; the ostinato is forgotten (to be recalled in the

postlude), and the orchestra reduced to mere accompaniment:1

2 ausdrucksvoll avec exzpression
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1) It is interesting how at the end of this song Schoeck resists
the temptation to indulge in word-painting at the expense of
meaning: he refuses to write happy music for the word 'Selig-
keit', remembering that the poet's happiness is to be buried -
hence the chromaticism and the G minor.
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This sudden emphasis on the voice is one of Schoeck's
devices for breaking out of the ostinato once it has done its work.
It succeeds because the tension is concentrated on the point where
the ostinato breaks off: the four-bar phrase demands continuation,
the harmony demands resolution, and the song as a whole demands
some grand concluding gesture - something other than the ostinato -
if it is not to end lamely. All these demands are satisfied, but
in ways we could not expect; and the provision of the lyrical
phrase after so much declamation gives the song its own little
Aufhellung, a miniature version of the effect calculated over the
cycle as a whole.

At least two other songs in the Elegie have similar
climaxes. 'An den Wind' begins with a two-bar ostinato phrase in
F§ , presented against overlapping phrases in the voice (see pp.
28-9). For the second verse the ostinato is simply transposed into
A. It has reached its third two-bar phrase when it is interrupted
by a new figure, consisting of two chords in the distant tonality
of F minor. The idea of the poem is that the wind carries away the
girl's parting words, and now, as the ostinato starts up again, it
is repeatedly cut off by the F minor figure, which grows from six
quavers to eight and finally produces its own continuation. By
this time, since the F minor figure consists merely of chords, the
voice has come to dominate the texture; and so all our attention is
upon it as the poet utters his last words, a bitter question to the
wind. At this point, halfway through the bar, Schoeck reintroduces
the ostinato, and the dissonance that results when the voice
descends from F# to Ef over the tonic pedal is the expressive
climax of the song:
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It is not a question, here, of breaking up the ostinato by giving
prominence to the voice, as was done in 'Vergangenheit', but of
giving the voice temporary prominence so that the ostinato can
later return with great effect. Since this reprise consists of
only a couple of statements, there is no problem about ending the
piece.

'Dichterlos', our last example, is also the shortest (the
voice sings for only sixteen bars). The ostinato figure is a

decorated cadence which takes its rhythm from the declamation:
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After nine bars of this, the semitone inflections move into the
bass (an anticipation of the interlude to come), the harmony sinks
onto V of iil and the voice rises a sixth - its largest interval so
far - for a new phrase. The climax is over almost immediately, but
the voice has broken the domination of the'ostinato; and when the
latter returns all it can do is circle wearily, its rhythm distor-
ted (note the reversal of stresses between the first two chords)
and its harmony chromatically undermined:
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1) A chord perhaps derived from Brahms's 'Minnelied' (see p. 28).
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These examples, and others like them, constitute the apogee
of Schoeck's ostinato technique, showing how varied its structural
and expressive possibilities can be. Or rather, could be, for it
clearly depended on a type of harmony which around 1920 was
becoming increasingly difficult to sustain. That Schoeck, for all
his ability to find power in a seemingly exhausted language, was
conscious of this difficulty is proved by the variety of styles in
the 1917 collections. And indeed, though he continued to use the
ostinato from time to time, he never again made such extensive use
bf it as he did in his early period. This is one reason why the
Elegie is a culmination as well as a new beginning.

This 'new beginning', it must be said, expresses itself more
as a change of outlook, of attitude, than as a positive step in a
new direction. It was claimed above that the change involves the
use of certain musical techniques, but it is not so much the actual
techniques used that anticipate the future as the desire to use
them - that radical or 'constructivist' spirit which is to emerge
so strongly in the works to come. The techniques as such, though
interesting, contain little that lends itself to extensive
exploitation, and in terms of 'musical investment' they actually
promise less than some of the early songs. One can imagine
Schoeck's comment: 'The teaching of form concerns itself only with

exceptions.'l Perhaps; but the exceptions are fascinating.

1) G p. 67,
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Some of the songs in question merely apply the procedures
associated with ostinato to other structures. These structures may
themselves be simple, and here it is the rigour with which the
procedures are carried out, rather than their originality, that
attracts attention. 'Vesper', for example, keeps a diminished
chord going for fifty-one bars, with chiming figures in piano and
wind to represent the bell (this is ostinato being used in its
ordinary sense). During this time the voice leads the music
enharmonically through many keys: a questionable D major at the
beginning, F minor at bar 8, Bp minor at bar 16, G minor at bar 23,
B minor at bar 31, Ap minor at ‘bar 33, F.minor at bar 37, D minor
at bar 41. There are also places where the tonality is ambiguous
or even totally suspended, as at bar 52, where Schoeck breaks out
of the ostinato by bringing the diminished chord down in semitones
over a rising bass. (It is just after this that he introduces the
Venus quotation.) This emphasis on the dissonance, coupled with
its refusal to resolve in any of the listed keys, gives it some-
thing of the stability of a tonic, with the result that the
resolution into A minor at the end seems rather forced and
arbitrary.

'Herbstklage', on the other hand, takes up the variational
possibilities of the ostinato in the context of a strophic song.
(Songs actually in variation form are discussed later.) Here the
main interest seems to be the unresolved leading-note cry from oboe
and cello which pierces the texture, nearly always on important
words ( ‘Holder Lenz', 'Wie der Wind', 'Sterbeseufzer' ete. - did
Lenau deliberately place the emotional emphasis of his lines on the
third syllable?). This is simple enough, and deliberately so:
after the dissonance of 'Vesper' Schoeck wants a brief, wistful
song with which to round off the cycle's first half. But there is
another aspect to 'Herbstklage', and this is what gives it its
piognancy: a gradual accumulation of chromatic detail which
threatens to undermine the diatonic foundation.

The first verse (bars 1-11) is harmonically straightforward,
even recalling the New World Symphony in bars 7-8, but already in
bar 6 the leading note B has fallen to Bb in preparation for the

next chord. The second verse (bars 12-23) adds a C¥ to the Bb so
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as to reach the subdominant of A minor (bar 14), and when the
song's opening is repeated in that key G# is the leading note. As
we return to C major the same pitch-class is heard again twice,
expressed as Ap. The third verse (bars 24-35) is a counterpart to
the second, moving to D major where the latter went to A minor; C#§
is now the leading-note. Once again the return to C necessitates
a good deal of chromatic alteration. The last verse (bars 36-49)
is the longest of the four and may be heard as a synthesis. It
begins similarly to the others, but with string tremolandi for the
word 'Waldesrauschen' (the singer is here asked to sing 'mit
gesteigertem Ausdruck'). When we reach the final couplet,

Treulich bringt ein jedes Jahr
welkes Laub und welkes Hoffen,

the phrases expand in a rich chromatic progression in which the
three main chromatic notes - Bp, C# and Ap - all figure prominently

(the nostalgic reference to the opening words is Schoeck's idea):
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1) An effect repeated in 'Vesper' and 'Der Einsame'.



163

The chromaticism here is decorative rather than functional:
that is to say, the chromatic notes are passing notes or appog-
giaturas and do not affect the basic relationships between the
chords. Other songs, however, use chromaticism more radically.
'Wehmut', as we have seen, extends the idea of semitonal movement
to the point where the song vacillates between two keys a semitone
apart (a combination of the techniques in 'Nachklang' and the 1914
'An die Entfernte'). 'Vesper' too is dissonant throughout, but
more remarkable than the nature of the dissonance is the way the
dissonance persists, contradicting all the possible resolutions - a
use of harmony which might be described as anti-tonal rather than
as a mere extension of ordinary means. A third example, the second
'Herbstgefuhl' (quoted below), is less dissonant but hardly less
subversive. The first three notes imply Bp - whether major or
minor is left in doubt - and as the voice drops from F to Bp we
expect the harmony to resolve in that key. Instead, however, it
switches round towards F minor, and the tonality remains ambiguous
throughout the song. There is never any root position triad in
either Bp major or F minor; the closing bars simply repeat the end
of the first phrase (V of F minor); but the persistence of the
pedal F - inflected to Gp just before the end - gives the note the
feeling of a dominant. We are never quite sure which key to call
the tonic. '

'Herbstgefilhl' is also interesting for the 'analytical' way
in which it lays out its phrases. The melody is unified by
internal repetition. Phrase one is identical to phrase four;
phrase two is identical to phrase three; and each phrase includes
a falling fifth (F-Bp) and a rising fifth (C—G):1

1) The opening of 'Herbstgefuhl' bears a striking (but almost
certainly accidental) resemblance to Berg's early song
'Schilflied!.
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For the middle section the texture thins out even more. The singer

seems to be feeling his way around the note F, sometimes with the

effect of a palindrome:
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This music is of course very similar to that of the opening, a
relationship confirmed by the falling fifth in the first wviolin.

The same 'analytical' treatment is found in the other
'Herbstgefihl', but here the melody has eight phrases, related as
follows: 1 =7, 2 = 8, 3 =5, 4 = 6 (the phrases are put forward
one beat the second time round). There are also internal
relationships: thus notes 3-7 of phrase one become notes 1-5 of
phrase two, while elements of phrase three (A moving to F, the
falling fifth C-F and the semitone B)-Blf) reappear in phrase four.

With these songs we approach variation form, and some of the
most interesting numbers fall into that category. 'Kommen und
Scheiden', for instance, consists of six phrases, each correspon-
ding to a line of the poem and each a melodic, harmonic or rhythmic
variant of the basic model. Schoeck intersperses the phrases with
a brief ritornello, which is itself varied, and the resultant over-
lappings produce beautiful effects.

'Stille Sicherheit', one of the more 'modern'-sounding
songs, is both more concentrated and more complex. Only twenty-two
bars in length, it is built on a two-bar phrase in which the singer
mutters his avowals against a background of muted strings, with
piano and wind (upper stave in the example) once again imitating a
bell. In the first verse (bars 1-9) the voice has four phrases,
varied rhythmically and with some of the intervals displaced:
phrase two, for example, reverses the opening motif for the word
'Madchen', adds a couple of A's before 'sicher' and then drops one
before 'allein'. Because of the declamation the phrases are uneven

in length, giving a structure of 2 + 23 + 13 + 3 bars.



166

The accompaniment also is varied. In bar 1 the piano and
wind introduce the string chord; in bar 3 they emerge out of it.
The distance between string and wind entries is sometimes a quaver,
sometimes a crotchet. The changes of texture, coupled with the
rhythmic unpredictability, give the music an eerie, dislocated
quality not unlike certain pieces by Webern. Meanwhile the string
accompaniment is developing on a kind of additive principle. In
bar 4 the cello's neighbour-note B} gains an E p; later the phrase
as a whole gains a chord (the D minor triad in bar 5). In bars 8-9
the ornamental movement increases. The effect of all these little
variations, together with the tonal ambiguity - D minor? G minor?
D major? - is to create a feeling of uncertainty and suspense which
belies the lover's assurances to his sweetheart that they are
'sicher und allein':

Leise und erregt. 4 demi voix ef avec émotion.
quasi recit.

£ N A = L I q_:—__; = |
B — 7  — ;n‘ ==y 1y I L — T K a7 o |
g e T ;r R T e e = e e
Hc:rf:h, wie still es wird im dunkeln Hain, Miad._chen, wir sind
Vois,  quel cal . me ri.gneau frais bos . quel, ché _ ve, seuls nous
D R R e ]
T ey
=k L o] [ i 1
L ~ L I 172y
- — S
—_ -
2 by  —
— =t
— be s :
7 bf" et
- ®e, o

—— rprp
1 1 I —
i§=3F=#FjF§ e e e e 5 e e e |
J = bo = = e =y v ?l 3 3 #: 2
si . cher und alisleinii=t © Still ver _ sau . selt hier am Wie._sen .
som . mes, fout est siir. Cal . meé . cou.teauxpen_tes des co .

A
o
)
b sl 7 Ll
bt?;“** F-.
F




167

4 1 1 ‘P ) |
if T K T K —F 'y K 'y 1+ '3 K T 1
A\A”.A | | AN ] i} 1 'l‘ 1\] 7" n’ 1 ‘lTr [‘;_, 1 1
o + @ he = b g @
hang schon der A . - bend_glok _ke mi . der Klang.
teaux, dans le sotr, la clo . che aux sons € . lemfs.
S e R SN S et
‘ = —
Wﬁé =1 t
l S = =1 = =
_%‘ t = S e RE= = {4
Bed i F

All this material is further exploited in the second verse,
and here the wind chord resolves into an unequivocal D major. This
verse given a sense of amplification to the overall structure by
increasing the phrase-lengths: if the first and second pair of
phrases in the first verse are each taken as a single phrase, the
proportions become 43 + 4% + 5 + 6 bars.

The most extraordinary example of variation form, however -
in some ways the most extraordinary song in the cycle - is
'Verlorenes Gliick'. The song is in three verses, with a general
ternary shape, but each verse is divided into two half-verses, the
material of which constantly develops. As in 'Stille Sicherheit'
the last sections are the longest: here the proportions are
7+ 7+ 6L +6L +9 + 9% bars. This is the first half-verse:
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The basic elements are the semitonal movement in the voice; the
first two chords of the accompaniment (i and V13 in Cf# minor: the
latter chord is notated confusingly); and the lyrical phrase in the
last three bars, of which more will be said later. The orchestral
part sounds even stranger than it looks, as the violin lines
continually cross one another and are doubled an octave lower by
the wind; the repeated triplets are in fact confined to the piano,
the strings having syncopated notes.

The first two half-verses are identical apart from some
minor differences of scoring and articulation. In the third half-
#erse, however - here the orchestra is reduced to strings - the
lower notes of the second chord are transposed up an octave, giving
a strained, disembodied sound. From the second bar onwards a new
chord (V13 in D major, the Neapolitan key) is substituted for the
Cg# minor triad. Finally the lyrical phrase, with its strong
cadential feeling, disappears, and in its place we have a two-bar
woodwind sequence based on major-minor change. This sequence is to
become a sort of leitmotif associated with the girl:
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There is no C§ minor triad at all in the fourth half-verse;
the D major dominant has ousted it completely. The texture now has
an even more disembodied feel about it, caused by the strings
playing on the bridge (this to convey the impression of moonlight
on the girl's cheeks).  There are interesting rhythmic discrepan-
cies with the preceding half-verse: note in particular the way in
which the second D major dominant, formerly heard in the second
bar, is now withheld until the third, so that the words 'slissen
Worte' may be accompanied by the sharper-sounding chord. The most
fascinating aspect of this section, however, is the variation of
the sequence at the words 'Dich werd' ich lieben immerdar', spoken
to the poet by the girl. Though the length of the phrase has
hardly altered, there are now four steps in the sequence instead of
three; and whereas the chords previously changed from major to
minor, major to minor and minor to major respectively, now all the

changes are from minor to major:
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That the progression can be modified in this way suggests that the
major-minor changes are arbitrary (if those in the penultimate
example help to ease the sequence, the same cannot be said of those
in the last). Indeed they are not 'functional' in any ordinary
sense, except in bringing the semitone motif closer into the
texture. The logic of the overall progression is here subordinated
to the relationship between adjacent chords: that is to say, the
emotional effect of the major-minor changes is more important than
the grammatical sense of the phrase as a whole. This is Schubert's

notion of major-minor change carried to its apogee: the immediate
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effect is all, or nearly all, and the general motion is
correspondingly weakened.

The fifth half-verse, inaugurating the ternary reprise,
reverts to the form of the first and second half-verses, with the
lyrical phrase instead of the sequence. It also reintroduces the
C4 minor triad - less prominently than at the beginning, and with
one of its notes altered. The companion chord, also with one of
its notes altered, is repeated more insistently than at any
previous point, and in the sixth half-verse, restored to its
original form, it is to crash out with almost Bartbfkian power.
Before this final section, however, there is a reminiscence of the
sequence, now transferred to lower strings and sounding like the
second orchestral interlude in Wozzeck. This time we get only the
'bare bones' of the progression, without the major-minor changes
('Schatz der Lieb' are the words that prompt the reference). Then
comes the climax. In terms of notes the chords are identical to
those heard at the beginning; but whereas there they alternated
more or less regularly, here we have only two C# minor triads as
compared with sixteen dominants - a 'theft' as radical as that

which death is about to commit on the poet's heart:
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In addition to the ternary structure, then, there are at
least four kinds of variation present in 'Verlorenes Gliick'.
Variation of harmony, from the octave transposition of notes in a
chord, through the chromatic alteration of notes, to the substitu-
tion of one chord for another; variation of rhythm, from minor
adjustments for the sake of declamation to the wholesale rewriting
of extended passages; variation of scoring and articulation, from
orchestral tutti through normal string tone to strings sul ponti-
cellos; and variation of phrase-structure, from the seven-bar
phrases of the opening to the nine-bar phrases of the close. (What
is missing from this list is melodic variation, to be used so
extensively later.) And contained within this first set of
variations there is a second, based on the woodwind sequence, with
its idiosyncratic use of major-minor change.

In passages such as the one last quoted, Schoeck seems to be
attempting a reform of the musical language, a renewal of tonal
possibilities. He does this not by inventing new chords but by
using the old ones in new ways - by placing common triads in
unusual juxtapositions, finding novel resolutions for dissonances,
and above all giving fresh life to conventional relationships by
rhythmic means. To define what was 'usual' in the style would
require another book as long as the present one, but fortunately
the point can be made more briefly. This is what a lesser
composer might have made of the last five bars of 'Verlorenes

Glﬁck',a final extension of the lyrical phrase:
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(To produce this travesty it was necessary to alter the A} in the
third bar to Gf; and Schoeck would not have allowed the consecutive
fifitheie)
Schoeck's common triads (apparently unrelated, but actually quite
the
second by the chromatic movement of the parts): note especially the
6/4.

sixth progression replaces Schoeck's treatment of that dissonance,

In the first bar we miss the startling effect of

closely linked, the first pair by a Neapolitan relationship,

audacious 'passing' In the next two bars a stale augmented

one of his most amazing examples of 'novel resolution'; we also
lack the false relations caused by his insistence on exact
In the ‘fourth bar,

produces an F§# on the last quaver in place of Schoeck's Fh - a note

imitation. finally, the same timid thinking
which can only be explained by a preference for contrapuntal rigour
over harmonic smoothness. The whole passage is a model of what can

be done with an 'exhausted language', even though its suppression
of normal relationships is itself contributing to the eventual
breakdown.

The absense of clichés in Schoeck's version does not mean it
is without rules; rather, that Schoeck is making his own rules. In
particular there is a tendency for the musical elements - melody,
harmony and so on - to be treated as separate objects, not in the
sense that they could exist independently of each other, but in the
sense that each seems to follow its own logic, sometimes at the
expense of the whole. In the final bars of this song the melodic
element predominates, and the harmony is correspondingly rough;
earlier we saw how a harmonic effect - namely, a major-minor

change - seemed to take precedence over the larger movement of the
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phrase. Similarly, though the opening of 'Frage nicht' is meant to
convey anxiety, solicitude and indecisiveness (which it does,
wonderfully),1 there is also something fixed, almost mechanical,

about the cross-rhythms and the harmonic movement :
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It is passages of this kind that allow us to describe the
Elegie as containing music that is 'as "modern" in conception as
anything composed at the time'. 'In conception': those are the
crucial words. Of course there are passages that sound more
'modern' than the opening of 'Frage nicht' - the start of 'Stille
Sicherheit', for example - and there are places where the actual
techniques used seem to correspond to those in other composers.
Thus the parallel common chords in 'Das Mondlicht' suggest
Debussy, the 'rhythmic counterpoint' between piano and timpani at

1) See the remarks on this song in Wittelsbach, op.cit., pp. 221-2.
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the end of 'Warnung und Wunsch' recalls Bartbk, etc. (Even when
the theoretical affinity is strong, however, Schoeck's music sounds
quite unlike these composers: his techniques are self-taught.) But
mainly it is his attitude that places Schoeck so firmly in his
time: a wish to explore every aspect of an idea, a delight in the
technical problems of composition, indeed a preoccupation with
technique which one might almost call 'Bergian' if Schoeck were not
so manifestly, and often so aggressively, non-intellectual in his
verbal utterances on his art.

The Elegie, as I hope these examples have shown, is the
first work of his to exhibit this 'modern' spirit in any sustained
or concentrated way. We have seen this spirit before, in the early
songs, but there it was random and sporadic, nourishing an idea
here and there without purpose (though some of the ideas were very
good, better even than some of those in the Elegie). Now it comes
into the music more strongly, still rather vague but nevertheless a
real influence; and this influence is soon to increase beyond
anything that could have been predicted.

At the same time there is a milder, more conservative side
to the Elegie, as our examples show. Who would suppose, looking at
the 'Herbstklage' quotation on p. 162, that it had been written in
the 1920s, the years of Octandre and Bartb6k's Third Quartet? Yet
even that is not the simplest passage in the work; and there are
others, as we have seen, which echo Schumann and Brahms. If the
last songs discussed have characteristics we may call modern, those
in ostinato form look firmly back to the past.

Yet it would be a mistake to exaggerate the 'divided' aspect
of the Elegie. One's first impression of hearing the work is one
of elegance and poise: despite the 'impurities' the style coheres
remarkably well. One's second impression is surprise that Schoeck
has been able to recapture this style in the 1920s, and not only
the style but the whole early romantic sensibility - for this
sensibility was not a continuing historical presence, but something
which had to be sought, like some precious memory, in a particular
period of the past.

This was something Schoeck was especially well suited to do.

For him the sensibility, like the style, had never ceased to exist:
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he had kept it within him, along with his other childhood
recollections, waiting for the moment when he could bring it forth
in his works. He detested the materialism of modern life, citing
Lenau's experience of nineteenth-century America as evidence
against it;l and his compositions are as much an attempt to provide
an imaginative alternative as they are a record of specific
feelings and events. The Elegie is a quintessential work of
nostalgia in music, not only for Schoeck but for all other conser-
vative composers of that time. Through its choice of poets, its
theme, its spirit and the style in which that spirit is expressed,
it recreates a world.

In his essay on Verdi, Isaiah Berlin revives Schiller's
distinction between 'naive' and 'sentimental' poets, 'those who [so
he writes] are not conscious of any rift between themselves and
their milieu, . . . and those who are so conscious'. For the
latter, he continues in words which might have been written
with Schoeck in mind, the harmony between sense and thinking

has been broken. The poet seeks to restore it. He looks for
the vanished, harmonious world which some call Nature, and
builds it from his imagination, and his poetry is an attempt
to return to it, to an imagined childhood, and he conveys his
sense of the chasm which divides the day-to-day world which is
no longer his home, from the lost paradise which is conceived
only ideally, only in reflection. Hence this ideal realm is
bounded by nothing; it is in its very essence indefinable,
unattainable, incapable of being embraced by means of any
finite medium, no matter how great the poet's capacity for
finding, moulding, transforming his material.

(Schoeck would have had an answer ready for this: '[Certainly] the
absolute is unattainable. The important thing is the longing, the
striving for this goal.')2 Berlin then writes:

The characteristic poetry of the 'sentimental' is satire, that
is, negation, an attack on that which calls itself real life
but. dd -3n faect a.degradation of 4t . .5 arbificial, ugly
and unnatural; or it is elegy - the affirmation of the lost
world, the unrealizable ideal. (3)

1) G p. 89. See also pp. 24, 131 et passim.
2y Ibide;-pei4s
3) 'The '"NaivetE&" of Verdi', in Against the Current (London, 1979).
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Schoeck had not yet written his works of satire, but the Elegie -
the repetition is unavoidable - is his affirmation of the 'lost
world'. It is a real elegy - not only for an unhappy love affair
but for a style, a language, a whole attitude to life which the
First World War and its consequences had made untenable. Of all

) ; 3 1
his cycles it was Hermann Hesse's favourite.

1) 'Othmar Schoeck zum siebzigsten Geburtstag', Neue Ziircher
Zeitung, 2 September 1956.
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CHAPTER 3

GASELEN

In 1923 Schoeck completed the Elegie; and he wrote Gaselen.1
Between those events he made two visits which brought him into
contact with some of the more progressive musicians of his day and
forced him to define his attitude to the musical avant garde. In
June he went to Paris, where Honegger introduced him to the members
of Les Six. Their cheerful destructiveness - this was the period
of Dada - bewildered and repelled him, and he said he had never
felt more of a German composer than in the great cosmopolitan
city.2 Two months later he was in Salzburg, accompanying some of
his songs at the first festival of the ISCM. Of this visit he

later remarked: 'The atmosphere was already verschonbergt. I had

the audience more than the clique on my side.'3 A reaction against
romanticism had set in: what Schoeck condemned as frivolous on one
hand - Paris, Les Six, Stravinsky - and as aridly abstract on the
other - Vienna, Schoenberg - were part of a movement away from

fin-de-siécle excesses, partly artistic in origin, partly enforced

by the economic consequences of the war.

Schoeck, however, saw the situation differently. To him
Schoenberg and Stravinsky were decadents, bent on destroying the
tradition he wanted to preserve. Schoenberg in particular he
loathed, in spite of knowing very little of his music (Vogel told

me he may have heard Verklarte Nacht once).4 The mention of

1) See OS pp. 104-6, 148-52; V pp. 110-15; Corrodi, 'Othmar
Schoeck's Songs', p. 134; Mohr, op.cit.; Schuh, 'Zur Harmonik
der neuesten Werke von Othmar Schoeck', pp. 88, 100-1;
'Gestaltungsprinzipien im Schoeckschen Lied', p. 65 (analyses
of songs V and VIII). Vocal score by Breitkopf (1925/53).

2) 0OS p. 104. 3) G p. 129.
4) Conversation, 31 Octoher 1971.
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Schoenberg's name in the Salzburg quotation is actually unique in
his conversations, as if he could not bring himself to utter the
word; usually he referred to him obliquely, aiming his invective at
concepts such as atonality and athematicism. 'The destruction of
tonality,' he once said, 'is comparable to an act of Ghengis Khan.
Harmony is demolished; it lies around, as it were, in fragments.
The destroyer hurls not only one glass to the ground, but
another and yet another!' Again: 'Athematic music is the play-
ground for amateurs and dilettantes', a 'cloak for a lack of
melodic ideas'.1 On another occasion, perhaps thinking of Hinde-
mith rather than of Schoenberg, he played his song 'Nachruf',
harmonising it in fourths, while his daughter added a counterpoint
in the relevant style2 - a kind of parody which is apt to backfire
upon the perpetrator (see below, pp. 379-80).

Schoeck's attitude to Stravinsky was less severely
expressed, partly, as he once explained with unconscious humour,
because Stravinsky respected the achievements of others, partly
because he had some liking for Stravinsky the man. He enjoyed the
early ballets (but not the Rite) and even conducted a few of
Stravinsky's works at St. Gall (see above, p. 32n). But some
remarks he made to Vogel about a visit to Werner Reinhart's, when
Stravinsky had been present, reveal envy and resentment:

I had to turn the pages for him in a performance of a work
for violin and piano [?]. During the playthrough Stravinsky
constantly drew my attention to the thematic work, which I,
however, could hardly recognise as such. He was elegantly
dressed, spoke German and affected a suave, worldly-wise
manner [gab sich gewandt und weltm@nnisch]. Very clever!

He has after all spent his entire life dwelling in the most
profane places of the earth!

Schoeck disliked what he knew of Stravinsky's operas, chamber music
and symphonic works, no doubt for their apparent lack of
expressiveness, and described the Symphony in C as 'deeply alien'
to him.S

Gaselen was his creative expression of these antipathies.

It is a setting for baritone and chamber ensemble of ten Keller

1) G pp. 113, 140, 106. 3y Ibid., p. 66,
3) Ibid., pp. 1023, 112.
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poems, brief, satirical pieces in which fanaticism is denounced and
tradition defended for the time when 'the vehicle of poetry may
escape from the realm of horrible Lestrygonians' (in the Odyssey,
the Lestrygonians were a race of giants who fed on human flesh).
The work was written in October 1923, and the first performance
given on 23 February the following year with Loeffel as soloist.
In style and character Gaselen stands in sharp contrast to
the Elegie: short (fifteen minutes), aggressive and sometimes
deliberately grotesque. Much of the writing is uncompromisingly
linear, and the rich ensemble of the earlier cycle gives way to a
consort of flute/piccolo, oboe, bass clarinet, trumpet, piano and
percussion. (The choice of instruments seems to parody the 'top

and bottom' scoring of L'Histoire du Soldat, a work which Schoeck

described as 'cockeyed' [schief] and reminiscent of Picasso's
cubist faces.)1 Schoeck's intention, then, was clearly to
caricature and deride. But Keller's cycle includes some love
poems; and so powerful are Schoeck's settings of them that they,
and not the satirical ones, make the most lasting impression. When
the splenetic final song erupts into an expansive, lyrical climax,
the emotion we are left with is not bitterness but - once again -
nostalgia. The work that set out to decry the fashionably up-to-
date has ended by warmly embracing the past.

Schoeck lived so much later than Lenau and Eichendorff that
his interest in them must be seen as something personal and idio-
syncratic, rooted in special aspects of his psychology. His
affection for Keller2 was more straightforward. As a Swiss he was
bound to be drawn to that author whose work was a lifelong
celebration of the Swiss people and their landscapes. The Zurich
known to Schoeck was larger than in Keller's day, but it still
retained its quiet, rural outlook; and as late as the 1940s a
custom such as that described in Keller's poem 'Sommernacht',

whereby farmers gather at night to harvest a widow's corn, was

1) - Ebdde s Pre BlL2:

2) Samtliche Werke, ed. Jonas Frankel and Carl Helbling (Berne,
1926-54). Biographical facts from J.M. Lindsay, Gottfried
Keller: Life and Works (London, 1968).
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still sufficiently familiar to be made the subject of a string
orchestral piece (Op. 58). There were personal connections, too,
through Schoeck's mother, through Robert Freund and through the
cafe where both artists entertained their friends.1
Keller was born in Zurich in 1819. His first enthusiasm was
painting; but when he went to Munich to study art he completed few
pictures, sold even fewer and inundated his mother with demands.

His novel Der grune Heinrich was later to describe his experiences

and, in some measure, to expiate them by having the hero die of
grief - a notion which shows that morbidity, inherited perhaps from
Heine, which sometimes affects his work. In the 1840s Keller began
writing poetry. His first collection, published in 1846, included

an early version of Lebendig begraben and many other poems later

set by Schoeck, and such was its success that Keller was given a
grant to study in Germany. There he met the philosopher Ludwig
Feuerbach, who encouraged him to abandon his religious beliefs.

The publication of the first version of Der grine Heinrich (1853)

established him as his country's leading novelist.

In 1855 Keller returned to Zurich, and for a time he was a
member of the Wagner circle. Despite his success his income was
still small, and in 1861 he obtained the post of Cantonal
Secretary. He fulfilled his duties conscientiously for fifteen
years, but during this time published 1little, and he retired with a
sense of having neglected his true gift. His last decade, by con-

trast, was prolific, in spite of declining health and growing

misanthropy: the Ziiricher Novellen (1878), the revised Der grilne
Heinrich (1879) and the Gesammelte Gedichte (1883), among other
works, all date from these years. He died in 1890.

Most of Keller's poetry is early work, written before he
came under Feuerbach's influence, and many of the poems set by
Schoeck have a mystical, pantheistic quality which the later Keller
might have rejected. In 'Unter Sternen' (the poem from which
Schoeck's cycle takes its name) the poet declares a feeling of

oneness with the universe; in 'Stille der Nacht' the reverence for

15 G Pp 1005 1967,
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night recalls Eichendorff. The last song of Schoeck's Unter
Sternen has the poet being comforted by a star:

Troste dich nur, dein Lied ist fern,
fern bei uns und nicht verloren!

Schoeck stressed the significance for him of these words: they
represented a kind of faith which, like the piety of Eichendorff or
1 Keller's

love of country, his moral toughness and his sense of humour were

Claudius, corresponded to his own religious position.

qualities greatly sympathetic to Schoeck, who felt a strong
personal affinity for the writer. Once he passed the house in
which Keller spent the last year of his life, and took off his hat
with the words: 'No one knows what he suffered up there. One
cannot take one's hat off to him deeply enough.'2 For the sake of
this affinity, he felt, deficiencies in the poems could be over-
looked. 'His language is not so [finely] '"heard' as Lenau's; that
is because it is heavily loaded down with ideas. One really has
the feeling one is pushing a heavy barrow uphill!'3
The relative unmusicality of Keller's verse may explain why
it has so rarely been set to music. There are collections of Alte
Weisen by Wolf and Pfitzner, and three settings each by Brahms and
Schoenberg; but to musicians Keller is perhaps best known as the
author of the story on which Delius's opera A Village Romeo and
Juliet (1900-1) is based. Schoeck himself had difficulties with

Keller's language, not only in 'Jugendgedenken' but also in

Lebendig begraben, with its discursive narrative style. Of his

other Keller settings, Unter Sternen, 'Heerwagen' from the

Notturno and the choral Vision (1949) represent the 'metaphysical!'
Keller; Sommernacht the pastoral writer; and Wegelied, a choral and

orchestral piece dating from 1913, the nationalist. The quantity
and variety of these pieces show the author as a continuing
presence and inspiration in Schoeck's music.

In his Gaselen Keller subscribed to that fashion for the

1) Ibid. ;g 464 -mveeralsocpire b6 -1 F 1
2) OS p. 285.
3) .G p. 166. See also pp.. .51, 7%, 110, 115=%6, 131, - 176-T.
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oriental which had started with Goethe's Westostlicher Divan. The

ghazal (Arabic: web, cocoon) was a thirteenth-century verse form,
used by Persian poets and adapted to German by Platen and Rlickert.
Its chief characteristic is its rhyme scheme. According to this,
the rhyme appears in the first two lines and then every alternate
line, thus: AA-BA-CA-DA etc. Eighteen Gaselen were among Keller's

Neuere Gedichte (1851); in the 1883 edition this number was reduced

to ten; and these ten were set by Schoeck without change.

The poems were discussed briefly in the biographical chapter
(p. 48). The first two are satirical. The following six are love
poems as extravagant as the Hafez they emulate. The ninth poem
acts as a bridge between the two genres, with the poet rebuked by
the fanatic for lying in a woman's arms when he should be fighting.
The tenth and last poem, the one about the hat, is also satirical,
but it ends with an unexpected amorous flourish:

In seinem [the hat's] Schatten neige dich, Schlusston von
allem meinem Singen,

mein treues Lieb, und troste mich mit deiner Lippen slsser
Glut!

If these poems can be called a cycle it is only in a loose
sense, and Schoeck probably felt it all the more important that the
work should be unified musically. For the first time, so far as
song cycle structure is concerned, we find him looking for a model -
for a work whose procedures had proved successful in the past and

might do so again. He chose An die ferne Geliebte, Beethoven's

continuous cycle with interludes, a recapitulation and a well-
balanced tonal scheme. All these devices he incorporated into
Gaselen, almost as if he were afraid that the work would not stand
up without them; and to be doubly sure he added a system of
recurring motifs. To see how these devices fit together we have
to go through the work in detail.

The cycle begins with a jaunty, angular theme in dotted
rhythm. 'Unser ist das Los der Epigonen' (Ours is the fate of the
decadents), sings the soloist, and a unison trumpet adds its
circusy comment. This theme is discussed in detail below, but
besides noting its vulgar scoring we should also not a certain
blankness of expressive character, stemming partly from the fact

that it is unaccompanied, partly from its tonal ambiguity - G minor



or G major?

the rest of the piece.

which helps to define the G minor of bar 2.
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The means of effecting this ambiguity are crucial for
The first note to be heard is E}, a pitch

In bar 3 the minor

mode is undercut by ER, used as dominant of an A minor triad - a

triad which is foreign to G minor but diatonic to G major.

G major can be established, however,

Be

fore

another Ep restores the minor

and initiates a varied repeat of the phrase:
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This opposition of Ep and ER is to persist throughout the work.

The middle section of the first song, with its contrasting

text - 'Spiritual things [Geistiges] are still moderately present'

third.

introduces ancther important element,

the interval of a major

This interval is presented both harmonically and

melodically, with the voice outlining an augmented triad:
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(The dissonance on 'mﬁssig' is actually less daring than it looks:
the basic chord is a diminished seventh, with Ap and C acting as
heightened appoggiaturas to F and Ap, notes which are reached only
as the harmony changes. There is a precedent for this usage in Die

Zauberflote, at Sarastro's words: 'doch geb' ich dir die Freiheit

nicht'.) The dotted theme returns for the poem's closing lines;
then, while the woodwind sustain an octave F§, there is a stroke on
the tamtam and a low Bbp on the piano (its first entry), and like
magic doors opening, a Bb minor arpeggio leads us slowly into the
next song.

The words of this number, 'O heiliger Augustin im Himmels-
saal', attack insincerity. The song is the first of several in
Gaselen to be built on an ostinato (the term being used in its
conventional sense), and the piano figuration here - a kind of
oscillating idea, also to reappear later - is similar to that in
the 1914 'An die Entfernte'. Each of the voice's phrases ends with

the notes C-Bb-C, an inversion of the oscillating figure:

II

Breit, etwas schleppend P T >
I ] T I A A
yuow 14 ¥ 2
. ge Y
(0] hei_liger Au_gu_stin im Him_melssaal, nunwerd'ich
X s
25 mf* legato NS

As the music intensifies, the voice rises twice to a high Ep, and
at the climax it rises to ER - again the same two notes brought
into prominence. When the song dies away only the woodwind octave
C is left; the note is taken up by the voice, and the third song
begins. This simple tying-over of a note is the standard form of
transition in Gaselen.

'Der Herr gab dir ein gutes Augenpaar', a haunting love
song, is musically related to the satirical number that precedes
it. Both share the same key (B)p minor), the same triple metre
(3/4 = 9/8) and the same broad tempo; and the oscillating figure

is transformed into a 1lilting new ostinato, the principal notes of
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which (Ep-F) have been raucously anticipated in song II (bars 36
and 38). Moreover the two vocal lines show a striking similarity

of range and contour, at least in their first four phrases:1

— gab dir ein gu.tes Au. . _ gen_paar, du weiBt da_mit zu
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Even the Eb-Eh opposition is 'still moderately present': Ep is the
highest note of the vocal line (bar 72), and Ef helps to enforce
the final cadence.

After this song about the woman's face, song IV, 'Wenn
schlanke Lilien wandelten', evokes her walk. The Bp inherited from
song III descends over a staccato, Stravinskian bass to a new,
swaying triplet theme in flute and oboe. Though the theme is new,
its elements are familiar: not only the triplets, but the major
thirds, the oscillating movement and the alternation between D §

(=Ep) and Eh:
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1) Lack of space prevents me from showing similar correspondences
between the fourth and fifth, and the eighth and ninth, songs.
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Several varied restatements follow, each coming to rest on the
major third C-E; and this interval becomes the basis of the final
section, in which the trumpet lugubriously plays a C major fanfare
to the harmony of the last example.

The major third C-E is dlso the basis of the short fifth
song, 'Nun schmiicke mir dein dunkles Haar mit Rosen'. Held over
from song IV, it accompanies the singer's opening phrase while the
bass descends by thirds to a cadence (the F§-G-F§-[G] motif in the

last bar is another version of the oscillating figure):

V
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This pattern is repeated three times in symmetrically higher
transpositions. Now, if we take the first inverval of each phrase,
we get the following scheme:

| bar 127 31 134 137 40 |

L %3 P g -}
tonic (% (*) 2

b -

The fourth phrase should take us back to A minor as indicated; but

instead it resolves into C and another 'mew' idea emerges:
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This of course begins with the first two intervals of the previous
example, juxtaposed over a common bass to form a major-minor
progression; and the notes that define this progression are Eh and
Ep (cf. bars 145-6, piano).

The same semitone, now in muted trumpet, becomes the transi-
tion to song VI, 'Perlen der Weisheit sind mir deine Zahne'. This
is a quick parlando piece, with a chattering high accompaniment in
oboe, muted trumpet and piano. Clashes of Ep and Ef abound; the
rhythmic groupings - combinations of triplets and ordinary quavers
- look back to song II. The song is over in twenty-six bars; then
a regular triplet rhythm emerges, and the bass clarinet climbs to
the E above middle C in preparation for the next song.

This number, 'Ich halte dich in meinem Arm', is longer than
many of the others and the most lyrical before the final climax.
It is a strophic love song, and one of its loveliest features is
the canon for flute and bass clarinet which evolves out of the
latter's sustained E, forming a sort of web around the voice. The
conflict between Ehi and Ep (= D§) produces some thrilling harmonic

effects:
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An expansive Straussian postlude1 muses over these elements.

Again the note E provides the link. Left suspended in the
oboe, it falls expressively to Ep; then the voice begins the
minuscule eighth song, 'Berge dein Haupt'. For the first nine bars
- over half its length - voice and oboe share the material; then
the piano enters with a familiar sequence of thirds (note the Fh-Fh

semitones in the voice on the words 'Elend des Lebens'):
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This sequence transposes the second example on p. 186, our outline

1) Cf. the first act of Die Frau ohne Schatten (1911-17), fig.
90ff.
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of the first part of song V.1 As before, the last step in the
sequence is modified, and the final C-E in the oboe recreates the
basic interval of songs IV and V. These relationships lend weight
to Mohr's theory that Schoeck intended songs V and VIII as pivots
in an overall ternary scheme.2

The oboe's E is tied over into the ninth song, 'Mich tadelt
der Fanatiker', and persists throughout it, though the key is B}
minor. This song is a tarantella - one of Schoeck's favourite
dance-rhythms (cf. the contemporaneous Second Quartet) - with
piccolo, trumpet and drum evoking the battle which the poet is loth
to join. Both the oscillating figure and the E{G-E) motif appear in
the piccolo's first four notes. The music climaxes and fades;
then, after a low Bp which, recalls the transition to song II, there
is a cymbal clash, and the dotted theme which opened the cycle
returns, distorted so as to create a false relation between E} and
Eh. This is not the true recapitulation, which waits until G major
is established, but it signals the beginning of the final phase - a
sort of preliminary gesture of defiance.

Keller's last poem, 'Verbogen und zerkniffen war der vordre
Rand an meinem Hut', tells the story of the hat, summarised
earlier. From here to the climax Schoeck indulges his players with
a tearing scherzo, whose dotted rhythms invoke song I. After ten
statements of a five-bar ostinato theme (the first four 'straight',
the next four inverted as the poet puts his hat on back to front,
the last two back to normal as he turns it round again), followed
by a few bars of transition, the music emerges onto a lyrical
plateau for Keller's amorous concluding lines; and now the
recapitulation proper begins. TFreed of its singsong dotted rhythm
and its brazen trumpet sonority, the opening melody pours forth
against a rich, 'orchestral' background, topped by the oscillating
figure, now expanded to a third. For twenty-six bars of G major it

1) This sequence derives its melancholy effect from the fact that
the lowest note in a chord tends to act as bass to what follows
until contradicted, so that we seem to hear a chain of ascending
minor triads. Similar passages occur in Tristan and Pelléas.

2) Op.cit., p. 86.
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soars - Schoeck marks two notes 'espressivo', Ep and E - until the

background movement subsides and a series of wind chords ushers in

the coda. To a new, melismatic phrase the voice recalls the words

of the first poem - 'Unser ist das Los der Epigonen'

- rising on
'Los' #to 'a*clkimgctic B

against an Ep bass (Schoeck seems to have
experimented with every possible combination of these notes):
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There is a last wistful reminiscence of the dotted theme, broken up

Webern-like between the instruments; and then the music resolves

on a combination of G major and A§ minor:
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Schoeck's dependence on An die ferne Geliebte for the formal

ideas in Gaselen has already been noted, both in this chapter and
in Part I. What needs to be stressed, now we have looked at the
work, is the extent of this dependence; some ideas, indeed, are not
easily explicable without it. From the point of view of the text,
there is no reason why the opening theme should return at the end
(or why the songs should be presented continuously, for that
matter). In Beethoven there are verbal correspondences to justify
this; Schoeck does it because it feels right musically - and the
basis for this feeling is provided by the Beethoven. Again,
Schoeck's tonal scheme, with its central subdominant area flanked

by remoter keys, is clearly modelled on Beethoven:
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Yet there is nothing in Schoeck's text to suggest such a scheme;
he has merely seen the idea in the Beethoven, decided that it
works, and adapted it to his own purposes - and this because
musically it seems appropriate. Even Beethoven's discrepancy of
styles has an equivalent in Gaselen, where the jagged rhythms and
contours of the satirical numbers contrast with the triplets and
oscillating figures of the love songs.

But if the similarities between the two works are striking,
the differences are even more so. The most obvious concerns the
length and balance of the sections. Schoeck has ten songs in his
cycle as compared with Beethoven's six, and whereas Beethoven's are
all much the same in length, Schoeck's are more variable. In
addition the alternation of fast and slow songs in Gaselen means
that there is no opportunity for the kind of gradual intensifica-
tion that we find in Beethoven. This is merely a result of the way
the poems are arranged, but it seems characteristic of the
difference between the two works (and between the two composers)
that the Beethoven presses dynamically forward while the Schoeck
is continually breaking down into lyrical slow movements.

This difference in character may explain some of the other
differences. For the 'remoter' area between his tonic and sub-
dominant zones, Beethoven chooses the bright mediant and submediant
major keys; Schoeck goes to the mediant minor, with correspondingly
darker effect. Again, Beethoven makes his recapitulation the basis
of an exciting stretto; Schoeck's recapitulation follows upon an
agitated section, providing a lyrical resolution which also carries
the music onto a higher plane - in short, another Aufhellung.

What Schoeck has added to his model, in terms of recurring
intervals, rhythms, textures and so on, will have emerged in the
course of the discussion. Schoeck's cycle is in some ways more
sophisticated than the Beethoven, but it seems to me less success-
ful, not merely because Beethoven is a far greater composer, but
for the paradoxical reason (paradoxical because this was why
Schoeck hoped it would succeed) that it depends so heavily on its
model. Motivic links, parallel passages, thematic recapitulations
- all these are conventional devices, and one composer is as free

to use them as another. But to take over a whole formal concept,
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without regard for the conditions which created that concept -
Jeitteles' poems, Beethoven's own artistic development - is to risk
incoherence; and though Schoeck's cycle contains some beautiful
music (along with much that is deliberately ugly) it would be
claiming too much to say he wholly escapes that risk. It seems
odd, for example, that he should make such a point of 'separating'
his first and second songs by means of the tamtam stroke (cf. the
semi-tone drop at the start of Beethoven's second song), and then
of linking his second and third, when the real break should surely
come between the latter pair; and then five songs in the sub-
dominant at the middle are one - or perhaps three - too many. But
there are other reasons why Gaselen is not one of Schoeck's best

works.

If not one of his best, at least one of his most important; for

without it, works such as Penthesilea, Lebendig begraben and the

Notturno - works which really are among his finest - could hardly
have come into existence. This is because it was the first to
explore as a leading principle what was soon to become the
dominating technical idea in his music: thematic transformation,
or, more specifically, thematic transformation by rhythm.

There was nothing new about thematic transformation as such
in the 1920s. From the late Beethoven sonatas and quartets,
through the Wanderer Fantasy of Schubert and the cyclic
compositions of Schumann, Liszt and Franck, to the endless meta-
morphoses of a twelve-note row, thematic transformation had been a
central preoccupation of the romantiecs (to say nothing of earlier

works such as The Art of Fugue). But until fairly late in the

period the rhythmic possibilities of the technique had been

largely neglected. Liszt could alter the intervals in a theme, or
Wagner its harmony, to give it a completely different character, as
when the noble Valhalla motif is changed, during the course of

Gotterddmmerung, into something the very opposite of noble; but

though they might lengthen a note here and there, or even change

the time signature, they rarely tampered with the basic
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rhythmic framework. That is to say, the durations might be
altered, but the allocation of stresses was left unchanged.

This was because these composers worked within a closed
harmonic system. To alter the stresses in a melody would have
meant altering the rhythmic relationship of the accompanying
harmonies, so that consonances took the place of dissonances and
vice versa. The resulting reversal of harmonic tensions would have
made nonsense of the expressive effect these tensions were calcu-
lated to produce, and by implication would have subverted the whole
tonal system. The point can be made by reversing the stresses in a

Bach chorale (original barring indicated in broken lines):
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Those pairs of chords which stand like pillars on Bach's third and

.

fourth beats (dominant harmony in bar 1, tonic in bar 2) now move
to second and third beats, with devastating effect - the first
chord in each pair becomes a deadening anticipation of the second.
Similarly Bach's dissonances, emphasised by their strong rhythmic
position (especially the diminished seventh at *), lose much of
their power by being relegated to the weak beats, while the passing
diminished chord in bar 2 is given undue prominence.

Naturally, only a style characterised by a certain degree of
tension could be weakened in this way. One could, in theory, write
music in which the dissonance level was so low that the rhythm
could be varied without loss, but this the nineteenth century would
have found too bland. (The alternative - total chromaticism - was
impossible for other reasons, and in any case it is doubtful that
all sense of consonance and dissonance could be removed by this
means.) Rhythmic variation, then, was something composers tended
to avoid. When Beethoven used it in the finale of his Piano

Sonata, Op. 109 (Variation I), he did so only by slowing the



195

harmonic rate from two chords in a bar to one; and even then the
rhythmic changes were only sporadic.

Even much later, when tonal relationships had become more
flexible, the consonance-dissonance relation was still respected.
(Two exceptional passages are discussed in the next chapter.)
Strauss in his tone poems uses themes which appear over and over
again in different guises, sometimes with altered stresses: see the

main themes of Till Eulenspiegel and Don Quixote, works much

admired by Schoeck.1 But he never tries to adapt the same harmony
to these rhythmic alterations: each version is harmonised
differently. Naturally themes of this kind have to be specially
constructed. There is no definitive rhythm or harmony for the

notes
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- what matters is the third and the tritone and the semitone, which
with all the other intervals can be formed into any rhythmic
relationship and many different harmonisations (certain harmonisa-
tions are implied). It is almost a matter of definition that a
theme reduced to its 'bare bones' like this, devoid of harmony and
rhythm, must also be devoid of expressive character; and this is
what makes it so apt for transformation. As it is harmonised,
reharmonised and given a variety of rhythmic patterns, it can take
on any character the composer wishes; and Strauss exploits these
possibilities with supreme resource.

In his conversations Schoeck shows himself especially
sensitive to composers' use of variation, whether Bach's many
harmonisations of the same chorale ('for me that is the real art of
variation'), Brahms's motivic work in the Second Symphony, or
Reger's compositions in variation form.2 He once played to Vogel
the last eight bars of 'O Isis und Osiris', comparing the change of

harmony to a verbal effect in Goethe's poem 'Erster Verlust'.3 His

ree n. ‘57 2V rhid. pp. 45, 999y
3) Ibid.. b. 136.
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most interesting comments, however, have to do with rhythm.

Referring to the Blue Danube Waltz, with its famous triadic upbeat,

he once pointed out the subtlety of the second phrase, where

Strauss extends the upbeat back into the previous bar by adding an
extra crotchet.1 On another occasion he played the opening of
Mozart's Piano Concerto in B}, K.450, showing how a simple rhythmic

alteration can take the music 'into another world':z
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This example is the nearest we have had to the kind of variation
discussed above, whereby the stresses in a melody, rather than the
mere durations, are altered. Mozart can do this here because the
harmonic rate is slow and because the chords are simple tonic and
dominant; but the effect is highly exceptional, and if Schoeck had
a model for his transformation technique it was more likely to be
Strauss. Schoeck himself pointed out the resemblance between the
Till theme and a melody from Tristan, calling Strauss's tune the
'Tristanspiegel'.3 His delight in Strauss's operas and tone poems
was noted in Part I, and their influence on his work, especially
where thematic transformation is concerned, is perhaps its most
solid technical connection with other music of the age.

Gaselen was not the first work of Schoeck's to use rhythmic

variation - see the remarks on the Hafis-Lieder above - but it is

the first in which it asserts itself as a principle. It does this
in the most aggressive possible way, at the beginning of the first
song (which as well as being a gibe at the moderns thus becomes a

manifesto for Schoeck's own future development): hence the 'brazen'
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trumpet scoring, the unaccompanied nature of the line, and the
blankness of expressive character - the theme must be blank, in
order to allow for its transformations. If we write out the notes
of the theme in the manner of our Till example, together with the

first three statements (or rather two and a half - the third breaks

off after six notes), we can see the rhythmic changes:
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Schoeck is here using his theme as a kind of note row, going
through the notes until he comes to the end and then starting
again, the rhythm being varied according to the declamation (the
statements of the theme do not coincide with the lines of the

so the

poem). It suits the words to begin on the third note,

trumpet supplies the first two as upbeat; in the second statement
the crotchets and dotted rhythms of

quavers for

'Epigonen' give way to staccato
to

in the (shortened) third statement

'einen Tropfen', and the long notes of 'weiten'

shorter ones for 'aus den';
crotchets replace the earlier dotted rhythms. Each statement
contains new configurations of 3/4 within the basic 4/4 (indicated
by brackets).

The comparison with serial music is not gratuitous. In both
methods the notes are conceived as sound objects, independent of

durations and stresses. Schoeck's theme, of course, is firmly
tonal in its implications, deriving its circular quality from being
(It would be

easy to rewrite the theme so that each step of the sequence began a

built on a perpetual sequence, namely V of ii-ii-V-i.
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tone higher.) But if the theme has tonal implications, the
implications of the method seem to me to be anti-tonal, in that the
substitutions of consonance for dissonance and vice versa which
would result if the variations were applied harmonically as well as
melodically, would threaten to subvert the tonal system; and it is
interesting that Schoeck fights shy of these latter implications by
making the line a unison. Nevertheless, for a composer of his
background to have arrived at this method, a method which has more
in common with serial technique than with the usual kinds of
transformation, seems to me just as remarkable - and in its way
just as radical - as it was for Schoenberg to have made his much
greater discovery.

In the middle section of this song a harmonic progression is
indeed varied rhythmically, though the consonance-dissonance
problem is still evaded. At the words 'Wasser flutet uns in
breiten Stromen' there is a slippery phrase in thirds on the wood-
wind, quoted below. In the third bar of the example the woodwind
quavers turn into crotchets, and we expect the phrase to continue
until the second beat of the following bar, the chords having their
stresses reversed and their cadential feeling destroyed (meanwhile
fhe voice is asserting the basic 4/4). When we reach the fourth
bar, however, the phrase continues upwards - the 'evasion' - and

the trumpet bursts in with the reprise:
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The most interesting aspect of the reprise is Schoeck's

removal of two notes from and addition of two notes to his 'row',
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probably for the sake of the declamation (he wants the stress to
fall on 'Winter' rather than '-ndchte', as would have been the case
had the notes been C$-D-F-E instead of F-E-D§-C§). Once again the

line is unaccompanied:
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It is significant that in this song, despite its manifesto-
like quality, Schoeck is still prepared to treat his 'note row'
quite freely; and he has not yet faced up to the harmonic
implications of his technique. (When the theme returns at the end
of the cycle he has full tonic and dominant harmony going simul-

taneously.) This is surprising since, both in the Hafis-Lieder and

in a song to be discussed in the next chapter, he had already
started to organise series of chords, as well as series of notes,
in this way. But so far as the 'serial' organisation of melody is
concerned, this is his most rigorous experiment so far.

The other significant technical development in Gaselen is
the increased use of ostinato (ostinato in the conventional sense).
There are no ostinati of the kind found in the Elegie, where a
motif is varied, transposed etc., but in several songs a phrase is
repeated obsessively without change - song IX, for example, or the
first part of X. It is as if the Schoeckian ostinato, so pliant
and expressive in the early years, is stiffening into something
tougher to match the more militant mood of the twenties.

Two further songs require comment. 'Wenn schlanke Lilien
wandelten', quoted on p. 185, continues the tendency towards
textural fragmentation noted earlier, with a series of sharply
contrasted elements - the suave woodwind theme, the staccato bass,
the piano's offbeat chords - juxtaposed in different ways but
always preserving their separate identities. In 'Berge dein
Haupt', on the other hand, a major-minor change - the oboe's Ej-Eb
motif - is repeated so many times, unrelieved by any contrasting
harmonic function, that it becomes a kind of disembodied acoustical

effect - like the major-minor changes in 'Verlorenes Gluck', but
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more detached and enigmatic. Both songs represent a further step

towards the 'expressionism' of Penthesilea and Lebendig begraben,

works in which for long stretches conventional textures dissolve in
favour of a 'free association' of motivic ideas.

With its hardening of style and its technical innovations,
Gaselen marks a radical new departure in Schoeck's writing - the
first such departure, or change of direction, we have had to deal
with. It was of course his first song cycle known to have been
conceived as such, and a certain self-consciousness in the formal
treatment, with its motifs, tonal scheme and so on, is unmis-
takable. The way in which the thematic transformation technique,
Schoeck's other principal 'discovery', is presented - with the help
of a trumpet! - is also a trifle brash, though for the song
concerned a certain degree of brashness is appropriate.

More serious reservations attach to the actual quality of
the thematic material. It is all very well to argue, as one can of
the ninth song, that Schoeck's intentions are ironic, and that the
piffling tune is given mordancy by the syncopated bass just as
Mahler's melodies are by their complex harmonies and phrase-
structures. In Schoeck's case one's main impression is not of
mordancy but of triviality, and triviality of a kind which debases
the composer more than it does the enemies he wishes to satirise.
One feels this problem is connected with the larger one mentioned
earlier: that of an inherent confusion of genres, as if Schoeck has
not really made up his mind what sort of work he wants to write,
whether satirical or sentimental. The love songs, for example, are
deeply felt, yet in a satirical work this very depth of feeling
detracts: the satire loses its edge. The satirical songs, on the
other hand, are not greatly distinguished musically. Because of
this confusion, coupled with a too ready acceptance of a given
form, one may be forgiven for finding Gaselen a less satisfactory

work than some of Schoeck's other cycles.
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CHAPTER 4

LEBENDIG BEGRABEN

In 1844 Keller, still relatively unknown, received a strange
request. The director of the Zurich hospital suffered from fears
of being entombed while in a state of suspended animation, and to
allay these fears he asked Keller to write a poem on the subject
(he later rewarded him with a hundred bottles of Tokay). The
result of this commission was Gedanken eines Lebendig-Begrabenen

('Thoughts of One Buried Alive'), a cycle of nineteen poems
published in 1846. It takes the form of a narrative, whose hero,
after an illness the nature of which is not explained, finds him-
self buried alive. He rages at his predicament, then resigns him-
self to it, and finally expires in an ecstatic farewell to life.

For the Gesammelte Gedichte, forty years later, Keller reduced the

number of poems to fourteen, revised and shortened many of them,

and retitled the work Lebendig begraben; and this was the version

set by Schoeck.

The cycle constitutes something of an aberration for Keller.
He was never to write another poem of such length, and its macabre
intensity, influenced by Heine, is worlds removed from the spirit
of the novels. However, though the intensity is exceptional,
neither the theme nor the manner is unique in Keller. The work
represents an early explosion of that morbidity which is also seen

in his original ideas for Der grﬁne Heinrich, with its 'cypress-

dark' ending in which he planned to 'bury everyone‘.1 Though these
ideas were soon suppressed, the morbidity was often to return. The
burial theme recurs in such poems as 'Winternacht' (1851), where

the poet discovers a fairy trapped beneath the ice of a frozen

1) See Lindsay, op.cit. p. 23.
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lake, and in that episode of Kleider machen Leute (1874) in which
Strapinski is lost in the snow. Schoeck compared what he called

Keller's 'sadistic trait' to the visions of Breughel and Hieronymus
Bosch.l

The work is not wholly morbid, however. The descriptions of
pine woods and village life towards the end have a lyrical beauty
which reminds us that Keller's first interest was painting, not
literature; while in portraying the oncoming of death the final
poem goes beyond anything else I know of in his work. It takes the
'mystical, pantheistic' element in poems like 'Unter Sternen' and
makes it cosmic and impressionistic:

Schon seh ich schimmernd fliessen Zeit in Zeiten,
verlieren sich in unbegrenzte Weiten

Gefilde, Bergeshohen, Wolkenflug:

die Ewigkeit in einem Atemzug!

Der letzte Hauch ein wallend Meer von Leben,
wo fliehend die Gedanken mir entschweben!
Fahr hin, o Selbst! Vergangliches Idol,

wer du auch bist, leb wohl du, fahre wohl!

- all this fifteen years before Tristan. The only similar ending

in contemporary literature is that of Les Fleurs du Mal (1857),

where the poet tells Death, his '0Old Captain', to raise_anchor and
plunge with him

Au fond du gouffre, Enfer ou Ciel, qu'importe?
Au fond de 1'Inconnu pour trouver du nouveau!

But even this is rhetorical rather than 'actual', an echo of Poe's
drowned sailors. For a better comparison we must turn to two

twentieth-century novellas. In Mann's Der Tod in Venedig (1913)

the hero's death is conveyed metaphorically by the wonderful des-
cription of Tadzio walking out to sea; and in Hesse's Klein und
Wagner (1920) the hero actually drowns. In both passages there is
an impressionistic attempt to convey the feelings and sensations
associated with death, this attempt also being the work's
apotheosis; and Keller's ending, with its 'surging sea of life'
from which the poet now longs to escape, has a similar spirit.
(Schoeck brings in a chorus to represent the sea; soloist and

chorus try to drown each other; he wins.)

156 po 110,
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In the year in which Keller first drafted his cycle, Poe's

short story The Premature Burial appeared in a Philadelphia news-

paper - a treatment of the theme even more horrific than Keller's,
in that there is no idealisation of death at the end. Poe's tale
is not of course the only parallel. A small but significant corner
of romantic literature is filled by stories of treasure-seekers who
inadvertently dig their own graves, jealous husbands who wall up
their rivals in cellars, and people who are buried alive in retri-
bution for a crime (cf. Aida). The theme is still popular in the
cinema. What is its fascination? Certainly the idea of death by
burial has a special horror which calls upon deep unconscious
fears. Not only is the manner of death particularly horrible in
itself, but several of the things that make it so - the silence and
darkness of the coffin, the helplessness of the victim - are common
to something more familiar, the condition of sleep. There is also
the irony in the situation whereby the act of putting the supposed
corpse to rest brings about his real demise: an inversion of the
Christian burial service. And part of the horror comes from our
knowledge that 'living burial' has a basis in historical fact: in
mediaeval times it was the traditional punishment for nuns who
became pregnant. When the practice ceased it passed into folk
legend, and only with the 'gothic renaissance' was the theme

1 and later in Heine,

revived. We find it in Scott and Eichendorff,
whose coffin-obsessions are reflected in Schumann's cycles on his
poetry. From here the way to Keller is direct.

In the image of the man buried alive the romantic contrast
between the individual who alone sees reality and the crowd rushing
blindly by is given brutally concrete form. Since the victim
cannot escape his vision cannot be communicated; and the physical
separation suggests both the artist's aloofness from his public and
the public's indifference to him. (There is a parallel in those
stories of imprisonment and escape which became one of the cen-
tury's most popular fictional genres: witness Poe again, Dumas,

Dostoeﬁsky, Les Misé&rables and of course Fidelio.) Keller, who in

1) See 'Der SchatzgrHber', set by Schumann as Op. 45, No. 1 (1840).
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1844 felt his talent being stifled by public indifference, is known
to have attached a symbolic importance to his theme.

Schoeck had contemplated an orchestral setting of Lebendig
begraben1 as early as September 1923. He put it aside, however, to
write Gaselen, and it was not until after the completion of

Penthesilea that he turned to it again. The work occupied him from

January to November 1926, and was premiered on 2 March 1927 by the
Dutch bass Thomas Denijs and an orchestra under Schoeck's
directions

In the early 1920s Schoeck, like Keller before him, was
undergoing a spiritual crisis. The experience of the war, the
banality of the postwar period, his confrontation with modern
music, an unhappy love affair - all combined to produce in him a
deep depression, coupled with almost obsessive feelings of loneli-
ness and neglect. It was at this time that he came upon Keller's
cycle. What it was that first attracted him to it, whether its
opportunities for pictorial description, its evocation of the Swiss
landscape or the symbolic value of the theme, can no longer be
established: Schoeck himself insisted later that the pictorial
writing so often discussed2 was purely secondary and had hardly
figured in the work's conception. What is certain is that he was
aware of the symbolism from the start, and that it later became so
important to him that he even considered adding the subtitle 'Ein
Symbol' in order to prevent misunderstanding.3

Schoeck's explicit intention in Lebendig begraben was, then,

to protest against the 'world of materialism and machines' from

which he felt artistically and emotionally estranged. In this

1) See OS pp. 106-10, 183-94; V pp. 118-25; S pp. 33-6; Mohr,
op.cit., pp. 87-8; Schuh, 'Zur Harmonik der neuesten Werke von
Othmar Schoeck', SMZ 68 (1928), p. 87; ''"Lebendig begraben'',
in Von neuer Musik, pp. 70-2; 'Othmar Schoecks ''Lebendig
begraben'', Neue Zurcher Zeitung, 12 April 1962, reprinted in
Umgang mit Musik: Hans Vogt, 'Othmar Schoecks ''Lebendig
begraben'"', SMZ 106 (1966); Rold Urs Ringger, 'Lebendig
begraben: Othmar Schoeck und seine Nachwelt', Die Weltwoche, 18
August 1967. Vocal score by Karl Krebs, Breitkopf 1928/56;
recording by Dietrich Fischer-Di=zskau and the Berlin Radio
Symphony Orchestra under Fritz Rieger, DGG LPM 18821.

2) Eog. K B 29, 3} & pe 113
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respect the work is an analogue of The Waste Land, the act of burial

standing for man's retreat from the spiritual impoverishment of his
age. The isolation which this attitude cost him gives the work a
second meaning, one on which I am inclined to lay even more stress.
If the burial is interpreted as an expulsion rather than as a with-
drawal, the work offers a parable of the conservative artist in a
radical environment, one who is condemned, in Keller's phrase, to
'glow in secret, buried for all eternity' ('geheim zu leuchten,
ewiglich versenkt'). From the end of the First World War to his
death Schoeck suffered bitterly from the feeling that his music was
not sufficiently performed. This feeling may not always have been
justified, but its objective validity is not the point. The feeling

itself was real, and Lebendig begraben provided an effective outlet.

In later life Schoeck tended to generalise the inspiration of
this and his other 'confessional' works, referring to them in semi-

religious terms. 'In my opinion Lebendigvbegraben deals with the

theme: What is man? What is our 1ife? Where do we come from, where
are we going? The cycle gives artistic expression to the following
experience of life and the world: In our existence we are isolated,
in both the physical and the spiritual sense. The coffin and the
grave represent existence and what it realises in its longings,
doubts and hopes.' And again: 'Lebendig begraben must be perceived

and understood in a cosmic sense.'1

Vogel relates these rather nebulous remarks to the
'existentialism' of such works as Kafka's The Castle, adding: 'It
must, however, be stressed that existence is not meaningless for
Schoeck, as it is for the existentialists; also that he has never
called existence into question, nor the rule of a creator in the
Christian sense.'2 Existentialism is also mentioned in an article

on Lebendig begraben by Hans Vogt. The main achievement of the

work, according to Vogt, is its depiction of 'an absolute void'

[ein absolutes Null], corresponding to the nullity and disillusion-

ment of modern times. Only in his final short paragraphs does he

suggest the possibility of interpreting the work as Schoeck's

1) G ppv 116,177, gyintasitp. 177,
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personal confession', before dismissing it with the words: 'But do
we serve his intention, [or] his work, by investigating his
torments?‘1

With respect to Vogt and to the composer's memory, I think the
answer must be yes. All Schoeck's music is autobiographical both in
origin and in content, and the first step towards understanding any
of“his 'works is te trace the ' events ‘that browght “it to life << 0OFf
course the connections with Kafka et al. hold good, but they should
follow from, not replace, a discussion of the confessional aspects;
whereas the establishing of historical background, even though it
concerns biographical rather than critical questions, is a prelimi-
nary without which the critical questions cannot properly be asked
at all.

The socio-political element in Lebendig begraben, then, is

only part of the story. More important, Keller's cycle provided
Schoeck with a metaphor for the artistic isolation into which his
aesthetic convictions increasingly forced him. (I say nothing of
his personal loneliness: one thinks of the nightlife by which, like
Proust, he was only able to write - 'geheim zu leuchten . . .').

The work seems to say: When a voice gently committed to asserting
fhe 0ld order finds itself in a culture set on overthrowing the
former gods, it is -doomed to extinction. This interpretation is
confirmed by the more introspective Notturno; but Schoeck was never
to find another text which expressed his position so well. For this

reason Lebendig begraben became the central work of his career; and

later I shall try to extend its symbolism to the point of providing

critical as well as biographical insights.

The orchestra in Lebendig begraben is the largest Schoeck used in a

cycle. Besides the usual wind, strings and percussion there are
parts for piano, organ and celesta, and a distant chorus of mezzo-
sopranos and baritones is added for the finale. The work plays

continuously for about three quarters of an hour.

1) - Op.eit., p. 1486
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All these features - the length, the continuity and the
general massiveness - give the work an operatic character, and it

was of course conceived at the same time as Penthesilea. The

comparison is worth pursuing, as both works arose in response to
deep-rooted problems and share the same dissonant style (more
dissonant than Gaselen, and sustained at much greater length). The
model for this style, as for the 'expressionistic' character of both

works, was Strauss's Elektra, discussed in relation to Penthesilea

in Part I. The type of harmony that consists in the piling up of
seemingly unrelated triads and seventh-chords (what Strauss referred

to as bitonality, but writers on Schoeck call Kombinationsharmonik)

is Straussian, and so is the loose, improvisatory nature of the
musical development, with its recitative-like treatment of the voice
and the reduction of the orchestra to mere background. The texture
is pictorial almost to the point of obsessiveness, and for long
stretches the music proceeds by contrasts, flaring up in sudden
outbursts and then subsiding for a moment before flaring up again.
Not all the music is like this, however. As in Strauss,
again, the 'expressionistic' element is offset by lyrical passages,
especially towards the end. There is also what is usually lacking
in Strauss, an attempt to unify the individual sections by means of
devices borrowed from instrumental music - a method which recalls

Berg's Wozzeck, premiered in 1925 but not heard in Zurich until

1931.1 As in Gaselen and the Elegie there is liberal use of

1) Schoeck later criticised Wozzeck as lacking in beauty, and he
thought that the children's scene at the end of the opera smacked
of kitsch. He also disliked the treatment of the Bach chorale in
Berg's Violin Concerto (G pp. 168, 45). Nevertheless Schoeck's
relation to Berg is more interesting than these remarks suggest.
At several points his music sounds astonishingly like Berg's (a
'reminiscence' of Berg's Sieben frihe Lieder has already been
noted), nor are these resemblances confined to one period; and at
times the two composers arrived independently at similar
structural ideas (see below, p. 210n.). The word 'independently'
can be used without qualification, as Schoeck's dislike of Berg -
as a Schoenberg pupil, he was one of the 'enemy' - would have
prevented him from using Berg's techniques even if he had
understood them. According to Frau Schoeck, the two composers
met only once, and then there was no artistic discussion.

Letter from Werner Vogel, 6 November 1971.
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ostinato, and in two songs the device is extended into a passacag-
lia. Thematic transformation is another important unifying factor,

though not yet as important as it is to become in Wandersprliche.

In form Lebendig begraben is a hybrid. Its continuous text-

ture, following upon Gaselen, derives ultimately from An die ferne

Geliebte, but as an emotional and psychological progression it
stands closer to the Schubert cycles. The operatic affinities go
back beyond Strauss to Wagner - not to the 'lyrical apotheosis' of
the Liebestod, this time, but to the terraced monologues of the
Ring: Loge's and Siegfried's narrations, and (a better comparison
in view of its sombre scoring) Wotan's 'Als junger Liebe'. The
progression in Schoeck's cycle from a mood of almost intolerable
constraint to the rhetorical abandon of the conclusion, its
accumulation of short sections differentiated by a perpetual
shifting among the darker timbres, its unerring sense of climax -
all these may well have been influenced by Wotan's speech. The
work has also been compared to the Schoenbergian monodrama: for

Ringger it 'stands on a line between Mahler's Lied von der Erde and

Berg's Wein aria'.l This is a good comparison, provided it is
remembered that Schoeck hardly knew these works. Like the 'modern'

aspects of the Elegie, the 'modernity' of Lebendig begraben is

largely apparent, a by-product of Schoeck's own experimentation
rather than a real link with contemporary activity. In conception
the work is as firmly rooted in the nineteenth century as his other
cycles.

The first song begins with a brief prelude, suggesting the
clatter of earth on the coffin. To achieve this effect Schoeck
superimposes three different metres, bringing in his instruments in
ascending order of power (first clarinets and horns, then lower
strings, then timpani). In addition the triplets in the bass line
seem to create their own cross-rhythms, as does the phrasing of the
(melodically similar) upper line:

1) Gp.cit,
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In a series of broken phrases the narrator expresses bewilderment;
then, as he calls on imagination to 'let its eagles fly', the tex-
ture fills with tremolando figures and soaring violins, all dying
away over a pedal F. After a few moments' uncertainty, in which
piano and organ act as a kind of continuo - throughout the work the
organ is associated with the quietness and remoteness of the grave

- the narrator gives vent to his anger in a Penthesilea-like

outburst of brassy dissonance:1
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1) A similar type of dissonance - triads grinding against seventh-
chords in 'bitonal' combinations - is found in a work contemp-
orary with Lebendig begraben, namely Puccini's Turandot (first
performed 25 April 1926 in Milan): compare the beginning of
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Eventually the falling-earth motif returns fortissimo, and the
music passes into song II.

Here the narrator's mind switches restlessly from one theme
to another, each turn of thought accompanied by a different
harmonic area1 - a rare use of the technique in the songs of the
twenties. Thus the bitter opening lines are set to sighing wood-
wind sevenths resolving onto sixths (the violent string inter-
jections recall Berlioz); the more resigned second verse has
parallel 6/4 chords in muted strings and brass; as the narrator
longs for an 'eternal thought' on which to exercise his mind, an F
major ostinato starts up, also in muted colours; the reference to
the dew on the ground overhead evokes a passage in whole tones; and
at the idea that these thoughts might be the torments of the
damned, the sevenths and sixths of the first verse creep back in
the bass. Schoeck's orchestration in this number is of quite
remarkable subtlety.

In the third song a more aggressive manner returns as the
narrator realises the full horror of his predicament. Thick chords
are thrown from one part of the texture to another, leading to a
massive tutti - the first major climax of the work. (This song is
discussed in more detail below.)

The noise dies down, but the clash of time-signatures has

enabled the music to move from 3/4 to 6/8. An impetuous scherzo

ACtETEL ;3 oX the:music-at Act Sl figs:& 1 3bi and: 38~ =" This must
be another coincidence: there is no evidence that Schoeck ever
heard Puccini's opera (Vogel says it was never mentioned in
their conversations: letter of 12 August 1974), and in any case
Penthesilea, which uses the same sort of harmony, had already
been written. If there was a common source it was probably
Strauss. Nevertheless the connection is interesting because it
had been anticipated in the song 'In der Herberge', composed
nearly twenty years earlier (see above, pp. 110-11). At the
end of the song, when the poet speaks of his homeland - the
song is a setting of Chinese words - there is a pseudo-oriental
melody in the piano which might almost be a quotation from
Turandot, though given an individual colouring by Schoeck's
harmony. There is a 'quotation' from Tosca, an opera Schoeck
must have known, in Act I of Venus (V.S., p. 201). See also
apove, p. 43.

1) Cf. Berg, who sought in Wozzeck to express the inconsequential
nature of a conversation through the form of a suite.
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now ensues (song IV). If only he had been laid where the hyenas
live, the narrator thinks, he might have grappled with the beast
which came for his corpse and, marching home, slapped it about the
doctor's ears - the most extravagant of Keller's fantasies. The
voice gabbles its words across the barline while another ostinato
accumulates, this time in piccolo, muted trumpets and xylophone.
The shrieking climax, in effect a prolongation of the earlier one,
introduces a six-note orchestral figure which is to persist into
the fifth song as a passacaglia bass.

Songs V-IX constitute the work's 'slow movement'. The tone
is hushed and mysterious almost throughout, producing a sense of
isolation, while the outer world is evoked through orchestral word-
painting. In the fifth song the narrator hears the sexton and his
wife squabbling overhead; he tells his soul to yell its loudest,
but 'they stop their ears to every call of life from the depths'

L This is the

most overtly descriptive song in the set, with a series of

(two lines of particular significance for Schoeck).

contrasting motifs - a doleful bassoon line, a bark of stopped
horns, a muted trumpet phrase, a motif for clarinets in thirds -

rotating above the six-note passacaglia bass:
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This song is the most extreme example of the 'expression-
istic' style mentioned above. In it the tendency towards abrupt
contrast and obsessive word-painting results in an almost complete
fragmentation of the texture (some of the writing here is like
Webern). Historically, this process might be said to begin in the
Elegie, where Schoeck starts to treat the elements of the texture
as separate objects. Later, in Gaselen, he heightens the sense of
separation by dividing the elements between different instruments.
Now the fragmentation is taken a further stage, indeed as far as
it is to go. Not only the texture is fragmented; the tonality is
also, for every time the orchestral motifs appear they are in a
different rhythmic relationship, both to each other and to the
passacaglia bass, and these changes are made with little apparent
regard for harmonic effect. As in 'Verlorenes Gluck' from the
Elegie, the linear aspect has taken precedence over the vertical.

There are two unifying elements, however: the passacaglia
bass itself, and the repeated C#s in the voice. For nearly four
verses - three full pages of vocal score - Schoeck keeps his solo-

ist on this note, saving the expressive qualities of the voice for
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the moment when the narrator wills his soul to make itself heard.

The voice then rises in a single arch-like phrase (strings and

organ enter here), only to resume its monotone as the quarrellers

go back

Finally the motifs die away, leaving only the bass.

In
The narrator tells how,

passage of recitative.

lowered
familiar faces, church spires - glinting piano chords

various expressive words - before the 1id was finally
new, pulsating ostinato (the pizzicato bass notes are
retrospectively as heartbeats), he stretches his body

into their house and the buried man's hopes vanish.

song VI the bass slips down to a pedal C for another
as the coffin was

into the ground, he caught a glimpse of setting sun,

on the
closed. To a
explained

like a blade

of grass seeking the light: surely they can hear his heart beating?

(This song is discussed further below.)

Then, after a while (song VII), he feels the boards vibrate
to a mysterious, metallic sound which he recognises as the church

clock striking twelve:
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Here the bitonality - black notes for the bell, F major for the
organ - vividly underlines the separation of upper and lower
worlds.

The bell reminds the narrator of Mass - an echo of Parsifal
at bar 393 - and presently he finds he has eaten the rose which had
been placed in his hands ('Give us this day our daily bread', he
comments). This, the eighth song, with its exquisite prelude for
solo cello, represents the nadir of his desolation. It is like a
faded reminiscence of folk song, its regular phrases stretched into
irregular rhythms and its basically simple harmony obscured by
added notes. The music is pianissimo throughout.

In song IX it 'oceurs to the narrator that the 'clock might
have been striking midnight, not noon (soft glittering music for
the stars). If only the sexton had come rifling the graves for
jewels, he thinks, he might have been saved; but they know he is
not wearing so much as a ring.

This is the turning-point of the cycle. The ring reminds
him of a girl he loved, and the music becomes fixed in a mood of
wistful meditation, with ambiguous, almost static harmony and a
melody from which all the tension has gone (song X). Then the
entire lower body of the orchestra enters with an astonishing rich
dissonance, and to a quietly surging semiquaver rhythm based on the
now characteristic 'three against two' we enter a whole new world
of fantasy and reminiscence (song XI). From this point on, the
orchestral writing has an almost Straussian bloom, with divided
strings, a wealth of contrapuntal detail in the wind, and

imaginative use of celesta and harp. The music settles in F major



215

as the narrator muses on the wood of his coffin, imagining it to be
a ship's mast; the thought of a shipwreck evokes a reminiscence of
Strauss's Don Juan; but F major returns for the final verse. On
the closing phrase the harmony slides down to E major in a rich

chromatic progression (Ringger is rightly reminded of Schreker):

wollt)

FLI (Hfe flag.)

5%2

58t

Pk(R) sonsa crasc.

In the twelfth song the narrator's mind wanders to the first
pine tree he ever saw, a Christmas tree alight with candles, and
from that to the pines among which, as a child, he discovered the
beauty of living things. The poem is the longest in the cycle
(fourteen verses), and to get through this mass of words Schoeck
resorts to a parlando style, often with minimal accompaniment. One

is reminded of Penthesilea, in which he conceived of the music as a

tcounterpoint to the melody of Kleist's lines' (see above, p. 49) -

the romantic 'sovereignty of the text' carried to its apogee. Even
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this cannot save the song from prolixity. The orchestration,

however, is of ravishing delicacy, with particular prominence given
to solo strings. In the final verse the harmony moves back to F

major, and a circling pattern is established which leads to the

next song (XIII).

This song is a chaconne (I follow the Harvard Dictionary in

distinguishing between a repeated pattern of bass notes - a

passacaglia - and a repeated pattern of harmonies - a chaconne -

while realising that the distinction is to some degree artificial).

The theme is a three-bar orchestral figure, against which the

singer contends in four- and five-bar phrases:
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The narrator recalls a tree at a village festival, gaily decorated
and with wine pouring from its trunk, and a peasant girl who
stirred him into glowing feelings for the fatherland (another
Straussian climax). The girl evokes a stylised sort of pastoral
writing, with flutes in thirds, tonic and dominant pedals
in the bass and a vocal parlando centred on the dominant. At last
the chaconne theme returns, to continue into the final song.

The conclusion is thrilling, yet also disappointing. As the
chaconne theme develops to a climax, a wordless chorus joins the
orchestral brass, soaring above the soloist in melismas. (Schoeck

wanted a chorus at the end of Gotterdimmerung. For him a chorus

was essential for the feeling of apotheosis, or 'elevation into the
mystical', which such a work demanded.)1 Then, as we reach the
lines quoted earlier, Schoeck allows his harmony to expand in one
of the most beautiful effects in the cycle, until on the word
'Ewigkeit' (eternity) we hear an extraordinary series of whole-tone
chords. It is instructive to compare this passage with his treat-
ment of the same word in song I. There the intention was to create
a sense of distance and loneliness, an intention achieved through
the juxtaposition of two minor triads a semitone apart (the first
in organ, the second in stopped horns). Here the wide spacing, the
divergence of the contrapuntal parts and the whole-tone harmony
suggests an impressionistic merging of time and space:
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(b)

Breiter

869

Almost immediately, however, the music breaks off, and a more
aggressive style returns for the closing lines. In performance the
sheer excitement of the ending usually carries one's reservations
before it; but just occasionally the rhetoric seems hollow, and one
has the feeling that, if only Schoeck could have found it in him, a
Mahlerian evanescence might have proved more successful. But of
course for Schoeck a mood of defiance was the only one possible in
which to finish; any other would have signified a submission to the
forces against which he was taking a stand.

The 'improvisatory' nature of the work should now be clear.
If the work succeeds, it is surely due to Schoeck's instinctive
sense of atmosphere, pace and climax, rather than to any explicit
formal devices in the musiec. The continuous texture which in
Gaselen seemed self-consciously 'applied' here becomes a superb
vehicle for the powerful, claustrophobic theme, but this is
inherent in the operatic conception, not a 'device'. There are few
thematic repetitions, and motivic links are slight. Indeed, as we
listen to the work, we are at first struck more by its sectional,
episodic quality than by its continuity. The songs are sharply
contrasted in theme and texture, and the transitions provide
musical links without modulating between the different moods. Our

impression is of a series of separate tableaux rather than of a
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continuously evolving action (interestingly, Schoeck once compared

the role of songs in a cycle to that of stations in a Passion).1

But as the work proceeds, and the music becomes more
lyrical, we see that there is indeed a progression, and one which
realises Keller's conception in a remarkable way. At the
beginning, when the narrator finds himself in the coffin, the
music is correspondingly cramped and constricted, and as his mind
jumps from one subject to another so abrupt contrasts characterise
the musical thought. It is right that these early sections should
seem episodic. Then, as the narrator adjusts to his situation,
the contrasts give way to an ever-increasing melodic and rhythmic
continuity until at the end, when his world dissolves, the whole
texture is overflowing with song. The start of this process might
be traced to the introduction of a regularly moving bass in the
passacaglia song V. Other landmarks are the ostinato in song VI,
the regular phrases of VIII and the static, almost rhythmless X.
The final sections (songs XII-XIV actually overlap) are a perpetual
assertion of rhythm and melody, even including that most continuous
of forms, the chaconne. It is the familiar romantic progress from
darkness to light (from fragmentariness to continuity, from theme-
lessness to lyricism), and its meaning is the traditional one: the
triumph of life over death, of the spirit over the body.

In such a scheme Schoeck's characteristic pedals and
ostinati take on a unique expressive force. Ostinati are used
throughout as an image of frustration (as in the sixth song), and
provide a stabilising element to balance the lack of thematic
repetition. Pedals, like the sonority of the organ, are associated
with the idea of the grave. In the seventh song the narrator
imagines the roofs glittering in the sunlight, calling the people
home from the fields ('glittering' noises in piano and solo
strings, bell-sounds in the harp). But a dissonant pedal point

reminds him of the reality of his 'abandoned grave':

1) @ p. 20.
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The pedals also have a tonal function. Among the many pedal
points Schoeck establishes a specific series of pedals on F; and
the mere recurrence of F major gives the key (like the B} of the
Elegie) a certain tonic status, even though tonal direction in the
classical sense is lacking. (Of the work's 904 bars well over 100
are in this key.) The first cadence is in F major (bar 12); the
appeal to imagination and the ostinato about the 'eternal thought'
are in the same key; the sixth song ends in F, a tonality which
persists through most of the seventh; song XI is in the same Kkey,
and so is XIII, whose chaconne theme is a perpetual F major cadence
(vi6-V of V-pII3). But now comes a new development. After the
first chaconne section Schoeck modulates sharply to D major, a key
heard very little previously; and whenever F major returns, as it
does three times in the final song, it always gives way to this new
key (the work ends in it).1 Whether or not this process is meant
to symbolise the overcoming of the grave, the large-scale movement
from 'keylessness' to longer and longer stretches in a key is
another factor in the progress towards continuity.

There are a few recurring motifs - not very emphatic, and

possibly even unconscious. Sometimes merely an interval is

1) Bars 807-14, 825-49, 890-900 (F minor-D major).
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concerned, like the Ep-G third which rises in the cello halfway
through song VI, recalling a similar moment at the end of I. Or it
may be a chord, like the C# minor triad which sounds when the door
slams (bar 276), the coffin-1id closes (299) and the bell rumbles
(366), as if to associate all three events with the world above.
There is only one recurring melodic idea: the little woodwind
phrase which evolves at the word 'Tannenwald' in song XI (bar 571),
returns twice later in the same song (bars 574 and 584 - see p. 215
above) and reappears twice again during the finale (bars 864-6 and
881-2). This phrase is identical - in the example cited, identical
even in pitch - with the theme of 'Angedenken', from the Elegie
(see above, p. 146), and it is to return many times, often with

pastoral connotations, in works to come (Wanderspruche; the

penultimate song of Unter Sternen; 'Der romische Brunnen', from Das

stille Leuchten). It is the most memorable of all those little

cliché&s which wind their way through Schoeck's music.

Lebendig begraben, like Gaselen, makes extensive use of thematic

transformation. Unlike those in the other work, however, the
transformations here do not centre on a particular theme; and there
is no 'note row'. Rather, the transformations play a more
decorative role. The musical texture, especially in the early part
of the work, is made up of dozens of tiny scraps of melody. Often
they occur only once, but if they are repeated they are always
varied in some way, whether rhythmically, intervallically,
texturally or orchestrally (or any combination of these). On the
second page of the vocal score, for example, the bassoon has a six-
note phrase in staccato quavers and semiquavers, to which a seventh
note is added by trumpet and pizzicato violins. A few bars later
the same phrase returns an octave lower on double basses, with the
first five notes presented as legato triplets and the last two
glissando (trombone replacing trumpet). In addition the intervals
are modified. These changes give the phrase a quite different
expressive character: formerly it was almost jovial, reflecting the

light-hearted indifference of those who had just gone off, having
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unwittingly buried a living man; now it is heavy and griefladen,
reflecting his own state. There are many similar examples later in
the cycle. This 'decorative' type of transformation -
transformation which gives the music variety and colour without
actually affecting the harmonic impulse - is discussed further in

the Wanderspriiche chapter.

A very definite source of impulse are the ostinato
structures which pepper the score - and here the word can be
released of its specialised, 'Schoeckian' meaning. Already, in
Gaselen, subtle variation has given way to obsessive repetition;
now, in common with many other composers of the 1920s, Schoeck uses
the insistent repetition of a motif to build up whole sectiomns,
sometimes with an almost Schoenbergian sense of repressed tension.1
These ostinato structures are worth examining in detail.

A simple type of ostinato arises from the repetition of a
single note, such as the B in the example on p. 220. Here the
note is really more of a pedal than an ostinato, but it derives an
ostinato-1like quality from its rhythm: regular 6/8 as opposed to
the 3/4 of the other parts, the clash of metres drawing our
attention to the bell which obtrudes on the narrator's solitude.
Similar pedal-type ostinati can be found in song XII, where Schoeck
tries to unify Keller's sprawling verses by building up whole
sections in this way. Schoeck's practice here comes close to
passacaglia, reminding us that the two passacaglia songs (V and
XIII) are themselves based on a form of ostinato.

In song IV, the one about the hyenas, the repetition of the
shrill eight-note motif in the piano (later reinforced by flute and
piccolo), against the changing harmony in the other parts, whips
the music into a frenzy; and in song II an ostinato symbolises the
'eternal thought' on which the narrator longs to exercise his mind.
Perhaps, he thinks, if he kept musing on it, it might eventually
grow so big (trills, flutterings and repeated notes added here)

that it burst open his grave like a volcano:

1) See Charles Rosen, Schoenberg (Glasgow, 1976), p. 55.
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With an ostinato of this type we are almost back to the more
specialised kind - and here again there is a connection with a
passacaglia or chaconne.

A more complex sort of ostinato is found at the beginning of
song VII (see the example on pp. 213-14). Here we have what is in
effect two ostinati combined. The first, represented by the bell-
sounds, is rigidly unvaried, with the chords succeeding each other
at regular intervals. The second, represented by the organ, is
more flexible: the order of the chords never changes, but their
rhythm is continually varied, so that by the time the clock has
struck twelve the bell-sounds have been heard in combination with
every chord in the series.

The word 'series' is important because we are coming to our
last and most interesting example of ostinato, one which brings the
discussion back to thematic transformation and to the kind of
rhythmic variation mentioned in the previous chapter: the kind
whereby variations are applied to harmony as well as melody. In
certain songs Schoeck builds the music out of specially constructed
series of chords. These chords may be augmented or diminuted
rhythmically, and presented in any kind of texture, so that the
stress falls on any or every one of them in turn. But however much
they may be varied in these and other ways, they must always be
heard in the same order. When the structure is well established,
chords may be interpolated or omitted, and other, perhaps more far-
reaching, modifications made. But even then, the series is still
there in the background as an autonomous, integrated unit: hence
the connection with ostinato.

The implications of this technique lead back to the
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consonance-dissonance problem. In the previous chapter it was
stated that nineteenth-century composers tended to avoid altering
the basic rhythmic framework of a theme, as the resulting reversal
of harmonic stresses would have threatened to subvert the tonal
system. There are, however, two exceptional passages, and it is
interesting to see how they evade the problem. The first is from a

work well known to Schoeck, Verdi's Falstaff (1893). In Act I
Falstaff has the following:
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Here the reversal of stresses is possible because the harmony is
simple tonic and dominant: neither chord is particularly dissonant

(though the dominant is more dissonant than the tonic), so neither
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demands the stronger rhythmic position.

Even so, Verdi

significantly avoids completing the chord on his second and sixth

quavers with an E,

as faithful reproduction would require.

The second passage is from a work almost certainly not known

to Schoeck, namely Fauré&'s Piano Quartet in G minor (1886). Just
before the first movement second subject, the viola has the
following theme:
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It is a moot point here whether Fauré& has really altered the
stresses, and of course he makes no attempt to transfer the harmony
wholesale (in fact the repetition derives its effect from the
contrast of harmony at the points marked *). But it is interesting
how the rhythmic compression in the last-example has the effect of
emphasising the seventh-chord on D which was formerly only implied,
thus increasing our expectations of a G in the bass - and it is
these expectations that Fauré then proceeds to thwart.

As was said, it is doubtful that Schoeck knew the Fauré&
piece, and if he noticed the effect in the Verdi he probably paid
little attention to it. His use of rhythmic variation, like most
of his other techniques, was something he came to independently.

Examples have been noted in the Eichendorff-Lieder ('Lockung') and

the Hafis-Lieder ('HOre mir den Prediger', 'Nicht distre, Theosoph,

so tief!'). Even before those works, however, Schoeck had been
experimenting with the rhythmic variation of a chordal series. In
the third act of Don Ranudo (1917), starting at the fourth bar after
fig. 32, he had constructed a passage out of two chords (or rather
the same chord in two different inversions). First the two chords
alternated at the rate of one per bar; then the whole sequence was
transposed; and finally, when the original pitch was restored, the
rhythm of the first two chords was changed.

To be sure, this was a primitive enough use of the tech-
nique. More interesting is the song entitled 'Im Kreuzgang von St.
Stefano', also composed in 1917.' It is headed 'Erzahlend' (in
narrative style), and to heighten the sense of improvisation
Schoeck dispenses with barlines. Nevertheless the music falls
neatly into regular divisions of 3/2 and 4/2, indicated by broken
lines in the example. These divisions are dictated partly by the
declamation, partly by the harmonic movement. The piano part is
limited entirely to chords: three-part in the first verse (the
portion quoted), four- and five-part in the second. During the
first verse the piano follows the voice almost note for note, and
when the opening phrases are repeated (after the cadence on
'bemalt') the observance of natural speech rhythm causes certain
chords to be shortened and others to be lengthened. The effect is

that all usual notions of harmonic progression disappear; all the
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emphasis is on the relation of a chord to its immediate neighbour.
In addition some of the stresses are altered: for example, the F
major 6/3 (*), which formerly fell on an implied first beat, is now
relegated to the third, though it still retains its 'strong'
position in relation to the following seventh-chord; and the

previously 'weak' E minor triad (**) is now made 'strong':
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Despite these alterations the tonal system does not 1lie
shattered. Why? Because Schoeck is using the simplest form of
harmony: common triads (with one seventh-chord thrown in for
‘contrast'). Since the dissonance level is so low, the chords can
exchange their rhythmic values without less of tension. It is
difficult to decide whether the result is evocatively archaic, as
Schoeck must have intended, or merely pallid; but in either case the
implications of the technique are full-bloodedly radical. In
altering the rhythmic relationships between his chords, Schoeck is
quietly and unconsciously attacking the whole expressive basis of
our Western harmonic system.

The technique is radical in another way too. It was stated
above that the opening phrases of the song are repeated, but
repetition is not really the right word. It is true that the
chords are repeated, note for note, but with the whole rhythmic
articulation altered the effect of the music is not at all the
same. Schoeck is here treating his chords as he did his 'note row'
in Gaselen, going through them once and then going through them
again, varying the rhythm so as to give the music an entirely
different sense. 1In this song he repeats his series of harmonies
only once, and then introduces fresh material; but in later pieces
- modestly in 'Nicht diistre, Theosoph, so tief!', more
adventurously in certain songs in Der Sﬁnger - he goes through
several repetitions, each varied not only rhythmically but also in
other ways. This method is subsequently referred to as the 'series
technique', a phrase which is intended to convey its ambiguous
relationship to serial music proper. Of course Schoeck's technique
is not 'serial' in any strict sence, but as a way of thinking about
harmony, of conceiving chords as sonorities independent of rhythm,
it has more in common with Schoenberg's method than he would have
liked to admit.

When the series is as long as that of 'Im Kreuzgang', the
connection with ostinato is almost lost and we are approaching
strophic variation form - a form which becomes explicit in 'Nicht

dustre, Theosoph, so tief!' The examples in Lebendig begraben are

mostly shorter and more ostinato-like. That in the seventh song

has already been discussed: the rhythmic alterations in the organ
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part are not particularly striking, first because the harmony is so
unvigorous in itself, secondly because it is muffled by the bell-
sounds. There is a more powerful example in song VI. Here Schoeck

uses a series of four chords, swaying unevenly over a pedal:
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None of these chords is associated with any particular
duration, nor even with a 'strong' or 'weak' rhythmic position
(though the singer's phrases usually begin on one of the odd-
numbered chords). The fact that the second pair of chords is a
free transposition of the first means that the series can be halved
and used as a sequence, and this is how the music develops. The
statements of the series, like those of the 'note row' in Gaselen,
do not coincide with the singer's phrases: indeed the two are
deliberately overlapped, and since when listening to the music it
is hard to keep track of our place in the series - it is easier on
the printed page - we are never quite sure whether what we hear is
the second half of the original version or the first step in a new
transposition. This is the main sequence of events:

bar 305 (fig. 25): Statement I (see example above);

3074: Statement II. Note the overlapping with the singer's

phrases: chords 1 and 2 are used as a cadence for
one phrase, 3 and 4 to initiate the next;

3103: Statement III, chords 1 and 2;

3114: Statement IV. Here the second pair of chords in
statement III, i.e. a lower transposition of the
preceding pair, is replaced by an upper trans-
position, which becomes the first pair in a new
statement. The second pair in this new statement
transposes downwards according to the original
series, and thus reproduces the notes of the first
pair in istatement  I.... That this is in fact the
second pair of statement IV and not the first pair
of another new statement is proved by the B in
bar 3134: the two pairs are not, after all,
identical;

314: Statement V: a literal transposition of statement IV
(with rhythmic modifications), i.e. the statement
is a tone higher than statements I-I11;

318: Statement VI: a new transposition, a semitone higher
than statements I-III1 and a semitone lower than
statements IV-V;

320" : Statement VII: another transposition, a minor third
higher than the last (Schoeck marks the music
'gesteigerter');

323: Statement VIII: a minor third higher again. Before
chord 4 Schoeck interpolates a chromatic
decoration of chord 3;

326: Statement IX: the first pair of chords repeats that
of statement VIII; but the second is replaced by
the first of
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328: Statement X, which begins a tone higher, thus repro-

ducing the process represented by statements III
and IV. The first chord is decorated chromatic-
ally, like the third of statement VIII, and here,
for the only time in the section, the bass moves
from its pedal. By now the rhythmic augmentations
are greater than ever before, and each chord is
sustained for a full bar as the music approaches
its climax (this is the moment when the narrator
urges those up above to hear the beating of his
heart). At this point, chords 3 and 4 of this
statement are replaced by chords 1 and 2 of

331: Statement XI. Here chords 2 and 3 are each sustained

for two bars. Chord 3 (bar 334) marks the climax:
the singer reaches the highest note of his line,
and the violins plunge down in two-part harmony.
The music now begins to subside:
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338

3363: Statement XII. This continues the downward sequence.
The series starts to disintegrate. A triad is
interpolated between chords 2 and 3 (the G minor
triad in bar 337); chord 3 itself becomes 1 of

4

3377 : Statement XIII. We are now back to the original
pitch. Another triad is substituted for chord 4;

341: Statement XIV, chord 1. From this point on it is

' almost impossible to relate the music directly to
the series, though there are traces of it in the
use of sequence. At bar 350 the pedal C becomes
the root of a dominant seventh, which resolves
into F major in time for the next song.

Our third and final example of series technique is taken

from song III (see above). This song is in four sections, of which
the first and third frame the second in ternary fashion. For these
two complementary sections, too long to quote, Schoeck uses an
extended series, presented first spasmodically, with the chords
thrown from one register to another, then in the form of repeated
chords. The fourth section, quoted below, begins with an outburst

- of new chords, which are themselves repeated almost immediately in
rhythmic variation. Finally the melody of this new series is given

out in a splintered version by the trumpet:
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These three songs, with their radical use of harmony,
represent a climax in Schoeck's technical development. In them,
that 'constructivist' spirit which was present only intermittently
in the early songs, then more strongly in the Elegie, and then more
strongly still in Gaselen, finally reaches a quasi-serial method of
using chords - another reorganisation of the language as striking
as that found in the Elegie. It is perhaps typical of the composer
that, having discovered this method - his most significant and
personal discovery to date - he does not consolidate it, but draws
back, to alight on its full possibilities only much later.

A final point about Lebendig begraben concerns its density

of musical texture. In several places Schoeck seems to have con-
ceived of the music in terms of a number of layers, any one of
which might come into prominence for a moment before receding back
into the general sound. In the example on p. 220, for instance,
there are no fewer than five layers, each corresponding to a
printed stave (the layers are more than contrapuntal lines,
however: the piano part is a fully integrated block of sound, both
harmonically and melodically - note the canon between the hands).
First there is the vocal line, hovéring indecisively on various
notes of the tonie triad; then the twittering solo string lines;
then the bell-sounds; then the piano; and finally the dissonant
pedal notes. All these elements have their own character and
rhythm, and there is also a tonal contradiction (G major against
Bp). Yet the combination is skilfully organised. The piano
begins; almost immediately the voice sings its first notes; then,
as the piano peters out, the viola enters with its phrase. In the

next bar the violin takes over from the viola; then, as the
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voice sustains its note, the piano returns; and so on. The whole
passage is an interesting example of that fragmentation of the
texture discussed in connection with song V.

I mention this matter of density because it epitomises what

seems to me one of the main points about Lebendig begraben: its

almost Ivesian abundance of ideas. The work includes examples of
every technique discussed so far: ostinati, polyrhythms (the very
opening), gradual harmonic movement (song XI), thematic trans-
formation (I et passim), the chordal series. Even more remarkable,
however, is the sheer number of musical ideas, many of them
strikingly imaginative; Schoeck's invention was rarely so rich.

One is reminded of a couplet he set in 'Abendlied', from Unter
Sternen:

Trinkt, o Augen, was die Wimper hilt,
von dem goldnen Uberfluss der Welt!

This 'golden overflowing' of ideas is one reason why

Lebendig begraben might have been expected to survive. Schoeck

called it his symphony,1 perhaps using the word in the Mahlerian
sense of a work that 'contains everything'. Yet the piece has been

neglected. It had some performances in the 19305;2 Fischer—Diéskau

1) OS p. 353. See also Schuh, 'Othmar Schoecks 'Lebendig
begraben'"', in Umgang mit Musik, p. 269.

2) One of these performances was attended by James Joyce,
occasioning the letter quoted on p. 1. According to Joyce's
biographer Richard Ellmann, Joyce 'made a point of meeting
Schoeck, the only modern composer besides Antheil for whom he
had any taste', and 'congratulated Schoeck on composing for the
singing voice, unlike Stravinsky, whose works, he said, 'not
even a-canary could sing".' Later Joyce tried to persuade
Schoeck to write an opera on Byron's Cain! (James Joyce,
London, 1966, p. 681) In the same source Ellmann maintains that
Joyce made a complete translation of the text of Lebendig
begraben, but extensive enquiries, both in Switzerland and in
America, have found no trace of it (Frau Schoeck has no know-
ledge of such a thing). Ellmann now thinks that what he
saw may have been Joyce's translation of Keller's eighth poem,
reproduced in the biography of Joyce by Herbert Gorman. A
characteristic Joycean tribute to Schoeck appears in Finnegans
Wake: 'Butting, charging, bracing, backing, springing,
shrinking, swaying, darting, shooting, bucking and sprinkling,
their dossies sodouscheock with the twinx of their taylz'
(524.22-24 - significance uncertain). Schoeck was among those
whose support enabled Joyce to reside in Zurich in 1940.
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sang it in 1954 and later recorded it; and it opened the 1972
concerts of the EBU. Otherwise it has hardly been played. Schoeck
attributed this particular neglect to the lack of a published full
score, commenting: 'Every effusion by other contemporaries gets
printed, but not even all my principal works.'1 His complaints
were never more justified. The neglect is all the more surprising
in that, if here he was writing from the heart, none of his music
addresses itself more positively outwards, or concerns itself less
with the unassuming homeliness which he was later to pursue. These
songs of loneliness and death are in fact his most profound

affirmation of life.

1) 6B, 200,
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CHAPTER 5

WANDERSPRUCHE

The success of Penthesilea brought a period of prestige and

relative security for Schoeck. 1In 1928 he began work on another

stage piece, the 'dramatic cantata' Vom Fischer un syner Fru, based

on the tale of the fisherman and his wife. The musical ideas came
quickly, and Schoeck soon felt he could let the composition proceed
at leisure. He took a holiday on the Murtensee, did some
painting,1 and almost as a diversion wrote a little song cycle, or
'Zyklussli' as he called it, to poems from Eichendorff's
Wanderlieder. To this he gave the title of Wandersprﬁchez

(literally, aphorisms about wandering). The work was completed in
September, and the first performance given on 16 March 1929 by
Felicie Hiini-Mihacsek and an ensemble under his own direction.

The work is one of his most cheerful, though not without its
shadows, and with its brevity (ten minutes), clear harmqny and
concertante scoring it forms a scherzo among his cycles. The
ensemble consists of clarinet, horn, piano and percussion - a
softer collection of timbres than in Gaselen. There are eight
poems, all short and all linked by the notion of travel (some were
used by Pfitzner in his cantata Von deutscher Seele, 1921).3 Their

philosophy has been summarised by Vogel as follows: 'Man stands

1) See the 'QOelskizze von Murtnersee, 1928', reproduced in Hesse,
'Othmar Schoeck', p. 60.

2) See OS pp. 176-7, 196-9; V pp. 126-9; G p. 131; Mohr, op.cit.,
p. 88; Schuh, 'Othmar Schoecks "Wanderspruche'', SMZ 69 (1929);
Vogel, 'Othmar Schoeck: Ein Schweizer Eichendorff-Komponist',
p. 64. Score by Breitkopf (1930).

3) Nos. I-IV and VI-VIII are Eichendorff's seven Wandersprﬁche
(1833-7); V is from his novel Die Glucksritter.
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alone in life, above all in time of need. He can rely only on his
Creator. Since we never know when our time is running out, we must
constantly be ready for departure.'1

The wandering theme is one of the oldest in world litera-
ture, but with the romantics it became an obsession (its great

expression in music is Die Winterreise). The traveller, impelled

by inner restlessness, comes upon a village, an inn, some
manifestation of communal life which he feels excluded (the
destination of his wanderings is rarely stated, but is always
understood to be death): the theme is common in Lenau, HOlderlin
and others, and we find it as late as Nietzsche. Schubert's
wanderer, in the song of that title, is typical:

Ich wandle still, bin wenig froh,
und immer fragt der Seufzer: wo?
immer wo?

This receives the response:
'Dort, wo du nicht bist, dort ist das Gluck!'
There is little of this morbidity in Eichendorff's poems, which are

a pious counterpart to the wanderlust of Taugenichts; but the final

poem, in which the traveller sees in the still night 'things he has
not thought of', is an invocation to death as explicit as the last
song of the Elegie. When Schoeck wrote his cycle he may have been
thinking of his own travels, but more probably he intended it as a
tribute to Eichendorff and to early romanticism in general - and
perhaps to Schubert as well.

As in the two previous cycles, the songs run continuously,
the continuity here serving to underline the restless theme.
Triple metre predominates. The overall form may be viewed as a

Lisztian sonata in one movement:

I-TII Allegro
V-V Andante
VI-VII Scherzo
VIIIT Adagio plus Coda/reprise

or as a tonal palindrome hingeing on a climax in the dominant:

1) Op.cit., p. 64.
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Four of the songs - five if we count the seventh - end in keys

different from those in which they started, and this continual
pressing forward is another image of compulsive wandering. There
is also a motto-theme, announced in the first song to the words 'Es
geht wohl anders als man meint' (things often turn out differently
from what one expects). The return of this theme at the end of the
work provides a ternary element or frame. ‘

Schoeck's model for his cycle, as in Gaselen, was An die

ferne Geliebte, but this time he adds something new: a current of

instrumental development which runs over and above the songs and
supplies much of their thematic material. At this time, we may
remember, he was experimenting with the use of cyclic techniques in
instrumental works (see the contemporary sonatas for violin and
bass clarinet), and it may have been his renewed interest in Bach
that led to this new economy of means. In the Fischer, as he later
explained, he interspersed the scenes of the action with a set of
variations, each variation reflecting the character of the previous
scene; the variations thus had a dramatic as well as a formal
value. In Wanderspriiche, similarly, 'The brevity of the individual

Eichendorff Spriiche suggested the use of a ritornello, which
doesn't produce a schematic rondo form, to be sure, but leads a
half-hidden life, in that it is partly woven into the vocal move-
ments.‘1 What he does, in effect, is to create an instrumental
structure which develops as it were alongside the text, dependent
on it for expressive details but from the thematic point of view
almost self-sufficient. Even here, however, his intentions are as
much expressive as structural, for the ritornello, with its post-
horn-like fanfares of repeated notes, its jogging triplets and its

distant sleighbells, is yet another expression of the wandering

theme (Schoeck's wanderer likes to travel in comfort).

1) 'Aus einem Zwiegesprach mit Willi Schuh', p. 5.
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The presence of this instrumental element - 'and by saying
"instrumental" I mean not simply the instrumentation of this music
but the whole contrapuntal and polyphonic structure . . .‘1 - means

that Wanderspriiche has greater continuity than any of Schoeck's

earlier cycles. Here we come to an important tendency in his
treatment of the genre: the tendency to reduce one's sense of it as
a series of individual songs and to increase one's sense of it as a
single movement.

This tendency establishes itself as follows. The Elegie
consists entirely of separate songs except for its last two
numbers, which are joined by an interlude. Gaselen is a series of
separate songs rather perfunctorily linked by transitions.

Lebendig begraben is like a series of tableaux gradually getting

more and more continuous. In Wanderspruche the songs form a

continuous instrumental structure, while still retaining their

individual character. Later, in Wanderung im Gebirge, this

individuality is almost completely lost, and in the Notturno (sub-
titled 'Five Movements for String Quartet and Voice') the songs are
interspersed with pure instrumental music. After this no further
integration is possible, and the cycle dissolves into the looser
form of the Liederbuch. In the previous chapter this interplay of
vocal and instrumental was connected with Berg, and the connection

persists, though still accidental.

Most of the instrumental development in Wandersprﬁche takes
place in the transitions betwéen the songs, and it is these that
provide the rondo framework. The material is introduced in the
opening ritornello (to retain Schoeck's terminology - no analogy
with baroque ritornello form is intended) and reappears in various
transformations throughout the work, changing its character
according to the text. How this material is varied forms the basis
of the technical discussion below; but first we shall go through

the work in a more general way, seeing how it coheres as a whole.

1) Stravinsky on Pierrot Lunaire, in Igor Stravinsky and Rcbert
Craft, Conversations with Igor Stravinsky (London, 1962), p. 63.
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The ritornello begins with an exuberant fanfare-like theme
divided between clarinet and horn (A), quickly followed by repeated
quavers on distant bells (B). Then the piano sets up a jogging
triplet rhythm (C, here introduced a crotchet later than expected,
so that the harmony seems displaced). The whole is capped by a
soft Ep on the glockenspiel (not quoted). In addition the first
two crotchets of the piano part (D) yield a basic harmonic shape (a
characteristic mixture of I and V) and a basic texture (the

descending arpeggio):
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Of these ideas, A is by far the most important, weaving in
and out of the texture in over thirty different transformations (it

is this theme that is discussed later). B and C, by contrast, are
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'immutables', like the bell sound in 'Vesper', deriving their
effect from their unchanging quality rather than from their
capacity to develop (though the harmony of C does alter slightly on
reappearance). The glockenspiel Ep falls into the same category.
The two aspects of D are like A inasmuch as they constantly appear
in new guises; but unlike A they are textural ideas, not melodic
ones, and are confined almost entirely to the accompaniment (piano
and percussion, as opposed to the clarinet and horn of é).l

The ritornello concluded, a cool Abp minor ushers in song I,
'Es geht wohl anders als du meinst', concerning the changeability
of things. The voice enters in 3/2 across the barlines, Breiter,
while fragments of the ritornello are interjected between the
phrases. Gloom descends for the middle section (Wolfian piano
sequences based on the rhythm of C); then 'everything laughs again,
the sun shines' (Abp major), and the first line of the poem is

adapted to a new phrase:

. espr poco rik. Eﬂ:u fam,{»c’c_-__;_—,
S — T
o (s —F— i
U I & ¥ 7 #
P-'_/ e N T ~
— .
espre g mf [4 p dolce espr
; e S PN = =)
o 2 E——= e = T
0. L 4 i fv [ 4 Iyas ; £ i i T - =
= o’ e T
G ek A N = 3
mf —_— p = pp < dolce espr.
(Pcrcussion omitted.)
5 wra & g dolce
4 et o 5 | 1
5 1 1424 P 1 1
R ] B =
8- 1
es  geht  wohl an Aers, als man ment .
[besl‘immt] - dolce
i i ol - - :
Lnli; 1 H L T 1 1 1
® L — 4»—44—— - 20 1 S
& | r g = g = g >
Pro. m 1 ;__tr; -r' T it ‘r o 4 'r_,'r'h_____._
e
Vo J 5 ’;q'J—’_“—_‘ ‘:‘ﬁ | - =3 <5
—% 1T 1= T
I flt 2 s == L
P 1
- - 4 - r ’5 L] v i

Ped..

1) See songs I and III passim (especially bar 34ff), bar 47ff.,
55-6, 58, 67-8, 87-8, 100-7 (especially 104), 130, 152 and song
VEII“passim.
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This is the version recalled at the end of the cycle. 1Its

deceptive cadence bears out the meaning of the words; the horn's

reference to A sparks off tiny pieces of imitation (the richness of
decoration is typical); and the piano has the harmony and texture
of D. The fuller recollection of A in the last bar of the example
brings back the ritornello; then, after A has faded away, B and C
start up again Lebhaft. This time the changes of harmony coincide

with the barlines but the chords are inverted (compare especially

bar 44 with bars 7-8).

When even these phrases have died away, song II, 'Herz, in

deinen sonnenhellen Tagen', bursts in (E major). The poem counsels

'You might wander alone to the end of the earth if only
the

optimism:
you rely on no one but God, who keeps faith.' All is linear,
piano's descending arpeggio being imitated rhythmically in the form
of a chromatic line, which the clarinet then takes up inverted.

Meanwhile the horn has a new, pentatonic motif, which is another

version of the 'Angedenken' phrase:
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At the phrase to the words 'Sinkt der Stern', with its dark augmen-
ted harmony, there is a premonition of the Hesse song 'Nachtgefiihl'
(cf. examples on pp. 258, 278-9 below). Then the rhythm of C,
heard in timpani and piano, begins the build-up to the climax. The
final cadence refers to the example on p. 242; but instead of dying
away as before the music intensifies, with a clarinet whoop of A, a
fortissimo dissonance derived from C (note the tamtam, following
the reference to God) and a loud falling semitone in the horn.

This semitone is the only transition to song III, 'Was
willst auf dieser Station'; there is no ritornello. Here Eichen-
dorff declares the futility of settling down, 'for soon the
postilion blows and you must leave everything'. The song is a com-
pressed variation of the previous number, beginning in E major
before moving into flat keys. As before, C and D dominate, with
ever wilder preliferations-of A:din-theelarinet.  ‘'Halrpin'
crescendos in the wind evoke the posthorn. For the final line of
the poem, however - 'du musst doch alles lassen' - the harmony
moves unexpectedly but appropriately into a new key (G), and the
music calms for another statement of the ritornello.

Here a phrase of A is passed between clarinet and horn over
C in piano and timpani (i.e. the two elements are combined rather
than presented separately). When this fades we are left once again
with a single horn note, which, instead of falling, turns gently
upwards into the fourth song. At the same time the upper three

notes of the piano in bar 86 become the lower three in bar 87:
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Song IV, 'Die Lerche griisst den ersten Strahl', is the
cycle's first slow movement. It begins with an evocation of night
(the arpeggio of D predominant, a reference to 'Sinkt der Stern' at
bar 94) and climaxes on the final words, 'Du musst es lberfliegen'
(you must soar above your earthly cares). This climax leads in
turn to the central climax of the work, where jubilant repetitions
of A combine with a variant of the pentatonic motif before
exploding in whole tones at bars 108-9.

There are two points of interest here. First, the phrase on
'[Uber-]fliegen' recalls the setting of the word 'hinlber' at the
end of the Notturno, both songs being concerned with the idea of
'soaring above' death. Secondly, in late romantic music whole-tone
harmony, like the tamtam, is often associated with death: see the
Elegie passage discussed on pp. 146-7, the final song of Lebendig
begraben, and 'Tod und Dichter' from Unter Sternen. This outburst

in whole tones at the middle of the cycle, following on the
references to death in the poems, is an acknowledgement of death as
explicit as the tamtam stroke in the Elegie.

The climax absorbs the first half of the new ritornello
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statement; then the music quietens abruptly to admit B and C (the
latter in its original harmonisation, minus the pedal). The tiny
fifth song, 'Wenn der Hahn krdiht auf dem Dache', is, like the
fourth, nocturnal in mood, its static harmony disturbed only by the

dotted rhythm of C (like the cock-crow in Strauss's Zarathustra)

and by the glockenspiel's soft Eps, now evoking the stars. For
transition there is a reminiscence of C in the piano and another
falling semitone, this time in the clarinet; then a timpani thump
introduces the sixth song.

'Der Sturm geht ladrmend um das Haus . . .': a little rain-
storm develops, with a canon between voice and horn and an
ostinato-like accompaniment of motifs derived from A (clarinet), C
(piano L.HE.) and D (piano R.H.). While the singer remains indoors
the 'storm' is agitated but subdued; but as soon as he goes outside
- bar 1282 - it burst out violently and all the elements swap
round, ‘A going to the piano, € to the horn and D to the clarinet (a
side drum plays thundersheet in the background). At the climax A
is given out in heterophony, and everything subsides on a Mahlerian
unison C as the piano enters with the figuration of song VII. The
rhythmic modulation here is interesting. The piano's syncopations
in bar 133 are filtered through a transitional 6/8 before resolving

in the 'three against two' of bar 136:
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The rhythmic ambiguity of the new song,

semitones,

the poet says,

suggests the

conceals well-known dangers.

'Ewig muntres Spiel der Wogen', which,
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like its shifting
as

The material here is

freer than in any other part of the cycle, and in my opinion less

distinguished.

Moreover the vocal writing seems forced,

as if the

words were added after composition (though the flow onto the word

"doch'

is sensitively done).

There is a reference to A before the final song, but no

ritornello.

The quavers become triplets in a slow 3/4 (the cross-

rhythms are characteristic), a tamtam stroke heralds a deeper

seriousness, and in one of the work's most beautiful passages the
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music moves into D} (the subdominant counterpart to the dominant
climax after song IV). 'Der Wandrer von der Heimat weit', men-
tioned earlier, is the cycle's second slow movement and its lyrical
climax. As the voice rises expressively to higher and higher
notes, the harmony expands in rich chromatic chords before
returning to its native I/V (D). Clarinet and horn keep up a
perpetual counterpoint of A; note also the reference to C in the
timpani. Two-thirds of the way through, at the words 'was sie
nicht gedacht' (things they have not thought of), the song makes
its first real modulation, to the 'dreamlike' Neapolitan region of
D major (= Epp: note the lovely falling seventh in the voice); and
then a wonderful series of harmonic changes, governed by the

'gradual chordal movement' principle, leads back to Ap:
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The rest of the work has the character of an epilogue. A}
major regained, the horn invokes a melody from the first song, that
to the words 'lacht alles wieder, die Sonne scheint'; then the
motto-theme itself appears in a broadened version. Finally the
ritornello returns in its original form, fragments itself and dies
away until only the glockenspiel note is left - a last evocation of

the stars which touches off echoes of the Kindertotenlieder (a work

Schoeck reservedly admired)1 and, coming after the bells, all the
Mahlerian resonances of a child's vision of heaven.
We can extract from this description the appearances of

ritornello and motto-theme to produce the following chart:
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(Broken arrows refer to partial statements or reminiscences; no
attempt is made to indicate ritornello material within the songs.)
Taking this chart in conjunction with the tonal scheme, we see that
Wandersprﬁche derives no less heavily than Gaselen from its
Beethoven model. With this difference: that here the formal

devices have an expressive significance which in the earlier work
they lacked. The final return of the motto-theme, for instance, is
not a matter of having to bring back the melody, regardless of the
words; it is a special event, evolving out of the return to Ab and
the reference to the sun shining again- even after the eighth

song, things can still turn out differently from what we expect.
Similarly with the tonal scheme: the fourth poem requires a sense
of intensification - 'du musst es {lberfliegen!' - so we go to the
dominant; then for the eighth song, when things are calmest, we go
to the subdominant. 'Significances' of this kind do not, of

course, make the work great music; but they give a reason for
musical events which might otherwise seem arbitrary.

1) Bee G p. 143.
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Not that Wanderspriiche is faultless. If we could separate

the transitions from the ritornelli (but we cannot - their
inseparability is part of the formal concept), we might find some
of them hardly less perfunctory than those in Gaselen: the
transition between songs V and VI, for example. And there are more
serious weaknesses, such as the undistinguished seventh song. What
rescues the piece is the continuum provided by the ritornello - the
first time, to my knowledge, that such a device had been used in a
song cycle - and the inexhaustible brilliance and variety of the
thematic transformation (strong words, but I hope to justify them
later). Together these two elements set up a momentum which sweeps
all reservations before it and, along with the skilful ensemble
writing, makes the work a delight to the ear as well as to the

mind.

The texture of Wanderspruche, like that of Lebendig begraben, is

often complex. Complexity here, however, is not so much a matter
of density - the sheer number of things happening - as of the
relationship between the various instrumental strands. Earlier
the word 'contrapuntal' was used - Stravinsky's word - but the text-
ture.dis:-net.really contrapuntal, er:if it is, it dis.so.enly. in a
specialised sense. 'Counterpoint' in the normal sense - that is,
writing in which the lines themselves supply the harmony - is con-
fined to a few exceptional passages, such as the rainstorm in song
VI; most of the time the piano provides a warm cushion of harmony
in which the other parts nestle. (Despite the ensemble scoring the
work is pianistically conceived; with some adjustments, it can be
played on the piano without assistance.)

No, it is another kind of counterpoint we are dealing with,
as the music examples show. It consists in a florid ornamental
style of writing, with long curling melodic lines, a tendency
towards cross-rhythm, a profusion of grace notes, and a readiness
to let the lines evolve out of the harmony rather than supply it -

see the very first upbeat, where the music branches out of the
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horn's sustained G, the clarinet taking it up into the ritornello
theme, the piano taking it down into a chord. The model for this

style seems to be the Meistersinger prelude, where the 'false

counterpoint' so despised by Brahms actually generates a style of
its own - not a contrapuntal style in the strict sense but a
decorative one. This style develops through the later parts of the
Ring to Mahler, where every line, every interval almost, becomes
'thematic', an object of interest in the local sense if not in the

long term. In the Wanderspriche example on p. 242, similarly, the

clarinet's dotted motif, of little importance in itself (though it
reappears in bars 66, 95 and 99), is imitated a fourth higher in
the horn; then its first two notes lengthen to accompany the next
entry ‘of ‘A, which 1is itself imitated, ete.* It 1s-uhlikely that
Schoeck took this technigue from Mahler; it is, rather, another

symptom of that textural fragmentation noted in Lebendig begraben,

though here presented in a less dissonant context.

It is a precious style, almost a decadent one1 Cit-alse
makes the music difficult to perform); and in order to save the
texture from disintegration some element of continuity is needed.
This Schoeck supplies through thematic transformation. One theme,
one basic shape going through the work in a multiplicity of guises
- this is enough to keep the music together, to keep our minds

fixed on more than the merely local event. Wandersprﬁche, more

than any of Schoeck's other cycles, is a work of transformation:
transformation of melody, transformation of harmony, transformation
of rhythm - transformation is, indeed, almost the only technical
idea, and the obsessional way it is used does as much to concen-
trate the music, to give it its virtuoso character, as does its
brevity and its difficulty for the players.

Some of the obvious transformation, not only of A but of
other, 'textural' ideas, have already been mentioned, and it would
be tedious to analyse every one. But I think it necessary that we
should go through all the transformation of one theme; there is so

much talk an "this :book-oft" ‘variation, " 'transformation'*and” so  onh

1) See below, p. 405.



that we ought at some point to see exactly what these words mean.
For obvious reasons our choice is theme A.

As a theme it has more in common with the Lisztian type than
with the kind of 'note row' used in Gaselen. That is to say, it
has a rhythmic shape as well as a melodic one from the outset, and
its subsequent modifications are apprehended in terms of their
closeness to or difference from this shape. Not only the rhythm is
changed: sometimes the notes are altered too, and as for the
harmony, the theme is sufficiently flexible (or 'blank') to be able
to call up new harmony every time it appears - or rather, not to
demand the exchange of consonance and dissonance that a theme with
more rigid harmonic implications (like the Gaselen theme) would

require. There is no use of the series technique in Wanderspriiche

- no time for it, we might say; the theme travels over the surface
of the music, sometimes not even stopping for harmonisation (and
some of its transformations are very fast indeed, no more than
skirls) before hastening on to the next version. Not for nothing
did Schoeck call it the 'Wa.nderthema'.1

The first appearance of A, that which opens the work, was
quoted on p. 241. The theme breaks down into six interlocking
motifs, labelled a-f in the following example. Motif a, here
divided between horn and clarinet, consists of three ascending
semitones; b is an arpeggio figure in dotted rhythm; ¢ inverts a in
different note values; d uses the last two notes of ¢ and three of
b; e is a fanfare of repeated Ebs; and f is a rising third (here
acting as an anacrusis to another statement of e, this time on Ab).
Motif e differs from the others, in that it consists of a rhythm
rather than an interval or series of intervals; and sometimes it
appears independently (see bars 15, 41 and 56). This statement
will be referred to as version i:
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Versioniid ~is the first of the interjeetions between the
phrases of song I. It is a compressed version, consisting
essentially of motif b, still in its original rhythm, with two of
the notes ol ¢ (indicated by *) incorporated into a fresh
continuation. The phrase is prefaced by a new upbeat, comprising a
four-note arpeggio figure (g). Diatonically transformed, this

figure later replaces a and b as the standard prefix to c:
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Version iii, the second interjection, establishes the main
subsidiary form of the theme, at least where notes are concerned
(cf. versions xiii, xvii and xxix). First we hear g, in a diatonic
version which relates it back to b; then ¢ and d, the former in the
rhythm of b, the latter moved forward a quaver so that the stress
falls on G, not Ap. In this statement, c and d are immediately
repeated in sequence, with ¢ now moved forward a quaver and d
decorated by two expressive neighbour notes (B} and Bpp). The
whole phrase is supported by motif e in the horn, leading as before

to £, which is now inverted:



The next version (iv) presents a-d in their original

order, with ¢ and d in the rhythm of version iijii.
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accompanied by a dominant seventh on Bp, which gives the phrase a

dark, Neapolitan flavour (it follows the words

Sonnenschein verflogen'):

'ist Lenz und

i

(@)

Version v is complementary to this ('die Liebe Gegend

schwarz umzogen').

It takes the same notes,

dominant seventh on G§:

1

®

The next version (vi) accompanies the words 'lacht alles

wieder, die Sonne scheint' (pure Ab major after the preceding
chromaticism).
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It presents the complete theme, now built around
the tonic and not the dominant triad.

This is the first time the

transposes them down a
tone, alters the rhythm so that d is in its original form, and

divides the phrase between clarinet and horn. The harmony now is a
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theme has been heard complete since the beginning, a gesture
symbolising the return of sunny weather after cloudy skies. Apart
from the augmentation of a, note the reversal of e and f (the

latter stretched to a tritone):
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Version vii, also quoted on p. 242, takes the falling semi-
tones of ¢ and the rising fourth of d (or is this fourth another
modification of f?) and extends the fourth into a new figure, h.
This new figure will become prominent in the last song (cf. version

xxx and bar 154ff., clarinet):
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Versions viii and ix appear in the form of a canon. Once
again these are compressed versions, using ¢ and d in their

original rhythms, then displaced (the harmony combines I and V in F

major) :
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Version X, even more compressed, is a clarinet counterpoint
heard in the ritornello before song II. It is based on the falling

semitones of ¢ (cf. also bar 39, horn):
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Version xi, heard halfway through song II, recalls iii in
combining g, ¢ and d, the last altered into a kind of inversion of
h. However, xi also has another history: it is the last of four

variations on the pentatonic motif introduced at the start of the

song (see p. 243):
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A motif can have this 'double provenance' only when the material
itself is ambiguous. Already we have seen intervals (such as the

rising fourth in version vii) which might have come from either of
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two possible sources; now the same is happening with larger units.
As we proceed we shall find other fragments which can be inter-
preted in more than one way; and this ambiguity, far from weakening
the structure, seems actually to strengthen it, by helping to build
up a network of interrelated material.

Version xii is another example of ambiguity. Though clearly

derived from ¢ and d, it seems also to imitate the singer's phrase:
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Versions xiii-xviii, though less ambiguous, form a little
sub-class of their own, with iii and xi as background. Version
xiii indeed almost transposes xi, but with its last three notes

squeezed into semiquaver rhythm:
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Version xiv restores the pitch and tonality of xi (it comes



259

at the end of song II). But now the arpeggio has seven notes

instead of four:
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Version xv represents a further stage of intensification,
with the arpeggio distorted into a clarinet skirl and the final

interval changed to a perfect fifth:
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Before the climax of this process, however, there are two

'diversionary' versions, the first languid and chromatic (xvi):
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the second pert and diatonic (xvii):
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Nothing is heard of A during the fourth song, except for

some descending semitones in bars 93-4 and 97. But at the climax,
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leading to the central climax of the work, we have the final

intensification of this little sub-class, with the arpeggio upbeat
expanded to eleven notes and - even more significantly, in view of
what is to come - a new note, the supertonic (*), added among the

notes of motif d (xviii):
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This new note probably derives from the perfect fifth in xv (q.v.).
In any case the subsequent passage, and in particular the passage
in whole tones, makes great play with the notes Bp, G and F.

The next two versions, xXix and xx, refer to an earlier stage
in A's development. Xix, used to introduce song V, takes a and b
(at. their original pitch but in a different key: i was built on the
dominant of Ap; this is built on the tonic of Ep), divides them
between clarinet and horn, and finishes with a falling octave which
ig all that is left of c anc d:
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Version xx, which comes halfway through the song, is even more
fragmentary, the first note of a being omitted. Note too the way
in which the theme is arranged round the tonic notes of the triad

instead of the dominant; it also begins a crotchet later:
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With the sixth song we return to a higher level of
complexity. Version xxi, the clarinet's ostinato theme (it is
repeated three times, always with a different extension), is a
diatonic variation of ¢ and d, with the small intervals expanded

and the large intervals contracted. It also uses repeated notes:
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The piano imitates this version when the elements swap round. Then
it presents its own (xxii). Besides preserving the repeated-note
pattern (notated incorrectly in the score), this new version ex-
tends the process begun in xviii, which added the supertonic note,

by adding a second note, the flattened supertonic (indicated by *):
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At the climax the theme returns to the clarinet, which plays a
version made up of the semitones of c and the sixth of d. The horn

has a similar version in heterophony (xxiii):
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Except for some shifting semitones (notably in bars 144-5,
horn), A is absent from song VII. But it returns in the final
number. Here Schoeck's transformation technique reaches an unpre-
cedented level of complexity. The clarinet melody, for example,
which accompanies the modulation into Dp might seem to be new, but
it is in faet anether variation of A.. -The-imitial oectave irise,
bridged by the minor third C#-E, incorporates aspects of a (G-Bb,
going to top G), b (Bb-Bb) and g; the descending phrase C§-B-A-G is
a diatonicised c¢; and the last five notes elaborate d, with
reference to iii and xxviil. These motifs relate to each :other by
different transpositions, i.e. the octave Cf# is a tritone or minor
third higher than the original octave G or Bb, whereas the last
five notes are only a semitone higher than the original d. It is
the invervals within each motif that count (xxiv):
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By a similar process the first three notes of the next ver-
sion combine elements of a (G-Bp-G in retrograde inversion) and b
(Bp-G-Bp); c reverts to its original semitones; and the intervals
of d (the sixth, the fourth and the second) reshuffle to make a new

motif which might be yet another reference to 'Angedenken' (xxv):
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For the next version, quoted in context on p. 249, the

arpeggio motif g (or is it the same octave as in the last two

examples?) spreads over an interval of a fifteenth, and the last

two bars of version xxv compress into a single bar (xxvi):
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Version xxvii, also quoted in p. 249, continues the

'distancing' process, with the same three motifs - g, c and d -

reduced to a general contour. This is one of Schoeck's most

beautiful harmonisations of his theme, quite unpredictable from the

standpoint of version i:
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Version xxviii is a further compression, with g taking on
the motivic quality of a or b (the ambiguity is now pervasive)
through the progression Bp-Dp-Ah. It is wonderful how, the farther
these variations travel from their model - and Schoeck is now
pushing his transformations as far as they will go - the more we
have a sense of simplification. It is partly a matter of harmony
(chromatic writing giving way to diatonic), partly one of rhythm
(dotted rhythms giving way to regular quavers); but there is also a
feeling, similar to that which we experience with late Beethoven,
that in these final variations the composer is revealing the
essence of his theme to us. It is as if the inner relationships
which make such a compression possible can be understood only after

the theme has been pushed outwards in every possible direction:
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The remaining transformations are quickly described. Xxix,
played by clarinet and horn in octaves during the reminiscence of
the motto-theme, is a flattened submediant transposition of iii and

xvii, its penultimate note coming from xv and xviii:

Breiker E"'_-; o bie 03— l-""'3_——'| —3 —
- £ % g

lP |; .": ] ;/— b ;
94
J P
“. ¢ L a 8|
[{- Hn. Sn]

Xxx, following on immediately from the last, begins like a
sequence of it but peters out with h:
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With the final ritornello reprise we see why Schoeck has
been pushing his theme into ever more remote transformations. As

Ai returns he continues the process, so that original and remote
versions are heard simultaneously.

Version xxxi, in the piano, is
a rapid diminution of g, ¢ and d; xxxii refers to xvii, from the

ritornello before song IV; xxxiii is an even more extreme

.compression of g, ¢ and d; and xxxiv, which sets off the piano's

last chord, is a final synthesis of a, b, g and d:
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These variants have been discussed in strict 'chronological'
order, without any attempt to classify them according to importance
or technical usage. (Except for a few fragments of imitation, all
the transformations have been listed.) Some versions, such as iii,
are obviously 'major', inasmuch as they establish a pattern for
later versions and even, as in this case, become the model for a
whole sub-class. Others, like the version heard in the ritornello
before the fourth song and recalled just before the end, are less
important yet still important enough to be considered a 'type'.
Still others, like version x, are definitely 'minor'.

As for technical usage, there is hardly an area of possible
treatment that Schoeck leaves untouched. He varies the theme by
altering its intervals (e.g. motif d's perfect fourth, which
becomes a third in version xi, a fifth in xv and a sixth in xxvii),
by adding motifs (the arpeggio upbeat in iii), by removing motifs
(a and b in almost any version where g is‘present, and more
generally e), and by interpolating notes within the motif (xviii
and xxix); usually the order in which the motifs appear remains
unchanged. He explores the theme's harmonic implications by
reharmonising it (cf. versions i and xxvii) and by rewriting it
around a-different . degree of the scale (ef. i and vi, where the key
is -identical but the piteh is different, and i and xix, where the
pitch is identical but the key is different). Most spectacularly,
he varies the rhythm - and here description seems most inadequate,
and inevitably so, since it would require many words to explain
what happens in every transformation. Notes are lengthened,
shortened and repeated, stresses redistributed, barlines rewritten;
and the result is that, of all the thirty-four variants discussed,
no two are rhythmically the same. To make the point in more
detail, the rhythms are listed at the end of the chapter.

These transformation techniques - melodic, harmonic and
rhythmic - appear in every combination during the course of the
work. Though there is nothing schematic about their use - a
complex example, version iii, occurs relatively early on, and the
idea of adding notes within motifs is not really developed - they
create a strong sense of progression, a sense of moving away from

the clear-cut variations at the start of the more ambiguous ones
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later; and this, needless to say, is yet another musical expression
of the wandering theme.1

Despite the complexity of the technique, it remains super-
ficial inasmuch as the transformations rarely govern the course of
the music beyond the immediate phrase. Much of the time, as in
song II, they perform a merely decorative function, adding detail
to a self-sufficient structure (here the clarinet part could be
omitted, with loss of colour, it is true, but without loess of
coherence). To repeat the phrase used earlier, the theme travels
over the surface of the music; it is left to later works, notably
Notturno and Der Singer, to bring the transformations more deeply
into the structure - the first contrapuntally, the second by the
use of the chordal series.

If the technique is 'superficial', however, we condemn some
great music - including much of the music of the romantics - to
superficiality; the word is of course used in a descriptive, not in
an adverse, sense. Certainly it would be hard to imagine a more
thorough investigation of a theme than that found in Schoeck's
cycle. In particular I would draw the reader's attention to the
work's last page, with its simultaneous combination of early and
later versions of the same theme (Schoeck apparently had trouble’
with this passage).2 Not only is the idea brilliant in itself; the
rhythmic organisation by means of which it is effected is skilful
to a degree - note the horn's anticipation of its motif in bars
202-3, the counterpoint between clarinet and piano in 204 (the two
lines resolving first on ‘the minor third Bb-Db, then on an Eb major
triad), the entry of the percussion in the same bar (the bells
taking over from the piano's last note), and the timing of the
final pauses (an effect reminiscent of the Berg Kammerkonzert).

The precise notation is characteristic, as is the abundance of
expression marks. Schoeck's music is not always as good as it is

here; but it is always beautifully composed.

1) The association of wandering with thematic transformation is
also found in Wolf's 'Auf einer Wanderung', as well as in
Schubert's Fantasy.

4% vee ¥ p 9.
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VARIANTS OF A

] e B e B FUR,
ety b : "l = - e 2 he be o b f o
y. P o] u‘a L lr‘e
*
i M P P W Y B W S o S| A
B Y F ksl sesindjygidl
) st PR sy T, ] m
ii ‘f e SR T — — A~ i v v ' .
L 3 ) iy =i = 3 e 3 1 L
a2 o - > &
1ii. 7 r o
L 3 - J L _3 =l 3 )
-~ . -
iv 4'9 Ejt =% o~ ~ TN N II T
1 3 . | i 3 -J o —.3 J L 3 '
T 3 Y =3 =
Lv . . -
(R e
’-__'_—'\ —
PRYBE Y= - o o
—3—] L 3 4 L 3 - Iy LJ
P e
vii ;f‘ : r;:l. =
=
viii Y 5" "o | o
= EF
l—_s_.._l
ix P R
i i
—_— g
P R
: ” Y T ’/—\]‘,-—.
xi ' - -
[
xii em_




270

* ba. b
= -
7AD o Z : L o re. 2 K]
O L ..
| | A & 'a h'a 's bv
~ ~ P v B}
*xidid !,{ f _r o ¢ } [ ,1[1
= 3 h —y

1"_/—"——‘*\ o T :
XV']'—*

TN l

LT B 0 00 e O i =

Xvi > l - - =

5 g 8 a N4
Xv1il T ¥
l_:g_lﬁl
xviii.&‘%/"—_’—_—:\ ¥ {37 :A Zix St !
£ b di [ I+ i
L 3 # R ey e} :  Bacy, P =7y i
sTRl | ey B 3 T
& T ]
| 8 e
[y p—
TR [ % R
XX e j,J I Lo =
L 3 1 L 3 il 3 |

Xxxi

xxXii ?

>
s Af_\A _"-_-\
xxiii. f j

XXiwv l:

XXV




271

T
hd
]

Xxvii *T** Af . -
| = 3 i LT
AL
A ,

XXViii —f—p——apr [‘ [‘ !I.‘;‘ L

‘is_l ;3_1—__-_----'___"'-'-"L 3 K_“J)
xxix - E E ‘I- - i: :E"E:"-l-:

1 L3 tljaly
e T T .

XXX » 4 P ' 4

XXXii

xxxiii*%#

Xxx¥xiv

s R <
| s
(LS 3 1 g 3 . - |
3 Q\(_\ Y gt
e ¥
b ke ]
—_13 1 L 3 1
W e L
ZL 4
=¥r 3 ;
L arl 3 .
34‘[{ /‘j} \\-a_ L'
4. LI {
[ 3 1
SYMBOLS

148 ¢ >

indicates the same note repeated or tied

(a) a motif divided between two iﬁstruments FEsesnv(i )l or

(b) recurrence of motifs,

sometimes in transposition, within

the larger phrase [as in (xxiv) ff.]

chromatic alteration

a note substituted for the expected one

interpolations within the motif

more extended interpolations
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CHAPTER 6

ZEHN LIEDER NACH GEDICHTEN VON HERMANN HESSE

Work on the Fischer advanced slowly, due to the winter concert
season. By April 1929, nevertheless, Schoeck had brought the piece
to its climax; the final section already existed in sketch, and
only the orchestration remained, a task which he was to complete
the following year. At this point the appearance of a new volume

of Hesse poems, Trost der Nacht, caused him to put aside his

cantata again. By the beginning of May he had composed a further
ten Hesse settings1 to add to the dozen among his early songs.
These were given their first public performance on 25 March 1930 by
Felicie HUni-Mihacsek and the composer.

Schoeck's admiration for Hesse was noted above (pp. 29-30).
Several of the poems in this collection are earlier than their date
of publication might suggest,2 and only the last, 'Verganglich-
keit', has the metrical freedom and dryness of language typical of

Hesse's later manner.° As a collection the work naturally lacks a

1) See 08 pps 177, 179, 200-2; Y Pp.331-43 D pp. 195~ W.pp..L5S
(analysis of 'Verwelkende Rosen'), 195-9 (analysis of 'Sommer-
nacht'); S pp. 39-40; Schuh, 'Gestaltungsprinzipien im
Schoeckschen Lied', pp. 64-5 (analysis of 'Blauer Schmetter-
ling'). Score by Breitkopf (1931/59); recorded by Fischer-
Dieskau on DGG 2530 877.

2) In the Gesammelte Dichtungen V (Frankfurt, 1952), 'Nachtgefuhl'
and 'Mittag im September' are ascribed to 1903-10, 'Abends' and
'Sommernacht' to 1911-18, 'Magie der Farben', 'Pfeifen' and
'Verganglichkeit' to 1919-28, and 'Verwelkende Rosen', 'Blauer
Schmetterling' and 'Fur Ninon' to 1929-41 ('Verwelkende Rosen'
being rather mysteriously ascribed to 1930). According to G.W.
Field, the Hesse collector Reinhold Pfau compiled in 1966 a
catalogue listing 832 published settings of 274 poems by 305
composers, the poems being mainly those of Hesse's early period
(this is certainly the case with Schoeck). See Hermann Hesse
(New York, 1970), p. 128.

3) See the analysis in Field, op.cit., pp. 124-5. The poem also
appears in Hesse's novel Klingsors letzter Sommer (1920).
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unifying theme. Some of the poems express a sense of wonder at the
beauty of the world (e.g. 'Magie der Farben'), but there are also
love poems ('Fur Ninon')1 and even a satirical one ('Pfeifen').
Characteristically Schoeck begins with a song about night ('Nacht-
gefiihl') and ends with one about death ('Verganglichkeit'). Even
in this collection, however, there is a progression - from the real
night of the opening poem to the metaphorical night of the closing
one - and this gives the intervening poems a symbolic quality, a
sense of being 'events in life' rather than a mere desultory series
of separate statements.

This symbolic quality also attaches to the set as a whole.

Except for the Drei Lieder; 0Op. 35, it.was the first group of

individual songs that Schoeck had produced since the Hafis-Lieder.

They are not only small-scale pieces, then, but his first attempt
to write on that scale for ten years. His last three cycles had
been continuous - works in which precedence had been given to the
overall form - and all his recent chamber music large-scale, not to

mention the operas. In writing the Hesse-Lieder, therefore, he was

confronting problems different from those which had occupied him

for some time, and accordingly he wrote in quite a different way.
In several different ways, one should say; for the main

point about the work is its exploration of new styles and tech-

nigques, many of which were to be taken up in works to come. The

reason for this change, apart from the necessity of having to write

on a small scale, was probably a feeling on Schoeck's part that in

Wandersprﬁche he had exhausted the possibilities of thematic trans-

formation, and a consequent uncertainty as to how to continue. (We
have seen the same pattern before, with the concentration on
ostinato in the early songs, the period of uncertainty around 1920,
and the flurry of new activity in the Elegie.) Naturally the two
reasons were related. Transformation technique is best suited to
large-scale works; when the technique seems to be exhausted, the
composer turns to smaller forms; but it may seem exhausted merely

because no new large-scale projects suggest themselves. Two years

1) Ninon Dolbin, who became Hesse's third wife in 1931.



274

later Schoeck was to write his Second Violin Sonata, using the

techniques of Wanderspriiche; and then there was to be the Notturno.

Of course none of these styles is 'new' in a literal sense;
even the most important, the 'Bachian' style discussed in
connection with 'Magie der Farben' (see above, pp. 52-3), has

precedents in works such as the Hafis-Lieder. What is new is the

way in which it suddenly becomes an important part of Schoeck's
language, not something to be used once or twice and then dropped
but a concept of texture adaptable to music in any style. We find
it in Wanderung im Gebirge, the Wandsbecker Liederbuch (the typical
three parts thinned down to two) and some of the later songbooks.

Again, there are precedents in earlier works for a
recitative-like treatment of the voice, but to find it moving,
Stravinsky-1like, in irregular rhythms over a regular background, as
in 'Verganglichkeit', is both new and unexpected. The way in which
the piano marks out its crotchets, sometimes in two-part canon, has

a ghostly feel about it:
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Schoeck never succeeded in recapturing the atmosphere of this

extraordinary music, but its freedom of declamation influences the

prose-like settings of Der Sanger.
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Another song with a free, almost improvisatory element is
'Sommernacht', a description of a beautiful summer night. The song
is in three sections, together comprising only seventeen bars. The
first section, corresponding to the first five lines of the poem,
uses an ostinato figure to evoke the scene (one of the two examples
of the technique in this collection - 'exploration' evidently
includes looking back as well as forwards). The second section is
a rapt chordal setting of the line 'O Sommernacht und halbver-
hangene Sterne'. The third section sets the three closing lines to
music which rises higher and higher until the last chord is reached
(the poet feels his heart torn out of him by the beauty of the
night - another anticipation of the Notturno).

The musical organisation of this song is closer than it at
first appears. The ostinato statements in the first section are
unified by the bass octave descent from G§ to Ap, a descent sym-
bolising the 'unsichtbare Fluss'; in the second section the texture
converges onto another octave Ap; and the third section, starting
from the same octave, presents a dissolution of the tonality
corresponding to the effect in the poem (the final triad is any-
thing but conclusive). Yet the very interdependence of these
sections, with their contrasted textures, means that the music must
evolve; and the results is a kind of 'open-ended' structure looking

forward to Wanderung im Gebirge. There, as we shall see, Schoeck

wants the songs to seem incomplete, so as to heighten the sense of
continuity; here we have three little songs in one, each flowing
gracefully into the next.

'Blauer Schmetterling' is the other ostinato song in the
collection. It uses a two-bar theme which flutters, flutters again
and vanishes as rapidly as the butterfly in the poem. Then, as the
poet compares the butterfly to his happiness, the whole complex is
repeated.

More interesting is 'Verwelkende Rosen', a song about the
destructive powers of love. As in 'Magie der Farben' the texture
is contrapuntal, but now with four parts instead of three; indeed
the whole song, except for one passage, could be played by a string

quartet. This is to become a typical style in Unter Sternen (it

originated in certain songs by Wolf). The other innovation in
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'Verwelkende Rosen' is the use of thematic transformation within a
single song - a natural development after Wandersprtiche, and also
another kind of ostinato. Just as Hesse's poem takes the form of a
list, so each line except the fourth presents a different melodic

variation of the basic model (in the sixth, the theme appears in
the bass). The variations are usually rhythmic, following the
declamation, and a curious heterophony develops between the voice

and the piano's right hand:1
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1) Note the disguised version of the theme, beginning on the third
note, in the piano postlude (last quaver of bar 25, 'viola'
line). The upbeat to the opening phrase, anticipating bars 4
and 22, may have been an afterthought.
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The piano part of this song, like that of 'Magie der Farben', is

not phrased, a surprising omission after Wanderspriche (the legato

direction cannot possibly convey all the subtleties Schoeck must
have had in mind). The connection is of course with Bach, but

there is also a 1link with the Ritornelle und Fughetten of Schoeck's

last years - another 'Bachian' work, to be sure, but also one in
which the lack of expression marks symptomises a real problem of
harmonic direction. 'Verwelkende Rosen' is nevertheless very
beautiful.

A song which has even more influence on later developments
is the first of the set, 'Nachtgefuhl'. 1Its theme is similar to
that of 'Sommernacht': seeing moon and stars through a break in the
clouds, the poet feels his soul 'blaze from its tomb'. Schoeck
characterises these moods by means of harmonic areas: chords of
fourths and sevenths for the verse about night, clear, almost
pentatonic harmony for the verse about the soul.1 (There are also
differences of vocal writing, phrase-structure etc.) Hesse's third
verse prolongs the mood of ecstatic release; Schoeck rather
inconsistently returns to the material of the opening. The coda
refers to both elements (as in some of the Elegie settings, the
first words are recalled at the end). There are the usual subtle
variations: in bars 13-14 the (transposed) notes of bar 1 appear in
the same order but with different accentuation; in bar 18 (cf. 5)
the piano's Tristan motif compensates rhythmically for the change
in declamation; and in bar 20 (cf. 8) the first two crotchets of

the 'pentatonic' theme disappear:

1) The 'pentatonic' theme is anticipated in the first act of Don
Ranudo, fig. 42.

2) The final chord, a combination of Ib7 ang Niof Noin P major;
recalls the closing cadence of 'Liebesfruhling' from the Elegie
(also in F) and perhaps the end of 'Jugendgedenken'. Here it
derives from the rising ninth in the 'pentatonic' theme (cf. bar
8).
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Schoeck had first used harmonic areas in his 1914 Lenau
setting 'An die Entfernte'. Since then their use in his songs had

been sporadic, a song such as the second of Lebendig begraben being

exceptional. In his operas, however, they had provided a regular

means of characterisation, as in Penthesilea, where the heroine is

associated with ninth-chords, Prothoe with fourth-chords and
Achilles with a chord of C-G-E-Bp-F. Now, with 'Nachtgefihl',
Schoeck began to characterise moods and emotions in a similar way.
(Later the method was to regain some of its operatic connotations

in those songs of Das holde Bescheiden which are composed in

dialogue form.)

The technique was a logical one for a song-writer to come
to. It depends on the concentrated use of certain intervals -
intervals used both for their constructional value and for their

capacity to create a particular type of sound. In the Hesse-Lieder

there is a song which goes even further than 'Nachtgefuhl' in this
direction, certainly further than Schoeck liked to go as a general
rule. This is the love lyric 'Fir Ninon'. Almost every motif in
the piano part derives from the interval of a sixth, and for once

the sound is Debussyan, recalling of course his Etude pour les

sixtes:
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The 'Bachian' texture, the rhythmic ambiguity and the harmony of
this delightful song (note in particular the treatment of the bass
line) are matters which can only be mentioned, not discussed. What
should be stressed is the expressive effect of the emphasis on
sixths, which gives the music a different character from that of
any other song.

With their proliferation of new styles and techniques, the

Hesse-Lieder mark a change of direction in Schoeck's music almost

as radical as that represented by Gaselen. (It is typical that
this change should immediately by reversed, his next two cycles
going back to and developing what he was doing before, and his
present innovations only gaining ground later.) There is, however,
another aspect to the theme of change, and this is what gives the
work its symbolic quality. The sheer number of styles represented

in the Hesse-Lieder makes it seem that Schoeck is changing

direction almost from song to song, or rather that he can write in

virtually any manner he chooses. No doubt the main reason for this
variety is the shift from the large- to the small-scale. But there
is also what was noted concerning the differences between groups of

works: an element of compulsiveness, of impersonality almost, as if
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Schoeck were condemned, like the poet in Wanderspruche, to wander

restlessly from one style to another:

Was willst auf dieser Station

so breit dich niederlassen?

Wie bald nicht blast der Postillon,
du musst doch alles lassen.

These lines could stand as a motto for the Hesse-Lieder.
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CHAPTER 7

WANDERUNG IM GEBIRGE

Schoeck spent the summer of 1930 in Brunnen, where he was able to
revisit the places associated with his childhood. One of these
expeditions took him over the Engstlen Alp. He had always loved
the mountains, and would have composed more songs about them, given
suitable texts.1 When, that September, he came across Lenau's

cycle Wanderung im Gebirge, he set it to music as it stood,

dedicating the work2 to his brother Ralph in memory of their child-
hood adventures. The first performance was given on 7 February
1931 by Willy ROssel and the composer.

In his journal Vogel describes an Alpine holiday which he
took with the Schoecks in 1949. On their excursions Schoeck con-
stantly interprets his impressions in terms of the visual arts, and
he shows a painter's sensitivity to the scenery. This feeling for

the mountains is evident in Das stille Leuchten.

In Wanderung im Gebirge (1830, published 1832) Lenau enters

briefly the world of Eichendorff's Taugenichts. Uhland was among

the first to write a sequence of poems around the stages of a

journey: in his Wanderlieder (1811)3 we see the poet taking leave

of his sweetheart, strolling through a wood, stopping at a village
and finally returning home. Lenau's traveller, similarly, sets out

at dawn, passes through a wood and meets cattle on the slopes; is

1) See W p. 102.

2) See OS pp. 180-1, 210-14; V pp. 134-6; S pp. 40-1; Mohr,
op.cit., pp. 88-9; Schuh, 'Gestaltungsprinzipien im Schoeckschen
Lied', pp. 66-70. Score by Hug & Co. (1934); recorded by Arthur
Loosli and Karl Grenacher, Col. SHZC 4004.

3) Two of the poems in this cycle, 'Lebewohl' and 'Scheiden und
Meiden', were set by Schoeck in 1905 and 1908 respectively.
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overawed by the heights, then enraptured by the sight of the plains
below; starts down again, but is caught by a storm and takes
shelter in a peasant's hut; sleeps until evening, when the storm
has passed, and finally sets off into the twilight. The poems are
an allegory of life and death, an allegory made explicit when the
rain tapping on the hut where the poet sleeps reminds him of tears
falling on a coffin (a typical Lenau image). Not surprisingly it
is this section that arouses the composer's deepest response.

The theme of the work suggests comparison with Strauss's

Alpine Symphony (1915), which spins out a similar programme at much

greater length. The Strauss has no text, of course, and the only
musical similarity concerns the treatment of the descent, for which
both composers - Strauss more systematically than Schoeck - bring
back earlier themes in reverse order. A more fruitful comparison
might be with those long, multisectional ballads by Schubert and

Loewe (Schoeck himself had contributed to the genre in Der Gott und

die Bajadere), or with a song like Schubert's 'Viola', with its

rondo-1like repetitions of the main theme.
As these comparisons indicate, Wanderung is another
continuous .cycle. There are ten songs in all, and this time the

music stays in 3/4 throughout. As in Gaselen and Wanderspriiche, a

frame is provided by the use of a motto-theme, and the opening and
closing songs share the same key (E major). There are also cross-
references between other songs. The general texture of the work,
however, is closer to Schoeck's other continuous narrative cycle,

Lebendig begraben, that is, pictorial and rhapsodic rather than

motivic and sectionalised, and this is obviously appropriate to the
theme.

Formally, Wanderung continues the tendency whereby the cycle
becomes more and more of an entity, a single movement rather than a
series of individual songs. Here the sense of a single movement is
particularly strong, partly because of the constant time signature,
partly because of Schoeck's economy in getting the narrative
across. Interludes are all but eliminated, so that the songs can
flow into each other without a break; and the vocal style is
briskly matter-of-fact (significantly, the work is subtitled
Gedichtfolge rather than Liederfolge). Above all, Schoeck is
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careful not to let .any song except the first, with its all-
important motto-theme, stand out from the rest. He avoids
characterising the songs by themes, letting the music develop in an
improvisatory fashion according to the text, and the identity of
the song is subsumed in the continuity of the work as a whole (the
songs are not numbered in the score).

The most interesting feature of the work, from both the
cyclic and the technical point of view, is its treatment of the
motto-theme; indeed part of its interest lies in the fact that the
technical usages, which previously we have been able to consider
separately from the cyclic ones, are now drawn into the
organisation of the work as a whole. Our discussion of the cycle,
therefore, is also our discussion of the techniques; devices that
serve only a local purpose are dealt with briefly at the end.

The motto-theme is introduced in the first two songs, which
together form the first part of the frame. Song I, 'Erinnerung',
is a tiny prologue (the poem has only four lines). The poet looks
back on his day in the mountains so that he can enjoy it again in
his mind. This comprises the first statement of the motto-theme.
The theme is then repeated in song II, when the traveller sets off,
and returns three times in the course of the cycle, all at moments
of high emotion. The final statement, which closes the frame,
comes in the last song, when the poet resumes his journey after the
storm.

Let us examine the motto-theme as it appears in
'Erinnerung'. In contrast to the 'note row' in Gaselen or the

motivic work in Wanderspriiche, the material here is a fully-rounded

eight-bar melody with chordal accompaniment. The repetitiousness
of this melody and its insistence on the supertonic, as well as its
key, metre and reflective character, predict the opening of the
Violin Sonata composed a year later; and if the first two of these
gualities are here no less a source of weakness than in the later
work, they at least arise from what is potentially a good
structural idea.

The melody consists of four phrases, each corresponding to a
line of the text. The first three phrases are variants of each

other; the fourth is different. More important than the melody,
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however, is the harmony that accompanies it. After a fanfare-1like
motif in the piano, to be referred to as A (Corrodi hears it as a
wordless setting of the cry 'Juchhee!'),1 the bass falls to the
supertonic, then rises through the subdominant to chord V (phrase
i). Phrase ii compresses and reharmonises phrase i, emphasising
the final dominant - the theme's halfway mark - through a V of V
progression. Phrase iii takes the vocal line of ii, pushes it
forward a beat and reharmonises it again so as to include both the
ii-IV-V motion of i and the two chords (the second of A and the
first of i, a progression now to be referred to as Al) that ushered
in the opening phrase. Phrase iv, after a fresh beginning, takes
up this same progression and prefaces it with the first chord of A,
thus recapitulating in a different rhythm the first three chords of
the piece (the dotted rhythm at the end of the bar is another
reference to A). "The theme concludes with a cadential figure (B)
in the piano, underlining the subdominant element in the preceding
phrases with a V of IV progression which also complements the V of
V progression at the halfway mark:

I Ecrinnerung
A

) Y
1

(i)

EEESEESE

Du warst mir ein gar trauter, lie-ber Ge - sel-le, komm, du

Singstimme

Klavier

sché-ner Tag, zieh noch ein-mal an mir vor -

1) @8hpl B
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The advantage of integrating the material in this way is
that any one of the phrases can stand for the whole. When Schoeck
wishes to recall the motto-theme, he does not have to repeat the
entire melody but only as many phrases as happen to fit the
periodisation of the passage involved. This is enough to convey
the gist of the melody, while avoiding disruption of phrase-lengths
in the new passage. For the final reprise, however, Schoeck
supplies what is virtually another full statement; and it is the
return to the complete melody as much as the return to the tonic
key that gives the reprise its force.

A pause marks the end of the prologue; then with the second
song, 'Aufbruch', the narrative begins. At dawn the poet reaches
for his staff, salutes his host and sets out into the world. The
verse about daybreak is in B minor, with piano arpeggios evoking
the morning star (this verse is discussed in more detail below);
then, as the traveller makes ready to depart, E major returns for a
repeat of the motto-theme. This gives the first verse the feeling

of a middle section (something similar happens in Spielmannsweisen).

The repeat is varied in a characteristic way. There are
still four phrases, but the fanfare-like motif A, now expanded to a
bar and a half, replaces the first phrase in the general framework,
the first and second phrases replace the second and third, and the
third phrase disappears; only the fourth phrase plays its former
role. In addition the melody as a whole is compressed into seven
bars, though like some of Beethoven's asymmetrical structures it
sounds symmetrical because an irregular grouping is followed by a
regular one (3 + 4).

The reason for these displacements lies in the opening words
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of this section, 'Da griff ich nach dem Wanderstabe'. These words
seem to call for a simple setting: perhaps repeated notes, with a
single sustained chord as background. The chord chosen is the
first of A, formerly an upbeat, which hangs across the bar with
precisely the right colourless quality required (harmonically it
serves to reintroduce the key of E). The 'stronger' second chord
of A is now separated from its predecessor by a rest and joins the
next phrase as an expressive neighbour ('Wanderstabe') to the
pivotal dominant triad. The former first and second phrases follow
as stated, but brought forward a crotchet so that the new phrase

iii, though harmonically equivalent to the old phrase ii,

rhythmically matches the old phrase iii - which last, as if to

compensate for the expansion of A, is dropped. The fourth phrase
is a simple reharmonisation of its counterpart in song I, replacing
the second chord of A with the subdominant triad. After cadence B
we hear a new, transitional motif (C), whose repeated quavers,

chordal spacing and harmonic rhythm (3 + 2 + 1) are to recur later:

_;w.'}j}ﬁ.ﬂ

Da griff ich nach dem

it =
(in
=3 =RENENN A
Wan - der-sta -be,sprachmeinem Wir- te: ,,Gott vsrgalt’rdie Ru - he-statt, die mil - de
= K
=Sy -~:r_>..4'
I




289

;Lg::_f un 5 3

La - bel® Zog lu shg wei - ter m die Welt

‘)M uﬁ,-; =S

This new motif completes the material of the frame.

With song III, 'Die Lerche', another arpeggio figure sets
in, this time to suggest the bee and lark which accompany the
traveller on his way. The rhythmic formations here - semiquaver
sextuplets in groups of 5§ + 5 + 4 + 4 - are interesting; the
harmony alternates between F# major and A major. The song is over
in seven bars.

For transition a motif from the vocal line is combined with
a quartal version of C, now sounding like the Hesse song 'Nacht-

gefuhl'. To a chromatic sequence closer to the first song of

Wanderspriuche ('ist Lenz und Sonnenschein verflogen' - both
passages evoke darkness) the poet enters a wood, where the rustling
trees suggest the proximity of Cod ('Der Eichwald'). The music
here uses the quaver movement and chordal spacing - perhaps also

the harmonic rhythm - of C (note too the characteristic major-minor
changes):
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In the'fifth song, 'Der Hirte', the wood is left behind and
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the traveller comes upon a sharp mountain face - sparse three-part
textures here - with cattle grazing on the slopes. For the herds-
man Schoeck revives the 'pastoral' idiom of the village girl in

Lebendig begraben, with diatonic 'bagpipe' harmony (melody in

thirds, tonic and dominant pedals) and a vocal parlando centred on
the dominant. The end of this song exemplifies the 'inconclusive'
quality which makes for continuity: though the voice ends on the
tonic - a note also present in the piano's left hand - the piano's
right hand has an imperfect cadence, and this is left hanging as
the next song begins.

As the path gets steeper the harmony becomes more dissonant.
Much of the sixth song, 'Einsamkeit', is built on a four-note bass
figure jammed against chords in false relation (the bass notes are
appoggiaturas which resolve only after the rest of the harmony has
moved on).1 This dissonance seems to draw from Schoeck some
uncharacteristically harsh piano writing; it is typical of his less
inspired music that it is also awkwardly laid out. Towards the
climax of the song the intervals of C appear, first as textural
'padding' (bar 87), then to reinforce the four-note figure in a
crescendo to what is the narrative centre of the work.

'Des Berges Gipfel war erschwungen . . .' In 'Die Ferne'
the traveller reaches the summit: motif A rings out triumphantly in
C major, followed by a phrase of the motto-theme in massive chords.
But which phrase? A strong downbeat is needed for the word 'Gip-
fel', coupled with some degree of harmonic excitement; and what we
hear is phrase ii of the original melody, with its distinctive
secondary dominant, in the more forceful rhythmic pattern of iii -
all this replacing what was initially the first phrase of the

theme, since it is the first line of the verse that is in question:

1) Cf. the Gaselen passage discussed on p. 184. See also Schuh,
'Gestaltungsprinzipien', pp. 66-8. The bass line in bar 63ff.
virtually quotes the cello recitative from Lebendig begraben
(bar 406ff.).
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This reference gives way to new material as the poet gazes at the
view before him - the music at the words 'in die Tiefe schaut'

(bars 94-5) recalls passages from Wanderspriche - but it is com-

pleted two pages later when, having begun to descend, he exults at
the thought of seeing people again. Here the relevant lines of the
verse are the third and fourth; so Schoeck uses the third and
fourth phrases of his motto-theme, transposed into Db and varied
texturally but otherwise unchanged.

Now follows the reverse recapitulation: first the four-note
figure (bars 122-5, and again in 134-6), then the triads of bar
99£f. (inverted .din 126£f.).. . But this ‘reprise! is ecut shert by the
onset of the storm (Strauss uses his storm to hasten the reprise by
having the themes restated in a faster tempo). For this section,
'Das Gewitter', Schoeck draws on his 'Bachian' style, with 'unison'
lines slightly out of step with each other, fragments of imitation
colliding at the interval of a second, and - as in Bach's solo
violin music - the harmony split up into contrapuntal voices:
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This is the best sustained section of the piece, which has it in

common with Lebendig begraben that the textures grow more and more

continuous as the work progresses - without, unfortunately, the
depth of meaning which gives the effect in the earlier work its
power.

As part of this increased continuity, the eighth and ninth

songs, like the twelfth and thirteenth of Lebendig begraben, are

made to overlap. As the storm 'lets fall its wings' we hear a
descending arpeggio motif - descending arpeggios are a traditional
symbol for sleep and death, as witness the closing chorus of the

St. Matthew Passion - and this motif becomes the basis of 'Der

Schlaf'. The difference between the two passages is that the

transition in Lebendig begraben is a Mahlerian gathering-up of

themes and texture, whereas here the texture is complete from the
start and transition is only a matter of 'modulating in'. (The
modulations, incidentally, include a chord in bar 172 which is pure

Bruckner - compare the Et incarnatus of the F minor Mass, bar 139 -

and a Neapolitan progression which is closer to Strauss.) When the
hut is sighted - 'da sah ich froh ein HUttlein winken' - there is a
reference to A which reveals the arpeggios to be a downward
extension of that motif; but the arpeggios quickly resume.

'Der Schlaf', with its ceaseless diatonic ostinato (ostinato
in the conventional sense), forms a link between the penultimate

song of Lebendig begraben and the last of the Notturno - all are

songs about sleep and/or death - and in it Schoeck seems suddenly
to warm to his subject. After the matter-of-fact, almost frigid
treatment of some of the earlier songs - poems about mountaineering,
even by Lenau, could hardly be expected to draw the best from
Schoeck - the harmony here is sweet and full, with an almost
Debussyan progression at the words 'mude sank ich / hier in

des Heues Duft und schlief' (bars 196-8).

Just before this last passage the song is interrupted by
another recollection of the motto-theme, this time highlighting the
poet's realisation that the storm was not a sign of God's anger,
but that 'aus der Weste leichten Scherzen / wie aus Gewittern Liebe
spricht'. In this version, motif A is stated twice in Ep major as

an upbeat (the Gp in bar 186 must be a misprint); then phrases i
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and iii elide into a single phrase, followed by phrase iv complete,
these last two phrases corresponding to the third and fourth lines
of the verse (the triplets in bars 188-9 are Schoeck's equivalent
of the 'leichte Scherze'):
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After the cadence the ostinato resumes, and it persists for the
rest of the song. The last verse is especially beautiful. As the
traveller dreams, the arpeggio motif combines with its inversion in
two different keys (C major and Ep major, so that their dominant
sevenths have two notes in common), and the 3/4 metre, for the only
time in the song, becomes overlaid with phrases in 4/4. This
simultaneous blurring of the tonality and of the metre, combined
with the smoothing out of the intervals in the voice, produces a
sense of timelessness. On the very last phrase the music moves
almost imperceptibly into E major for the concluding part of the
frame.

The tenth and final poem, 'Der Abend', consists of two

verses. In the first, the poet describes the calm evening; in the
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second, a variation of the corresponding verse in the second poem,
he prepares to resume his travels. Schoeck's setting refers both
to 'Erinnerung' and to 'Aufbruch'. The first verse is free
recitative. The singer declaims the words 'Die Wolken waren fort
gezogen' in a manner reminiscent of the phrase 'Da griff ich nach
dem Wanderstabe' from 'Aufbruch' (when these very words are re-
called in the next verse, they are given a new melody). Meanwhile
motif A is announced three times. The third statement brings us to
the second verse and to the formal reprise, which has the character
of an epilogue.

Like the motto-theme statement in 'Aufbruch', this final
statement is abridged to seven bars, though once again the fact
that its last two phrases are both the same length (two bars) makes
it sound more symmetrical than it is. As 1in YAufbruch', too, one
of the original phrases is prolonged and another omitted, though
not the same ones. Now it is the first phrase that expands to the
length of two, no doubt in order to recall the parallel passage in
'Aufbruch' (compare bars 228-30 with 16-17). The third phrase,
however, refers to 'Erinnerung' rather than to 'Aufbruch', that is,
the third phrase really is phrase iii; and just as the latter
phrase was dropped in 'Aufbruch', so phrase ii now disappears
(Schoeck wants to avoid the strong V of V progression at this late
stage, especially after the dominant emphasis of bars 222 and 224).
Phrase iv, finally, makes as if to follow its counterpart in
'Erinnerung', but on the word 'Dadmmrung' veers off into a
Neapolitan progression (note the presence of C in an inner part)
which pushes the phrase even further to the flat side than its
former subdominant chords had taken it. At last the harmony

resolves into E major with a variation of cadence B:
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Thus all the material of the frame is brought together on the last
page.

Perhaps it is not superfluous to remark the novelty of this
kind of construction. Almost any of the chords, and many of the
chordal progressions, in Schoeck's motto-theme could occur in
Schumann or Brahms, and the harmonic relationships are in fact more
conventional than those in the Elegie or Lebendig begraben. But to

find the phrases of a tonal melody split up, elided and displaced
in such a way - not to mention the rhythmic devices by which a
phrase is made to perform a different function in the melody as a
whole - this is something quite new. It is another example of that
reorganisation of the language which we have seen Schoeck
attempting in other works. With this distinction: that whereas in
the Elegie this reorganisation was aimed at the relationship

between chords, and in Lebendig begraben at the relationship

between groups of chords, here he changes the relationship between
whole phrases - restructuring the melody again and again to suit

the context. It is hard to see how this process could be extended,
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and in fact Schoeck makes no further use of it. But it is
interesting, comparing his work in this decade to what comes later,
that even when he seems least inventive, and therefore most likely
to lay himself open to charges of derivativeness, he is still
trying to find new things for the language to do. This is surely
the mark of a radical spirit, however weary and unoriginal the
music sounds (and parts of Wanderung sound very weary indeed). The
discrepancy between the naive subject-matter and the sophisticated
technique is, of course, another characteristic Schoeckian
'paradox’'.

The remaining technical usages can be dealt with more
briefly. (There is actually little to discuss: the 'open-ended'
construction seems inimical to subtle rhythmic or motivic work. A
song like 'Flr Ninon', with its concentration on one interval and
one texture, would be impossible in this style.) The first verse
of 'Aufbruch' is built upon three statements of a descending motif
(a, b and ¢ in the following example). This motif is presented
"first in minims and crotchets, then in minims an octave higher and
with a note added (* in the example), and finally in quavers an
octave higher still. The last version is part of a cadence which

resolves onto the first chord of A:
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= atae

- gruB. Da griff ich nach dem

Here we have a mixture of rhythmic and additive variation which
probably /derdves. from ‘Stille ‘Sichexrheit!, from the:Hlegie.. The
rhythmic irregularity of the bass descent seems to inhibit the
harmonic movement, and the technique could only perhaps be used in
songs that require this kind of weak, wavering motion around a

single chord (some of those in Unter Sternen, for instance).

There are other examples of rhythmic variation, most not
interesting enough for comment. One, however, must be mentioned,
because it represents a usage which is to become prominent later,

notably in Das holde Bescheiden. It concerns the rhythmic

variation of a sequence, usually consisting of only two chords and
usually descending. The chords shuttle backwards and forwards,
sometimes on the beat and sometimes off it, in all sorts of
rhythmic expansions and contractions (another version occurs in the

example on p. 292):l
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1) This passage is recalled in the second movement of the Notturno,
bars 39-44, 84-8 and 189-97 (in the last two passages with
variable barring).
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The idea derives of course from the series technique, but the
proximity and insistence of the repetitions (there being only two
chords involved) gives the sequence a mechanical, disembodied
character which is as disruptive of tonal stability as the actual
modulations. The effect is similar to that of some of his major-
minor changes - those in 'Berge dein Haupt' from Gaselen, for
example - but arising now from changes of chords rather than from
changes of notes.

The element of naiveté in Schoeck's personality, though the
works it produced are sometimes to be regretted, is too important
to be ignored. - It returns in the Claudius and Morike cycles, in
the children's choruses, Op. 69,1 and in the operas, and is the
necessary counterpart to that seriousness and intensity which,
because they inform his best work, we tend to think of as

'typical' - witness the Elegie, Lebendig begraben, Penthesilea.

Though Wanderung is not to be compared with these, it deserves an
occasional hearing.

1) Zwei Zweistimmige Lieder flr Kinder- oder Frauenchor mit
Klavierbegleitung (1941 and 1955).
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CHAPTER 8

NOTTURNO

Despite the lighter mood of much of Schoeck's recent music, his
pessimism had never really left him. His fame in Switzerland was
little consolation for the lack of wider acknowledgement, and he
viewed the political situation with alarm. After the death of his
parents his depression was such that he was hardly able to compose.

Just after Christmas 1931 he told Corrodi he was working on
some new Lenau songs. He would publish them under the title
'Lieder eines unbekannten Dichters', he said, for merely the
appearance of Lenau's name would be enough to make people turn them
away smiling. The Notturno1 was to occupy him, with many inter-
ruptions; until early-in T933.  One of the songs2 had been sketched
at the time of the Elegie; when the others were finished he wove
them into the fabric of a string quartet. The first performance
was given on 18 May 1933 by Loeffel and the Tonhalle players.

The Notturno was Schoeck's longest work since Lebendig
begraben (it lasts forty minutes), and it addresses itself largely
to the same questions. In the composer's words, 'The basic idea is
this, that man is always alone and must remain alone; that every-
'3 The
despairing tone of these phrases indicates the change that had come

thing that seems to reduce this loneliness is only illusion.

1) See OS pp. 181-3, 218-20, 233-41; V pp. 138-41; G pp. 72-7; D
pp: 208-103 8 pp. 4l1=43 Mohr,-ep.citi, p. 88; Schuh, 'Die
Schlussgesange in Othmar Schoecks ''Notturno'" und '"Nachhall'"',
SMZ 107 (1967), pp. 73-7, reprinted in Umgang mit Musik.
Miniature score by U.E. (1933); recorded by Fischer-Dieskau and
the Juilliard Quartet, CBS 72687.

2) Movement IV. See G p. 72. Vogel told me that he had not seen
the early setting and did not know of the existence of a manu-
script (conversation, 31 October 1971).

3) 0S p. 234.
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over his personality in the intervening years. The theme again is
man's existential estrangement, but what had once been fiercely
resisted is now passively accepted; where Schoeck had once protes-
ted, he now turns bitterly in upon himself. There is an element of
weariness and morbidity, and the recourse to nature begins to seem
unhealthy. In style the Notturno is linear and highly chromatic.
'T should not be surprised if [parts of it] were explained as
twelve-tone music,' he commented. 'But I chose this style for the
representation of a sick state.'1

The nine Lenau poems present an atmosphere of solitude and
darkness. The landscapes of the Elegie have become wasted and
grey, as if symbolising the illusory nature of happiness - the idea
of illusion is central - and night is now a time to dread. The
recurring images of brook, wind, clouds and birds give the texts a
more specific unity